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ABSTRACT

A scrutiny of African portraiture art reveals that it is atypical in style, diverse in function and inherent in complex connotations. Consequently, this genre amongst the creative outputs of Africans is generally not properly comprehended outside their culture of origin, hence little has been written about them. It is therefore unsurprising that some arguments in literature actually assert that African art is devoid of portraits. On the contrary and as countless examples show, Africans, for example, the people of Benin (Nigeria) produce veritable portraits. The most intriguing aspects of these artforms, from an art historical perspective, are their unusual formal configuration, profound aesthetic and iconographic significance, multifarious style and diverse functions. These singular characteristics differentiate them from non-African portraits and are their own unique property. They are also the features that make them interesting and edifying. Thus the aim of this article is principally to present a contextual analysis of Benin portraits in an attempt to explicate the aesthetic and iconographic concerns that make them significant. This appraisal is aimed also at promoting further knowledge and appreciation of these artforms outside their culture of origin.
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INTRODUCTION

The people of Benin (Nigeria) produce genuine portraits which, in their distinct form, are distinguished by characteristic features that are their own unique property. These singular features differentiate them from non-African portraits and make them absorbing and engaging from an art historical perspective.1 Their most riveting qualities which this article sets out to explicate are their particular formal configuration, profound stylistic and iconographic significance, complex style and diverse functions. A number of these artforms are examined in this article and they include: commemorative heads, free-standing sculptures, altar centre-pieces and ancestral staffs that feature in royal ancestral worship in Benin, and the altar used in the worship of the hand (ikegobo). These artforms have been singled out for attention because the general assumption, especially in the West, is that there is a dearth of portraiture art amongst the genres of African art. As Borgatti (1990: 37) puts it succinctly, “because Euramericans found it difficult to recognise the relative naturalism of African sculpture, they dismissed works described as portraits by Africans. Because of the equation between likeness and image that stands at the forefront of Western attitudes about portraiture,” they did not probe the nature of portraiture in sub-Saharan African art and culture. These lapses are to be expected given the extant insufficient exposure outside their cultures of origin of this genre that is dominant amongst the creative outputs of Africans. Besides, since little is known about them, there is often a misreading of the nature and meaning of the artforms by some scholars of sub-Saharan African art. Gladly, more insightful studies have shown recently that the necessity to depict and memorialise humans is as crucial an impulse for the creation of portraiture art in Africa as it is worldwide. Borgatti (1990), for example has proven this to be true in her seminal study entitled African Portraits in which she classified African portraits into three types, namely: generic, anthropomorphic and emblematic portraits. She demonstrated amply in her study that while some kind of physical resemblance is a constituent and perhaps a central one in many portraits, its portrayal is absolutely not the only means by which the individual traits of a person can be efficiently depicted. Similar studies have discussed some portraits from Benin (Nigeria) but only briefly since they were not predominantly on Benin art.

Benin culture has a rich tradition of portraiture art and there are several unique portraits of Benin origin which remain to be appraised in all their visual details. The artforms are characterised by a relatively uncharacteristic nature, thus an in-depth study of their nature and significance would definitely yield valuable information concerning beliefs and artistic propensities of the culture that create and use them. Thus this article presents a contextual analysis of Benin royal portraits in an attempt to explicate the aesthetic and iconographic concerns that make them significant. This appraisal is aimed at promoting further knowledge and appreciation of these artforms to the world.

Prior to doing this, it is relevant to take a brief look at the nature of African portraits in general in order for the reader to understand the vital elements that were considered in our interpretation of the artforms under consideration as genuine portraits.

THE NATURE OF AFRICAN PORTRAITS

It is relevant to state from the outset that a characteristic feature of African art generally, is its depiction of reality in a way that does not correspond to conventional ideas of it; consequently, African portraits naturally are in accord with this established artistic convention. As Vogel (1990: 7) notes, African portraits include three types of portrayals: (1) a generalised image that utilises conventional features to depict a person who can be identified by the image’s context, (2) the depiction of resemblance with focus on the reproduction of the perceptible features of the subject and (3) an emblematic portrait that “represents the whole schematically or allusively by only a few characteristic features.”

What these descriptions bring to the fore is that African portraits discount emphasis on the realistic depictions of the physical qualities with scrupulous consideration of the facial features of the people depicted. This is not surprising because the idea of representing nature in its verisimilitude does not exist for the African craftsman. The African idea of art making, as Egonwa (2005: 15) observes, “is not synonymous with the simulation of nature, rather, art is differentiated from nature as an act that enriches nature rather than an imitative recreation of it.” Another key point worthy of mention is that in creating their anthropomorphic figures, African craftsmen are guided by an invariable set of parameters that emphasise the depiction of an idealised beauty. Thus in creating their portraits, African craftsmen also decisively preclude emphasis on capturing the physiognomic resemblances of their subjects. As an alternative measure, they achieve resemblance between subject and portrait through other means such as the use of emblems, symbols, names, costumes, pose and surroundings in defining the individual. A careful scrutiny of the formal configuration of Benin royal portraits shows this to be true. They present no conceptual distinction or actual physical characteristics of the people they depict, instead, the emphasis is on the use of diverse iconographic devices associated with the people represented. For these reasons, Benin portraiture art presents a wide variety of styles, a complex formal configuration, a multiplicity of meanings and they serve diverse functions.

As noted earlier, these artforms are sacred objects that feature in religious contexts in Benin, thus, we must not lose sight of their primary function in appraising them as portraits. All the same, it must be noted also that their interpretation as portraits does not in any way undermine their religious function; rather it enhances their iconographic opulence and import. It is relevant to point out also that in our interpretation of the artforms under consideration as portraits, certain criteria would be taken into account. Firstly, the dominant features in the artforms that make identification of their subjects recognisable would be identified and discussed and secondly, the contextual details that permits accurate interpretation, which personalise the artform would also be evaluated. The artforms selected for this appraisal are: commemorative heads, statuettes, altar tableaux, ancestral staffs and altar to the hand.

BENIN COMMEMORATIVE HEADS AND FIGURES

At the behest of a new Oba (King) of Benin, members of the Benin royal bronze-casters guild (Igun-Eromwon) produce brass heads of Benin Kings and Queen Mothers, and free-standing figural sculptures of Obas, chiefs, priests and palace courtiers. These artforms are commemorative in function and are the sacred artforms that furnish altars used in royal ancestral worship of Benin Obas and Queen Mothers.

One of the unique features of Benin royal portraits is their metaphoric style which is in accord with the dictates of the established artistic convention in Benin art and the people’s perception of the personages they depict. Therefore, typically, they present standardised depictions of the individuals in agreement with the customary notion of idealised beauty favoured in Benin anthropomorphic figures. Thus the sculptures are depicted with facial features that are stylised, generic and non-idiosyncratic (Photo 1). In addition, they are customarily depicted only in their prime of life without visual references to physical disability or the ravages of age.

This emphasis on representing royal portraits in this conventional style goes beyond aesthetic considerations since it also embodies the Benin belief that the Oba of Benin, being is a true representative of God (Osanobua), is an epitome of physical and spiritual perfection. Also, his subjects believe that he is timeless, immortal and invincible. These are the attributes that the formal configurations of these royal portraits illustrate literally.

It is interesting to note that the preoccupation with depictions of bodily perfection is also evident in other African royal portraits. As described by Blier (1998: 32), they show the king as the epitome of bodily perfection and beauty, neither too old or too young, too heavy nor too thin. They covey an image of someone who never ages, gets ill, or succumbs to the strain of office. This concern with continuing youth makes such portraits somewhat different from royal representations elsewhere in the world.
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Photo 1 Brass head portrait of a Benin Oba

Source: Dark (1973)



Although Benin royal portraits exhibit a relatively naturalistic style and do not replicate the real physical traits of the Kings depicted, but they represent correctly and explicitly the characteristics appropriate to their rank and status in Benin society. For instance, they portray the specific royal emblems which identify each Oba as typified in the brass heads that are portrayed with beaded crowns (ede) and high neck collar beads (odigba). These are emblems of statecraft that are used exclusively by Benin Kings. Moreover, to identify the particular Oba that each head represents, a wide variety of crowns are depicted to record and identify the Oba who introduced their use into Benin royal court. Illustrative of this point are the portrait heads representing Oba Osemwende (1816 AD) which have crowns that have wing-like projections at their sides that he introduced as part of the royal regalia of Benin Kings. The projections signify the barbells of the mudfish. The aquatic species is one of the principal symbols of Benin divine kingship and it signifies the numinous power of the Oba which enables him to mediate between the land of the living and the spiritual realm. To further ensure easy identification of these brass heads as portraits of Benin Kings, the flanges around the bases of most heads have relief motifs that allude to the physical and mystical powers of Benin Kings such as the leopard, crocodile, etc. Additionally, the guilloche patterns referred to as oba that are emblems of status and the royal seal of Benin kings are represented on the flanges to indicate that the commemorative heads are art forms that feature in regal contexts.

Similarly, the free-standing figure sculptures of Obas are portrayed with appropriate emblems that allude to their rank and importance such as beaded gowns, multiple strands of neck and hand beads and ivory and brass bracelets (Photo 2). Furthermore, the figures usually carry one form of hand-held instruments or the other which are indicators of the prerogatives and roles attached to the office of the Oba. Illustrative examples are: the militarily significant weapons (umozo) that symbolise their invincibility and their role as the defenders of their kingdom and people, ritual objects such as royal staffs (ukhure) and talisman (isevberigho) that indicate their spiritual powers and their position as the spiritual leader of the Benins, and insignias of statecraft as exemplified in the ceremonial swords (eben), which symbolise their authority and their status as the temporal heads of their realm.

The extent to which Benin portrait sculptures are invested with individually referential emblems to ensure their identity is remarkable, hence Dark (1973: 16) remarked that the symbols that decorate Benin artforms were all “executed in a manner, which though expressing the idiom of Benin artist, bore the stamp of recognisable types of persons and things.” This assertion is obvious in the images of chiefs that are depicted reminiscent of the Kings’ portraits wearing suitable chiefly regalia and holding ceremonial swords, eben. Similarly, royal priests and court officials adorn the costume of their guilds and associations and they wield objects of their profession. For example, royal priests carry blacksmith’s hammers (avakala) that are linked with Ogun, the power inherent in metals and the patron god of all persons who work with iron. Others hold spiritually potent objects such as celt stones and small horn trumpets (oko) as typified in the royal priests of Osun, the power inherent in herbs. There are also court priests who wear crosses, which are insignias of their office. They are identified as priests of Ewua guild. These priests perform with the Oba vital morning rituals, which recapture the origin of the Benin dynasty (Photo 3). Crosses feature in their rituals because as Benin oral history indicates, Oba Esigie (1504), after his conversion to the Catholic faith through the Portuguese missionaries, introduced the tradition of having Roman Catholic priests (with Benin Chiefs in attendance) perform daily evening mass in the palace. As further reported, he later enlarged the existing royal morning ritual performed by the Ewua guild to incorporate the Catholic mass.
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Photo 2 Brass figure of an Oba

Source: Photograph by Sweet U. Ebeighe



Also worthy of mention are the diverse costumes, headgears and hairstyles that are in accord in all details with the types used by the different ranks in Benin court that equally distinguish Benin portrait figures. For example, the heads of images of non-title holders have only overlapping rows of ringlets of hair while the depictions of chiefs and priests have specific chiefly headgears. The images of Osa and Osuan, for instance, are portrayed wearing basket-like garments and conical hats referred to as oro which form part of the costume used exclusively by them in their role as the priests of the royal deities called Ora and Uwen.

The point that is being emphasised with the artforms described so far is the precision and details of these elements and how the various imperative emblems that are depicted on each figure, evoke explicitly the personality and status of the people portrayed. The aim is to demonstrate that these artforms are veritable emblematic portraits. Another reason to appreciate these sculptures as true portraits is indicated in the function that they serve. The commemorative heads (uhumwun elao), for example, as noted earlier, are part of the furnishing for royal ancestral altars and are integral in the worship of departed Benin Kings. In the context in which they are used, the heads help to validate the position of the Oba, reassert their ancestral heritage and affirm the legitimacy of their reign. As Blier (1998: 44) rightly notes, they function, as “potent visual references to each ruler’s destiny (ehi), authority, wisdom, success, and happiness, reflecting Benin associations of the head with knowledge, intelligence, character, judgment and family leadership.” For these reasons, it is compulsory for every new Oba of Benin to commission a variety of these memorial heads which he uses to establish an altar in honour of his departed father where he worships his late father’s spirit annually. The altar and its objects serve as a “locus for ancestral contact with the new King becoming the principal priest and intercessor for his late father.” The importance of these artforms is obvious in the custom which makes it mandatory for the Oba to personally pour the first crucible of molten brass for the casting of the objects (Blier 1998: 71).
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Photo 3 A royal priest

Source: Eguaokun (2009)



On her part, Borgatti (1990: 79) correctly notes that royal portraits can be read as: “genealogical logical reference points (captured image) and as public statements (monuments)” and she observes that royal portraits, whether emblematic or representational, bring to mind not only particular monarchs and their accomplishments, but also ethics of governance. Also, she adds, “even in politically decentralised societies, portraits may be read simultaneously as individually referential and as iconic, helping people to remember significant family members and community leaders as well as providing models of ideal behaviour and comportment.”


Given the obvious naturalism of these brass heads, a question that naturally arises is: Can these artforms be justifiably described as portraits? The answer to this question unequivocally is yes. A very important reason that elicits the designation of these artforms as veritable portraits apart from their formal configuration is further indicated in the people’s attitude towards these memorial sculptures. Benin ancestral altars and their artforms are actually exclusively dedicated to and are named after specific Obas. Consequently, each altar and its artforms represent only one deceased individual and belong to that person exclusively. Therefore, the altar and artforms created for one ancestor are named after the person they are dedicated to and are never reallocated to the worship of another because they personify one person only and that person solely. Thus placement and usage not only make these memorial sculptures sacred objects, but they also acquire their identity as portraits by means of their function, context of use and their connotation. Other elements that identify these artforms as portraits, as mentioned already, are the emblems, symbols and costumes that their creators use in defining the individuals.

The points made above can be illustrated with the example of the memorial heads that represent Queen Idia (1504–1550) the mother of Oba Esigie (1504) who was the first mother of a Benin King to be invested with the title of Iye-Oba (Mother of the Oba). Benin oral tradition records that the title was introduced after her demise by her son Oba Esigie to honour her in recognition of her incessant spiritual help in averting serious threats to his rule and the integrity of his kingdom. It is said that she actually participated physically in some of the wars to expand and defend the territorial integrity of his kingdom fought by her son. Oba Esigie is also credited with the introduction of the still extant practice of placing brass heads of Benin Queen Mothers on their commemorative altars.

The brass heads depicting Queen Idia, similar to the portraits of Benin Kings, have generic facial features but they are equally furnished with elements that convey her personal identity without resorting to a literal physical description of Queen Idia (Photo 4). For instance, although her hairstyle is a version of the ukpokhokho (chicken’s beak) hairdo with royal association which Agheyisi (1986: 152) says is a unique variety of the okuku hairdo worn by the wives of Benin Kings, the portrait heads of Queen Idia are individualised with the distinctive high, forward-pointing peaked elongated coiffure of which she had an exclusive use in Benin. The beaded conical crown (ede Iye-Oba) which sheathes the hairstyle entirely that was also exclusive to her, similarly distinguishes the heads as representing Queen Idia. Queen Idia’s crown is comparable to the spiritually potent projection on top of the Oba’s crown (Blackmun 1984: 60). Other Benin Queens and high-ranking Benin women wear utterly different types of okuku and no other Queen till date is permitted to use Queen Idia’s type of hairstyle.
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Photo 4 Queen Idia head

Source: Photograph by Sweet U. Ebeigbe



Queen Idia portrait heads, like other royal portrait heads, also exhibit other features that distinguish African portraiture art such as body cicatrices. Depicted on these brass heads are the supra-orbital facial marks, ikharo that she wore in real life. They are part of the characteristic body cicatrices that are the cultural identifying marks known collectively as Iwu of the Benins (Aisien 2011: 34). The crossed strands of beads that extend from her shoulder to her waist that are represented on Queen Idia’s figures are called ivie ikpen egbe veva and they are body accoutrements that are only worn by the Iye-Oba, the Oba and high-ranking chiefs in Benin.

Some of the Queen Mother heads are also furnished with angular pedestals that bear low-relief depictions of royal signifying motifs that allude to the spiritual power of this legendary Warrior-Queen. Other symbols that allude to her that are portrayed on the pedestals include: mudfish and mystical leaves (the symbols of her mystical powers), image of the hand (which signifies her military prowess), and other geometric shapes used decoratively. Benin royal portraits are not only culturally specific, they are also gender specific as typified in the aura of feminist that emanates from this head. These features make the brass heads easily recognisable as portraits of Queen Idia despite their idealised and generic features. What is important about these heads as portraits is that they refer to a specific person, they are individually referential and iconic and they immortalise Queen Idia’s memory in her society. Remarkably, one fact stands out from an encounter with these portraits, that is, the awareness that Benin craftsmen are not remote from their culture; they in fact interrelate with it familiarly.

Prior mention has been made of the atypical nature of African portraits and it is being reiterated here that the idea that they are veritable portraits may be not be easy for those who are unfamiliar with the nature of African portraiture art to comprehend. This is particularly true of the carved effigy staffs that the Benins use in the worship of their departed forebears as we shall show presently.

ANCESTRAL EFFIGY STAFFS (UKHURE)

The worship of ancestors is prevalent in Benin thus as Bradbury (1973: 50) reports, anywhere Benin ancient customs are adhered to in Benin, “every family maintains an altar dedicated to the deceased male members of the lineage.” The Benins venerate their ancestors because they believe that they transmute into deified entities after their demise and become endowed with heightened crucial superiority of wisdom and strength of mind which they exercise over their living descendants due to their acquisition of a deeper comprehension of the forces and nature. They believe that communion with their ancestors is not only possible but also obligatory for securing their protection and goodwill. The practice is also aimed at immortalising Benin departed forebears.

These beliefs are encapsulated in the symbolism of the effigy rattle staffs (ukhure) which the Benins create and use to establish altars for the veneration of the spirits of their ancestors. Additionally, ukhure staffs indicate lineage history and are the quintessential symbols of the idea of family and lineage which form the foundation of social order in Benin traditional society. They help to validate and venerate the position of the oldest surviving male (okaegbee) as the head of the extended family system. Igbe (2005: 2–3) reports that the okaegbee is the custodian and priest of the family ancestral altar (aro-erha), he performs the propitiatory rites to secure ancestral aid and protection and purification rites when family taboos are contravened. As he puts it, the okaegbee is “the arrowhead in the family sponsorship of the superiority of the family over the individual” who is charged with the maintenance of peace and harmony within the family circle.

The ukhure staffs are wooden elongated and segmented pole-like objects with hollow chambers which encase pieces of wood that create rattling sounds when shaken. Both the staffs and the altars are transformed into spiritual icons through a ritual called ukomwen (meaning “to plant” or “establish”) which involves the offering of sacrifices of animal blood, drinks and food items.

The implication of ukhure staffs as portraits is explicit in their function. The staffs help the adherents make concrete and real their religious beliefs, their users acknowledge them as the symbolic representations of their ancestors and they use them to evoke their spiritual reality. Furthermore, the staffs are the focal point for ritual worship and they are also communication objects that are sounded to invoke the divine presence of the ancestors. Through the use of the staffs, the Benins attempt to create a reality that gives meaning to the ritual acts. Ukhure staffs address themselves to the supernatural and not the human world, they serve as monuments to individual achievements of the ancestors that they signify and since they identify specific ancestors, collectively, they provide a visual genealogical documentation that preserves the time of deaths of departed forebears in each family.

The feature that most delineates the staffs as effigy portraits is the symbol of a generalised ancestor that is typically depicted on their topmost segments. The symbol is in the form of a generalised human head which signifies the power of the okaegbee as the head of the family lineage. Like all Benin anthropomorphic sculptures, the heads bear no resemblance to the physical appearance of the ancestors, but on a deeper level of interpretation and in line with the context of this discussion, the staffs can be rightly classified as generic portraits of the ancestors. The reasons for this are obvious. Firstly, they represent specific persons whose identities are provided in explicit ways that make meaning for their users. Secondly, each ukhure is created exclusively for a specific ancestor and is not reassigned to another ancestor. Thirdly, the altars and their staffs actually bear the name of the ancestors they represent. Therefore, the fact that the staffs are acknowledged by their users as representing specific deceased forebears takes priority over the fact that the generalised heads bear no biographical references to their subjects. Once these facts are taken into consideration, the idea of the staffs as portraits would cease to be incongruous and their appreciation as portraits would be further enhanced.

ALTAR CENTRE-PIECES (ASEBERIA)

These are rectangular brass multi-figural centre-pieces which are positioned at the centre of the royal ancestral altars dedicated to departed Obas and Queen Mothers, Iye-Oba (Iyoba). Their themes depict scenes of court life around a dominant figure representing the person that each centre-piece is dedicated to. They consist of group compositions that are portrayed in a hierarchical mode with the Obas and Queens as the central focus of the artforms. They are depicted larger in size to reflect their superiority over their subjects and their iconic status.

These royal altarpieces can be read rightly as emblematic portraits of the Kings and Queen Mothers because they incorporate the icons and emblems of the status, power and biographical references of the persons they represent which make their identities possible. The formal renditions of these altar centre-pieces were conceived to reflect symbolically, the royal courts of the Iye-Oba and the Obas and the people who animate them. For example, the Iye-Oba’s centre-piece consists of her image flanked by smaller figures of her attendants. Her figure has the hairstyle, regalia and ornamental body accoutrements which are the privileges of her title, office and political role as the recipient of the fifth position amongst the Eghaevbo N’Ore (Town Chiefs). Other key elements that individualise this artform are the figures of the courtiers depicted on the tableaux. There are the bearers of asa (Omuasa) who shield her in public with slab-shaped mystical protective shields (asa), arm-supporters (Enobore) and sword bearers (Omuada). She is the only female in Benin who is entitled to the services of these personages as privileges of her title. These features distinguish her and her altar centre-pieces.

These royal portraits are excellent examples of African emblematic portraits because they present in a particularly striking way specific details about Benin Obas and Queen Mothers. Their creator endeavoured to reveal their spiritual and political roles in Benin society which make it possible for the figures depicted to evoke the presence of their subjects and the known facts about their life and deeds.

IKEGOBO (ALTAR TO THE HAND)

The ikegobo is an altar, which Benins dedicate to the worship of the hand. The practice stems from the Benin belief in the hand as the symbol of a person’s ability to attain great achievements in life. Consequently, only eminent personalities establish ikegobo for their personal devotion. Similar to the ukhure staffs, ikegobo are not reassigned to any other person. Instead, after the demise of their owners, smaller replicas of the altars are buried with them while the larger altars are passed on to lineage heirs who place them amongst the ancestral staffs on their family altars to commemorate the dead owner and during worship they invoke the spirit of the owners of the altar and offer sacrifices and supplications to them.

The ikegobo are being interpreted as portraits because of the motifs depicted on them which convey complex information. For example, the owner of the altar is represented as a central figure in three-dimensional form on the top of the drum-like altar and also in low relief around the sides and it is usually surrounded by smaller figures of his attendants. Also, emblems of occupation, social position, achievement, prestige and success are portrayed on them to show that the owner is a great achiever. These simplified depictions do not capture the physical likeness of the personages but they encapsulate their attributes and call to mind vividly their presence. Thus a chief’s ikegobo normally convey his image in full regalia carrying a ceremonial sword, eben and he is surrounded by objects such as coral beads and ube drum which are status symbols of Benin chiefs and chests and containers which symbolise wealth. Symbols that are linked with the worship of the hand are also explicitly portrayed on the altars. Some examples are: The motif of a hand with clenched fist and extended thumb, which signifies a person’s ability to garner wealth with his or her own hands (prowess), the feather of a vulturine fish eagle which is the Benin symbol of longevity, the tools of Benin blacksmiths (hammer or anvil) which symbolise industry, and kolanut (kola culmamata), the symbol of life. These enigmatic symbols are effective substitutes for the lack of physical likeness of the owners of the altars and they are the specific elements that imbue identity and which justify our interpretation of the ikegobo as generic portrait.

CONCLUSION

This article embarked on a contextual appraisal of some Benin portraits and it posits that based on their form, content, function, and stylistic and iconographic significance, these artforms can be rightly read as emblematic portraits. The appraisal demonstrates that a major concern for their creators in creating these portraits is principally to convey the attributes, status and role of the personages represented and not necessarily their actual physiognomic resemblances. The appraisal also reveals that in order to secure identity between subjects and portraits, their creators incisively depicted several identifying elements such as emblems of office, rank and status, regalia, hairstyles and cultural marks on the anthropomorphic sculptures. These characteristic elements sufficiently identify the artforms as veritable, even though, atypical portraits. It was reiterated throughout this appraisal that these essential features must be taken fully into cognizance in order for the artforms to be fully appreciated as veritable portraits.

NOTE

1.      A portrait is an artistic representation (painting, photograph, sculpture) of a specific individual, in which the face and its expression is predominant and the purpose is to reveal the resemblance, personality, and even the disposition of the person depicted. While Western portraits favour individualised and realistic depictions of persons, African portraits emphasise an idealised symbol of what the person depicted looks like. African portraiture artists idealise form and symbolically formalise ideas.

REFERENCES

Agheyisi, R. N. 1986. An edo-english dictionary. Benin City: Ethiope Publishers.

Aisien, E. 2011. Iwu: The body markings of the Edo people. 2nd ed. Benin City: Aisien Publishers.

Bradbury, R. E. 1973. Benin studies. London: Oxford University Press.

Blackmun, B. 1984. The iconography of carved altar tusks from Benin, Nigeria. Ph.D diss., University of California.

Blier, S. P. 1998. The royal arts of Africa: The majesty of form. New York: Perspectives Prentice Hall, Inc. and Harry N Abrams, Inc.

Borgatti, J. M. 1990. African portraits. In Likeness and beyond: Portraits from Africa and the world, eds. J. M. Borgatti and B. Richard, 29–84. New York: The Center for African Art.

Dark, P. J. C. 1973. An introduction to Benin art and technology. Oxford: Clarendon Press.

Egonwa, O. D. 2005. African art: A contemporary source book. Abuja: National Gallery of Art.

Eguaokun, P. O. 2009. Royal bronzes from Benin. Abeokuta: Intercontinental Press.

Igbe, S. O. U. 2005. The Okaegbee. In From birth to death: A Benin cultural voyage, ed. S. O. U. Igbe, 1–4. Benin City: Seevon Prints.

Vogel, S. 1990. Foreword. In Likeness and beyond: Portraits from Africa and the world, eds. J. M. Borgatti and B. Richard. New York: The Center for African Art.





Rodat: Budaya Tradisi Yang Berevolusi
Rodat: Traditional Culture which Evolves

Muhammad Irfan Nyia Abdullah1*, Sakinah Abu Bakar2 dan Tasnim Mohd Annuar3

1,2Pusat Pengajian Pendidikan Jarak Jauh, Universiti Sains Malaysia, Pulau Pinang, Malaysia
3Fakulti Pengajian Kontemporari Islam, Universiti Sultan Zainal Abidin, Terengganu, Malaysia

*Corresponding author: irfan@ipgmkdri.edu.my

© Penerbit Universiti Sains Malaysia, 2013

ABSTRAK

Rodat merupakan salah satu budaya tradisi masyarakat Melayu yang terdapat di negeri Terengganu. Persembahan rodat menggabungkan elemen muzik, tarian dan nyanyian. Kesenian rodat di Kuala Terengganu telah melalui proses evolusi mengikut zaman. Kajian ini bertujuan mengenal pasti evolusi yang berlaku dalam kesenian rodat di Kuala Terengganu. Evolusi rodat tersebut dilihat dari aspek fungsi, kostum, lirik lagu, struktur persembahan, bilangan anggota kumpulan dan penerimaan khalayak terhadap rodat. Pengumpulan data kajian ini dilaksanakan melalui dua kaedah iaitu penyelidikan kepustakaan dan penelitian lapangan. Selain itu, kajian ini turut mendapati kesenian rodat di Kuala Terengganu kian pupus ditelan zaman. Justeru, rodat perlu diperkenalkan kepada generasi muda menerusi sukatan pelajaran di institusi pendidikan, dikomersilkan di peringkat kebangsaan menerusi penganjuran festival rodat dan program-program khusus daripada kerajaan negeri Terengganu supaya kesenian ini dapat dilestarikan sebagai khazanah bangsa yang wajar dipertahankan.

Kata kunci: rodat, kesenian Terengganu, evolusi seni, budaya

Rodat is one of the traditional cultures of the Malays which can be found in Terengganu. Combining the elements of music, dance and song, rodat in Kuala Terengganu has undergone many changes. The objective of this research is to identify the evolution that has taken place in the art of rodat in Kuala Terengganu from the aspects of its functions, costumes, songs, lyrics, performance structure, number of group members and the acceptance of the public. The data for this research was collected through two methods which are field observation and literature research. The art of rodat in Kuala Terengganu is slowly losing its place in society and may perish. Therefore, rodat needs to be introduced to the younger generation through the curriculum in educational institutes, and commercialised at the national level via the organisation of rodat festivals and specific programmes by the state of Terengganu so that this beautiful art form can be preserved as a national treasure which should be protected.

Keywords: rodat, Terengganu art, art evolution, culture


PENDAHULUAN


Inang rodat tujuh beradik

berpakaian sedondong

berbaju batik rentak seribu

berkain songket merah jambu

bersapu tangan sutera semai

di hujung jari melambai-lambai

Kota Darul Iman membuai rasa

lubuk hatiku berkocak rindu.

(Inang rodat kasihku tumpah, J. M. Aziz 1988)



Masyarakat Melayu memang kaya dengan kesenian yang diwarisi sejak berzaman. Jika negeri Melaka terkenal dengan dondang sayang, negeri Johor dengan tarian zapin, negeri Kelantan dengan wayang kulit, negeri Terengganu pula gah dengan tarian ulek mayang, gamelan dan rodat. Rodat merupakan satu kesenian tradisional yang cukup unik kerana menggabungkan elemen seni suara, muzik dan tari.

Seni muzik merupakan salah satu elemen ciptaan manusia untuk menzahirkan perasaan dan emosi mereka. Ahli-ahli falsafah seni berpendapat manusia mempunyai minat terhadap muzik kerana seni muzik berasal daripada tabii yang lahir dalam diri manusia mendasari perasaan bawah sedar dan naluri manusia. Muzik tradisional Melayu menggambarkan sosio budaya dan kreativiti masyarakat Melayu zaman lampau. Sachc (1963: 15), seorang ahli sejarah dan muzik Jerman menjelaskan seni tari amat berkait rapat dengan seni muzik. Seni tari merupakan gerakan berirama dan pengucapan jiwa manusia melalui gerak-geri berirama yang indah. Selain itu, Soedersono (1972: 4–5) mengatakan gerak-geri yang dimaksudkan sebagai tarian adalah berbentuk ciptaan indah yang mampu memberi kepuasan kepada orang lain.


Secara umumnya dapat dirumuskan bahawa seni muzik merupakan hasil ciptaan manusia. Bermula dengan ciptaan bunyi-bunyian mulut, penggunaan anggota badan seperti tangan dan kaki dalam menghasilkan bunyi-bunyian. Akhirnya, muzik dicipta manusia menggunakan alat-alat muzik yang sekian lama diistilahkan sebagai “kesenian.” Slotkin (1950: 15) melihat ruang lingkup kesenian sebagai “…susunan kegiatan anggota masyarakat untuk membuat benda tertentu yang mengandungi nilai keindahan dan memberi kepuasan.” Manakala Gazali (1969: 9) memperincikan lagi kesenian sebagai “…segala sesuatu yang indah yang dapat menimbulkan rasa senang orang yang melihat dan mendengarnya. Secara lebih luas kesenian itu ialah keindahan yang dapat menggetarkan sukma serta menjadikan seseorang itu terharu dan terpesona.”

John Huzinga (1962) dalam buku Home Ludens: A Study of The Play Elements in Culture memperlihatkan unsur mainan adalah “…must be defined as a free and voluntary activity, a source of joy and amusement.” Konsep unsur main tersebut meliputi pertunjukan teater, tarian, nyanyian rakyat, permainan tradisional dan termasuklah pelbagai upacara. Dalam masyarakat Melayu, unsur main tersebut diperturunkan dari satu generasi kepada generasi yang lain.

Kajian ini bertujuan memperlihatkan perubahan yang terdapat dalam persembahan rodat pada zaman dahulu dan sekarang. Hal ini meliputi fungsi rodat, kostum, lirik lagu dan struktur persembahan dalam rodat.

SEJARAH RODAT

Pengkaji dan penggiat seni bersependapat bahawa rodat berasal dari negara Arab. Menurut Pak Yusof Said1, rodat berasal dari Tanah Arab dan kemudian berkembang ke nusantara. Rodat diyakini berasal dari Baghdad pada zaman Bani Abasiyah ketika di bawah pemerintahan al-Makmun. Ketika itu, Baghdad terkenal sebagai sebuat pusat kebudayaan teragung dan menghasilkan pelbagai keseniaan termasuklah rodat. Rodat merupakan ringkasan daripada perkataan “madrah” dan “Baghdad” yang bermaksud “Berdikir Baghdad.” Dari Indonesia, rodat dibawa ke Terengganu oleh pedagang-pedagang Sambas pada kurun ke-19. Pendapat Pak Yusof Said turut disokong oleh Encik Abdul Razak Senik2, guru rodat di Kampung Surau Panjang, Kuala Terengganu.

Hal ini terbukti melalui catatan Sheppard (1983) dalam Journal of the Malayan Branch yang mencatatkan:


Very few instructors or performers had any idea of the origin of the art but in rare cases, it was believed that many years ago the Sambas from Borneo used to come annually in the fine weather for trading during their stay in Terengganu, they used to perform rodat. The art became popular and the local people learned it from the traders.



Selain itu, majalah Mastika Ogos 1967 turut mencatatkan lebih kurang 50 hingga 60 tahun dahulu, tarian rodat ini dibawa oleh pedagang-pedagang Sambas dan Pontianak ke Terengganu. Mereka datang ke Terengganu untuk membeli budu, kain songket, benang emas, perkakas tenun dan sebagainya. Kebiasaannya, menjelang malam, seramai 10 hingga 20 orang anak-anak kapal akan berkumpul memukul tar rodat yang dibawa bersama-sama ketika belayar sambil menyanyi dan menari sehingga larut malam. Suara nyanyian yang lunak lembut menarik penduduk-penduduk di sekitar pantai Kuala Terengganu. Mereka kemudian menghampiri perahu-perahu besar Sambas dan Pontianak. Dari situlah mereka mula belajar bermain rodat.

Hal ini disokong oleh Pak Awang Salleh3, seorang guru rodat di Kuala Terengganu. Menurut beliau selepas waktu Maghrib, pedagang-pedagang Sambas mula bermain rodat melalui nyanyian sahaja. Orang Balik Bukit yang mendengar nyanyian tersebut kemudian berperahu ke muara untuk melihat. Dari sinilah penduduk-penduduk Terengganu mula menerima rodat sebagai sebahagian kegiatan kesenian mereka.


Terdapat satu lagi pendapat mengatakan bahawa rodat yang terdapat di Terengganu diperkenalkan oleh pedagang-pedagang Terengganu sendiri yang telah berdagang ke Sambas. Menurut Encik Abdul Razak Senik, pedagang-pedagang dari Terengganu mempelajari selok-belok tentang rodat ketika di Sambas dan bertanggungjawab memperkenalkan rodat kepada penduduk tempatan sekembalinya mereka ke Terengganu. Antaranya, Muhammad Kepak mahir seni pengadi, Cik Udin mahir berlenggok dan Abdullah Pepeh mahir menghafal seni kata lagu. Namun begitu, diyakini pedagang-pedagang dari Arab terlebih dahulu memperkenalkan rodat kepada penduduk Sambas.

Pada tahun 1900 hingga 1920, beberapa kumpulan rodat telah ditubuhkan dan mengadakan persembahan di sekitar Kuala Terengganu terutama di Kampung Pasir Panjang, Gong Tok Nasek dan Kampung Balik Bukit. Selepas rodat diterima dan diminati oleh penduduk Terengganu, kumpulan rodat mula ditubuhkan di daerah lain seperti di Kemaman, Dungun, Besut, Setiu dan Hulu Terengganu.

KITAB HADRAH

Kitab Hadrah berukuran panjang 10 inci dan tebalnya 1 inci. Kulit kitab diperbuat daripada kulit unta. Kitab Hadrah dikarang oleh seorang tokoh Islam dan pencipta seni yang masyhur bernama Hadrah dari Baghdad. Ketika riwayat hidupnya, beliau telah melakukan satu kesalahan terhadap raja, lalu dijatuhkan hukuman mati ke atasnya.

Semasa berada di dalam penjara, Hadrah telah meminta izin raja untuk membaca segala hasil karyanya kepada raja dan rakyat jelata. Permintaan beliau diperkenankan raja dan Hadrah mula berzikir melafazkan kalimah-kalimah pujian kepada Allah, nabi dan rasul yang tinggi mutunya. Selepas berzikir berhari-hari lamanya, raja dan rakyat jelata tertarik dan terpesona mendengar hasil karya beliau yang cukup menyentuh perasaan. Raja kemudian mengubah hukuman yang dijatuhkan kepada Hadrah. Beliau dibebaskan dan diperintahkan oleh raja untuk menulis semua karya zikir yang telah diperdengarkan ketika di dalam penjara. Hadrah telah menulis segala zikir tersebut dan hasil karya beliau kemudiannya dibukukan dan dinamakan Kitab Hadrah.
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Gambar 1 Kitab Hadrah

Sumber: Koleksi Muzium Negeri Terengganu




Kitab Hadrah ini dimulakan dengan alunan zikir seperti berikut:



	Ilāhī nas’aluka bi al-ismi al-A’zam
bi jāhi al-Mustafā farrij ‘alainā
Bismillāhi Mawlānā ‘ibtadaynā
wa nahmaduhu ‘alā nu’māhu fīnā
Tawassalnā bihī fī kulli ‘amrin
ghiyas al-khalqi rabb al-’ālamīnā
Wa bi al-asmā’i mā waradat bi nassin
wa mā fī al-ghaybi makhzunan masunā

	[image: art]





Maksud zikir adalah lebih kurang seperti berikut:

Tuhanku, kami memohon dengan namaMu yang Agung dan dengan kemuliaan al-Mustafa (Nabi Muhammad) agar Engkau lapangkan kami;

Dengan nama Allah, Tuhan kami, kami mulakan dan kami memujiNya atas nikmatNya pada kami;

Kami memohon kepadaNya dalam setiap perkara, Penolong makhluk, Tuhan seluruh alam; Dan dengan nama-namaMu yang terungkap di dalam nas (al-Quran), dan yang terdapat di dalam ghaib, tersimpan lagi terpelihara.


TAR RODAT

Tar rodat diperbuat daripada kayu leban dan permukaannya diperbuat daripada kulit kerbau yang berumur tiga tahun. Saiz badan (perimeter) tar rodat ialah 12 inci. Bingkai tar rodat diletakkan kepingan tembaga yang dipanggil caping. Kulit kerbau di permukaan tar yang diikat menggunakan lilitan aluminium dan dipaku dikenali sebagai kendit.
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Gambar 2 Tar rodat

Sumber: Koleksi Muzium Negeri Terengganu




FUNGSI RODAT

Hiburan

Rodat pada peringkat awal dimainkan oleh penduduk Terengganu dalam kumpulan kecil untuk mengisi masa lapang pada waktu malam selepas penat bekerja pada siang hari. Musim tengkujuh yang melanda saban tahun menghalang usaha para nelayan mencari rezeki. Kesempatan ini digunakan untuk mempelajari dan bermain rodat. Hal ini bertepatan dengan kenyataan Shahril Asmar dan Mohamed Roselan (1995) iaitu, “Masyarakat tradisi mempunyai banyak masa terluang. Selepas musim menuai hinggalah musim menuai misalnya, kebanyakan petani tidak mempunyai pekerjaan lain untuk mengisi masa itu. Begitu juga nelayan yang tidak dapat ke laut kerana musim tengkujuh. Ombak yang ganas menerjah lautan tidak dapat ke laut kerana musim tengkujuh. Ombak yang ganas menerjah lautan tidak memungkinkan mereka mencari rezeki. Ekoran itu, berbagai-bagai bentuk seni direka untuk mengisi masa lapang.”

Pada sekitar tahun 1900, rodat mula dipersembahkan di majlis perkahwinan dan berkhatan untuk memeriahkan suasana dan sebagai hiburan kepada para tetamu yang hadir. Persembahan rodat berupa zikir yang memuji Allah, nabi dan rasul yang bertujuan memohon keberkatan majlis daripada Allah dan dapat mengeratkan persaudaraan dalam kalangan penduduk kampung. Persembahan ketika itu tidak melibatkan sebarang tarian.

Penyeri Majlis Rasmi Negeri

Tahun 1950-an hingga awal tahun 1970-an merupakan zaman kegemilangan rodat di negeri Terengganu. Persembahan rodat telah berkembang daripada kesenian rakyat jelata kepada kesenian istana. Persembahan rodat telah diiktiraf sebagai kesenian istana. Rodat dipersembahkan di istana pada majlis rasmi negeri Terengganu seperti Hari Keputeraan Sultan Terengganu.


Peredaran zaman memperlihatkan rodat tidak lagi menjadi kesenian di istana sebagaimana tahun 1950-an hingga 1970-an. Persembahan rodat telah menjadi kesenian rakyat biasa dan sering dipersembahkan di pentas-pentas awam yang dibina khas oleh kerajaan negeri apabila tibanya satu-satu majlis rasmi negeri. Hal ini bertujuan sebagai hiburan dan berkongsi kemeriahan majlis rasmi yang diraikan bersama-sama rakyat jelata.

Propaganda dan Mesej Pihak Kerajaan

Pada tahun 1950-an, rodat merupakan hiburan yang diminati ramai. Sehubungan itu, rodat telah digunakan oleh pihak kerajaan untuk menyampaikan propaganda dan mesej pihak kerajaan sebelum persembahan rodat dimulakan. Melalui kaedah ini, masyarakat setempat dimaklumkan berita terkini, perancangan yang akan dilaksanakan dan kejayaan yang telah diperoleh oleh pihak kerajaan.

Sumber Pendapatan

Persembahan rodat juga memberikan sumber pendapatan kepada mereka yang terlibat dengan persembahan tersebut. Pada kebiasaannya rodat dimainkan ketika mendapat undangan daripada pihak-pihak tertentu seperti Kementerian Penerangan, Komunikasi dan Kebudayaan Malaysia, kerajaan negeri atau atas permintaan pihak hotel bertaraf tiga hingga lima bintang. Rodat turut dipersembahkan setiap kali kerajaan negeri mengadakan Pesta Pantai. Menurut Pak Yusof Said, setiap persembahan rodat akan dibayar RM600 hingga RM800. Bayaran tersebut akan dibahagi kepada semua ahli kumpulan yang menjayakan persembahan mengikut peranan masing-masing.


KOSTUM

Kostum dalam persembahan rodat pada peringkat awal tidak begitu dipentingkan berbanding dengan kesenian tradisional lain seperti mak yong dan bangsawan. Dalam persembahan rodat, kostum kumpulan pengadi, pelenggok dan mak inang ditetapkan mengikut persetujuan bersama. Mereka berpakaian harian masing-masing seperti berbaju kurung, kebaya, berbaju kemeja, berkain pelikat, berkain samping atau berseluar yang tiada keseragaman warna. Hal ini dipersetujui oleh Encik Abdul Aziz Sulaiman4, seorang aktivis budaya Terengganu yang mengatakan:


Pakaian pengadi dan pelenggok pada zaman dahulu memperlihatkan kesatuan ahli kumpulan rodat dengan berpakaian baju Melayu ala Acheh, berkain samping dan bersongkok walaupun warnanya tidak seragam. Kain samping pada zaman dahulu selain sebagai penyeri pakaian juga boleh digunakan sebagai senjata ketika dalam bahaya. Manakala pakaian mak inang ialah baju kebaya pakaian harian, berselendang sama ada di bahu atau diikat di pinggang mak inang dan bersanggul rambut. Selendang berfungsi sebagai penutup kepala yang bersesuaian dengan adat Melayu yang memperlihatkan kesopanan dan ketinggian budaya bangsa. Bahan solekan mak inang pada zaman dahulu hanyalah gincu kertas sahaja.



Pemberatan soal kostum mula diberi perhatian apabila rodat mula mendapat tempat dalam kalangan masyarakat sebagai satu hiburan pentas pada masa lapang. Pakaian kumpulan pengadi, pelenggok dan mak inang mula menggunakan kostum yang lebih cantik, bercorak, pelbagai warna dan bermutu tinggi. Dewasa ini, kostum pemain-pemain rodat adalah seragam dari aspek kain buatan, jenis pakaian dan warna. Antara pakaian pemain-pemain rodat masa kini adalah seperti berikut:


Kumpulan Pengadi

Kumpulan pengadi selalunya memakai pakaian seragam baju Melayu lengkap berkain samping dan bersongkok. Selain itu, pakaian seragam batik, seluar panjang hitam dan songkok turut menjadi pilihan kumpulan pengadi dalam mempromosikan hasil kraf tempatan kepada para pelancong.
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Gambar 3 Kostum kumpulan pengadi

Sumber: Koleksi Muzium Negeri Terengganu



Kumpulan Pelenggok

Kostum kumpulan pelenggok hanya berpakaian lengkap seragam baju Melayu berwarna cerah, bersongkok dan berkain samping. Jika menerima jemputan untuk mempersembahkan rodat di majlis anjuran hotel atau majlis rasmi, kumpulan pelenggok akan memakai kain samping hitam bersulam benang emas. Pemakaian kain samping bersulam emas menampakkan ketampanan para pelenggok dan bertujuan mempromosikan songket sebagai hasil tangan penduduk Terengganu yang terkenal sejak berzaman. Kumpulan pelenggok tidak mengenakan pakaian batik sebagaimana kumpulan pengadi.
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Gambar 4 Kostum kumpulan pelenggok untuk persembahan biasa

Sumber: Koleksi Muzium Negeri Terengganu
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Gambar 5 Kostum kumpulan pengadi untuk majlis rasmi

Sumber: Koleksi Muzium Negeri Terengganu
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Gambar 6 Kostum kumpulan mak inang

Sumber: Koleksi Muzium Negeri Terengganu



Mak Inang

Kumpulan mak inang selalunya berpakaian baju kebaya yang diseragamkan warnanya dan bersanggul rambut. Pakaian baju kebaya diperbuat daripada kain songket turut dipakai oleh kumpulan mak inang dalam persembahan rodat di majlis rasmi atau di hotel-hotel. Dari aspek perhiasan, mak inang bebas memakai apa sahaja perhiasan asalkan semuanya diseragamkan. Antara bahan perhiasan yang digunakan ialah gincu, bedak pipi, pewarna pipi, pewarna mata dan lain-lain.


LIRIK LAGU

Pada tahun 1900, lagu rodat berdasarkan Kitab Hadrah sepenuhnya. Seni kata lagu yang dilagukan ketika persembahan rodat adalah dalam bahasa Arab. Terdapat sebanyak 176 buah lagu di dalam Kitab Hadrah yang asal. Menurut Pak Yusof Said, persembahan rodat mempunyai 50 hingga 60 buah lagu sahaja. Pada zaman dahulu, lagu-lagu rodat dinyanyikan sepenuhnya oleh kaum lelaki di majlis perkahwinan dan berkhatan. Antara lagu-lagu rodat yang masih popular dan sering diperdengarkan ketika persembahan rodat pada masa kini adalah seperti berikut:


	Ya Hayyu Ya Qayyum (Wahai Yang Maha Hidup dan Berdiri Sendiri)

	Allah La Ilaha Illa Allah (Tiada Tuhan yang disembah melainkan Allah)

	La Ilaha Illa Ya Karim (Tiada Tuhan melainkan Engkau Yang Maha Pemurah)

	Zikri Nabi Al-Mukhtar (Nabi yang terpilih)

	Silatullah (Hubungan dengan Allah)


Lagu Ya Hayyu Ya Qayyum merupakan lagu yang sering diulang-ulang oleh kumpulan pelenggok dalam persembahan rodat. Antara lirik lagu Ya Hayyu Ya Qayyum berdasarkan teks asal dari Kitab Hadrah yang dikaji adalah sebagaimana berikut:
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	Yā Hayyu Yā Qayyum ihyi al-qulūba tahyā
Islih lanā al-’a’mālā fī al-dīni wa al-dunyā
Hayhāta yā yahyā
‘in syi’ta an tahyā
Lā tatlub al-buqyā
fī hāzihi al-’afyā
Wa al-tafriqah wa al-bawna
fi ru’yat al-’asyya

	




Walaubagaimanapun, pada ketika ini, zikir-zikir di dalam Kitab Hadrah ini telah dialunkan dengan sebutan yang jauh berbeza daripada sebutan yang sebenar dalam bahasa Arab. Hal ini merupakan satu evolusi yang negatif dan perlu diperbetulkan agar makna lirik yang disampaikan dalam persembahan rodat adalah tepat seperti yang tercatat di dalam Kitab Hadrah; di antara kandungannya adalah puji-pujian kepada Allah SWT dan RasulNya Muhammad SAW serta doa-doa. Percanggahan sebutan dalam bahasa Arab ini dapat dibuktikan menerusi lirik lagu Ya Hayyu Ya Qayyum yang dilagukan dalam persembahan rodat dewasa ini sebagaimana berikut:

Ya La Mu Yahayun

Muyya La Na Qayyum

Mu Yahaye Allah Qalu La Bitaya

Ni Ashallilana Lana Ladihama

Bia Duniwa, Allah Niwa Ladunia.

Selain itu, penerimaan mak inang daripada golongan perempuan telah membawa satu evolusi baru dalam persembahan rodat Terengganu. Pantun-pantun Melayu telah dimasukkan dan dilagukan dalam persembahan rodat. Pantun-pantun yang disampaikan berbentuk pantun empat kerat yang berlatarkan tempat menarik dan bersejarah di negeri Terengganu. Pantun lama yang sering dilagukan ketika persembahan adalah seperti berikut:


1.    Tanah ini tanah lembah
Tanam senduduk sepohon dua
Tanah ini tanah bertuah
Tumpang berteduh setahun dua.


Itik putih dada kuning
Turun ke laman makan dedak
Turun letih pening kepala
Harap tuan datang juga.




Tebang buluh jangan rebeng
Kalau rebeng kena sembilu
Orang tabah jangan tebeng
Kalau tebeng boleh malu.




Bukit Datu Pulau Sekati
Sama tentang Kuala Hiliran
Tiap waktu duduk menanti
Siang malam berhati rawang.




Perahu Kolek di Pulau Duyung
Muat rotan tiga petak
Kecil molek lalu berpayung
Lepas hujan saya nak mintak.




Balik Bukit kerja raya
Tempat orang gaji kayu
Sudah nasib menimpa saya
Bunga kembang jadi layu.




Sayang sambar ke nyiru
Madu kelapa dalam tempayan
Lagi tak hilang Bukit Puteri
Aku tak lupa kasihmu tuan.




Papan Serapak papan Seraya
Papan sekeping atas peti
Mudanya empat muda sebaya
Muda seorang buah hati.




Buah hati Gunung Payung
Berbunga tirus di puncak jemala
Buah hati pengarang jantung
Berbunga di kelompok jiwa.




Yang merah itu saga
Yang kurek itu kendi
Yang indah itu bahasa
Yang baik itu budi.




Musafir lalu di sana sini
Lalu berteduh di Taman Darul Iman
Fikirlah wahai pelita hati
Itulah pedoman penyuluh kehidupan.






2.    Anak ayam turun sebelas
Matilah satu tinggal sepuluh
Bagaimana hati tak belas
Menyelak fajar waktulah subuh.



Anak ayam turun sepuluh
Matilah satu tinggal sembilan
Menyelak fajar waktulah subuh
Ambillah wudhu lalu sembahyang.




Anak ayam turun sembilan
Matilah satu tinggallah lapan
Ambillah wudhu lalu sembahyang
Mintalah doa kepada Tuhan.




Anak ayam turunlah lapan
Matilah satu tinggallah tujuh
Mintalah doa kepada Tuhan
Minta tertutuplah neraka tujuh.




Anak ayam turunlah tujuh
Matilah satu tinggallah enam
Minta tertutuplah neraka tujuh
Minta lepaskan neraka jahanam.




Anak ayam turunlah enam
Matilah satu tinggallah lima
Minta lepaskan neraka jahanam
Minta mati dalam agama.




Anak ayam turunlah lima
Matilah satu tinggallah empat
Minta mati dalam agama
Minta tunjuk jalan makrifat.




Anak ayam turunlah empat
Matilah satu tinggallah tiga
Minta tunjuk jalan makrifat
Minta terbukalah pintu syurga.




Anak ayam turunlah tiga
Matilah satu tinggallah dua
Minta terbukalah pintu syurga
Syurga bernama jannatul makwa.
Anak ayam turunlah dua




Matilah satu tinggallah satu
Syurga bernama jannatul makwa
Minta terbuka segala pintu.




Anak ayam turunlah satu
Satu mati habislah ghaib
Minta terbuka segala pintu
Di situ tempat saya nak balik.






Sejajar peredaran zaman, pantun-pantun moden, lagu-lagu pop, dangdut dan hindustan turut dinyanyikan oleh mak inang untuk menarik lebih ramai penonton. Lagu-lagu yang dipilih selalunya lagu-lagu yang popular mengikut zaman dalam kalangan masyarakat. Hal ini turut diperjelaskan oleh Mohd Ghouse (1994: 157) iaitu satu perubahan lagi pada tahun 1960-an: mak inang menyanyi lagu popular Melayu dan Hindustan sambil menari untuk manarik penonton remaja. Pergerakan tarian juga diubah suai merangkumi variasi inang dan joget dengan menggunakan corak lantai asas bergerak ke hadapan dan belakang. Selain itu, majalah Sekolah Menengah Seberang Takir (SEMESTA) yang ditulis pada tahun 1969 menyebut:


Kalau dahulu Mak Inang menari dengan begitu lemah lembut, melambangkan tarian Melayu, tetapi sekarang telah di-ubah dan di-gantikan dengan tarian2 yang lebeh ranchak seperti Twist dan Ago-go. Jika di-lihat sa-pintas lalu tentu sa-kali Rodat yang mengalami pembaharuan ini sangat menarek dan dapat menjamu selera penuntun2 lelaki. Tetapi jika di-tinjau dengan lebeh dekat, kita akan dapati keaslian-nya telah di-hanyutkan oleh arus2 moden yang liar itu. Dari itu mutu seni-nya sekarang sudah tidak ada lagi. Tidak ada lagi segi2 yang dapat di-banggakan dengan keaslian-nya melainkan awak2 Dayong (Pelenggok) yang maseh mengekalkan pakaian melayu mereka. Mak Inang yang dulu-nya kebaya-nya melaboh hingga ke buku lali sekarang telah di-tukar dengan pakaian2 yang sunggoh2 mengiorkan. Lagu2 yang di-nyanyikan di-chedok sapenuh-nya daripada lagu pop.




Selain itu, menurut Zani (2002: 36) perubahan masa telah menyaksikan banyak kisah di dalam lagu mengalami pengubahsuaian demi mengikut tuntutan para penonton yang menyaksikan persembahan rodat. Daripada kajian yang dijalankan menunjukkan bahawa terdapat perbezaan sebutan Arab daripada kumpulan rodat yang ada sekarang mungkin disebabkan oleh bilangan Kitab Hadrah yang sukar diperoleh. Tambahan pula para pelapis yang ada diajar nyanyian Arab secara lisan sahaja.

STRUKTUR PERSEMBAHAN

Struktur persembahan dalam kesenian tradisional mencerminkan nilai dan norma kehidupan masyarakat Melayu. Struktur persembahan yang wujud dewasa ini telah banyak dievolusi daripada keadaan aslinya akibat urbanisasi dan globalisasi. Tempoh masa sesuatu persembahan rodat pada zaman dahulu ialah bermula dari selepas maghrib sehingga subuh. Kemudian diubah bermula pukul 10 malam sehingga subuh. Namun begitu, persembahan rodat pada masa kini hanya dalam tempoh masa dua hingga tiga jam sahaja. Hasil kajian mendapati persembahan rodat dipersembahkan dalam tiga fasa yang utama sebagaimana berikut:

Upacara Pembukaan

Pada zaman dahulu, persembahan rodat didahului dengan upacara membuka pentas atau juga dikenali sebagai adat membuka tirai. Upacara ini bertujuan menjaga keselamatan para pengadi, pelenggok, mak inang dan penonton. Ketua pengadi akan membaca jampi dan doa di depan sebuah mangkuk tembaga yang mengandungi beras basah. Selepas selesai jampi mentera, ketua pengadi akan membaling segenggam beras sebanyak tiga atau lima kali ke atas pentas dengan iringan paluan tar rodat. Selepas upacara tersebut, rodat dipersembahkan untuk tontonan masyarakat.


Pada sekitar tahun 1950-an, terdapat pertandingan rodat yang melibatkan dua kumpulan beradu kehebatan mereka. Upacara membuka pentas dijalankan oleh kumpulan rodat masing-masing untuk menepis perasaaan iri hati atau gangguan makhluk halus yang mungkin diwujudkan oleh pihak lawan dan juga bertujuan meyakinkan pemain-pemain rodat tentang keselamatan mereka dalam pertandingan rodat tersebut. Hal ini dapat diperjelaskan lagi melalui kenyataan Zakaria dan Ahmad (1990: 43) sebagaimana berikut:


Biasanya persembahan Rodat didahului dengan upacara perasmian khas. Upacara tersebut biasanya dilakukan oleh Tok Guru Rodat sendiri. Tok Guru Rodat akan menggunakan jampi serapah untuk mengelakkan daripada gangguan jin, hantu, syaitan dan sihir.



Menurut Encik Abdul Razak Senik, permainan rodat masa kini telah mengalami evolusi dan tidak lagi mengamalkan upacara ritual tersebut. Lazimnya, sebelum sesuatu persembahan rodat dimulakan semua pemain rodat akan berkumpul dan berdoa kepada Allah memohon agar persembahan rodat yang akan dipersembahkan mencapai kejayaan. Selain itu, kumpulan pengadi dan pelenggok memulakan persembahan rodat dengan berselawat selama lebih kurang 10 hingga 15 minit.

Menurut Pak Yusof Said pula, pada zaman kegemilangan rodat pada tahun 1950-an, pertandingan rodat diadakan secara beradu kehebatan di antara dua kumpulan rodat. Kemenangan ditentukan melalui jumlah penonton yang terdapat di kawasan pentas sesebuah kumpulan rodat. Oleh itu, penggunaan jampi oleh masyarakat Melayu dahulu kala bertujuan memohon perlindungan makhluk halus, memberi keyakinan diri dan keselamatan kepada pemain-pemain rodat dalam kumpulan masing-masing. Namun begitu, persembahan rodat pada zaman globalisasi ini tidak lagi mengamalkan jampi. Persembahan rodat masa kini hanya berbentuk hiburan dan tidak lagi berbentuk pertandingan sebagaimana dahulu.


Fasa Kedua

Fasa kedua persembahan rodat dimulakan apabila kumpulan pelenggok berdiri dalam kedudukan lurus sebaris di depan kumpulan pengadi. Kumpulan pengadi akan memulakan atau memimpin kumpulan pelenggok melalui nyanyian lagu-lagu berbahasa Arab yang terdapat di dalam Kitab Hadrah. Pukulan tar rodat dalam rentak perlahan.

Selepas itu, kumpulan pelenggok akan menyambut nyanyian kumpulan pengadi. Ketika ini pukulan tar rodat bertukar menjadi rentak rancak dan kuat. Kumpulan pelenggok akan melakukan gerakan pelbagai variasi mengikut rentak lagu. Selalunya, pergerakan berbentuk variasi berulang alik seperti mara ke depan dan undur ke belakang, berlutut atau berdiri sambil melenggok; sebahagian pemain ke depan sebahagian pemain ke belakang dan sebagainya.

Pergerakan kumpulan pelenggok dewasa ini lebih bebas berbanding zaman dahulu. Pergerakan pelenggok pada peringkat awal hanya dalam posisi duduk di atas tilam yang dibentangkan di ruang tamu rumah pengantin. Pergerakan kumpulan pelenggok hanya melibatkan pergerakan anggota tangan sahaja. Melalui pergerakan tangan inilah mereka membentuk pelbagai variasi tangan yang masih diteruskan sehingga kini.

Fasa Ketiga

Mak inang yang terdiri daripada kaum perempuan akan mengambil tempat masing-masing di depan kumpulan pelenggok. Ketua mak inang akan mula berpantun dan pantunnya akan disambut oleh kumpulan mak inang sambil melakukan variasi gerakan tangan dan kaki. Ketika mak inang menyanyikan lagu pantun, pukulan tar rodat adalah berentak perlahan. Lazimnya, mak inang akan berpantun selama 10 hingga 15 minit.

Pantun-pantun yang dinyanyikan oleh kumpulan mak inang akan disambut oleh kumpulan pelenggok sebelum persembahan tamat. Ketika ini pukulan tar rodat bertukar menjadi rancak dan kuat. Mak inang dan pelenggok akan melakukan variasi gerakan mengikut lagu yang dinyanyikan. Selepas itu, kumpulan rodat akan berhenti rehat selama 5 hingga 10 minit sebelum memulakan persembahan rodat untuk pusingan kedua. Lazimnya, persembahan rodat mengandungi 8 hingga 12 pusingan yang setiap satunya mengambil masa 20 hingga 30 minit lamanya.

Evolusi yang paling ketara dalam persembahan rodat ialah penerimaan kaum wanita sebagai mak inang selepas Perang Dunia Kedua. Pada zaman dahulu, kaum lelaki yang memegang peranan mak inang. Kaum lelaki akan berpakaian perempuan dan melakukan variasi gerakan. Menurut Mohd Ghouse (1994: 155), pada dekad 1930-an, rodat mengubah corak persembahannya dengan memasukkan tarian bahagian perempuan yang ditarikan oleh pondan kerana pada masa itu masyarakat memandang rendah para gadis yang menari di hadapan khalayak ramai. Namun selepas Perang Dunia Kedua, anak gadis turut menari dalam rodat.

Persembahan rodat memiliki pola lantainya yang tersendiri. Pola lantai persembahan rodat pada zaman dahulu hanya melibatkan golongan pengadi dan pelenggok sahaja. Pelenggok akan mempersembahkan rodat di atas tilam di dalam rumah pengantin. Pola lantainya adalah seperti dalam Rajah 1.

Menurut Encik Musa Hitam5 atau lebih dikenali sebagai Pak Awang Hitam, seorang penggiat seni rodat di Kuala Terengganu menjelaskan bahawa pola lantai rodat tarian rodat mengalami evolusi selepas masyarakat menyedari bahawa persembahan rodat kurang sesuai ditarikan di dalam rumah. Hal ini berikutan masyarakat kampung tidak dapat menonton persembahan rodat kerana kekangan ruang di dalam rumah. Maka rodat mula dipersembahkan di halaman rumah. Para pelenggok melakukan pelbagai variasi gerakan di atas tikar mengkuang. Pola lantai rodat ini memberikan ruang yang luas kepada penonton menyaksikan persembahan rodat tanpa sebarang kekangan ruang.

Evolusi dalam persembahan rodat berterusan apabila ia dipersembahkan di pentas-pentas terbuka dan di dalam dewan atau auditorium. Dewasa ini, susunan kedudukan pengadi, pelenggok dan mak inang diubahsuai mengikut keluasan pentas, jenis pentas dan kedudukan penonton. Kini, terdapat dua pola lantai yang digunakan dalam persembahan pentas/dewan, (Rajah 3 dan 4).
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Rajah 1 Pola lantai tarian rodat di dalam rumah
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Rajah 2 Pola lantai tarian rodat di halaman rumah
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Rajah 3 Pola lantai tarian rodat di pentas/dewan
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Rajah 4 Pola lantai tarian rodat di pentas/dewan




BILANGAN ANGGOTA KUMPULAN

Bilangan anggota kumpulan rodat pada peringkat awal kedatangannya ke Terengganu tidak mementingkan bilangannya. Bilangan anggota kumpulan rodat pada zaman dahulu bergantung kepada kehadiran komuniti kampung yang berpegang kepada semangat bergotong-royong dan bersifat sukarela untuk menjayakan sesuatu majlis perkahwinan dan berkhatan yang diadakan. Namun begitu, kerana persembahan diadakan di atas tilam di dalam rumah pengantin, maka 10 orang pemain rodat dianggap paling sesuai untuk satu-satu persembahan rodat yang diadakan. Hal ini turut diperjelaskan oleh Mohd Ghouse (1994: 155) iaitu, bilangan pemain meningkat daripada 10 orang kepada 26 orang terbahagi kepada pelenggok (12 penari lelaki), pengadi (lapan pemain gendang) dan mak inang (empat hingga lapan penari perempuan).

Menurut Pak Yusof Said, bilangan pemain rodat pada peringkat awal rodat dipersembahkan di pentas awam adalah seramai 26 orang yang terdiri daripada 10 orang pengadi, 10 orang pelenggok dan 6 orang mak inang. Bilangan ini dianggap sangat sesuai dan mampu memenuhi ruang pentas sepenuhnya.

Namun begitu, peredaran zaman meninggalkan impak yang cukup hebat kepada kumpulan-kumpulan rodat yang masih bertahan di Kuala Terengganu. Ramai muda-mudi telah meninggalkan kumpulan rodat masing-masing kerana kepentingan masa depan mereka. Hal ini terbukti melalui kenyataan Encik Abdul Aziz Sulaiman, iaitu anggota kumpulan yang terlibat dalam persembahan rodat pada masa kini tidak lagi tetap seperti dulu kerana kesibukan ahli kumpulan rodat yang mempunyai pekerjaan tetap, tidak mendapat cuti daripada majikan, memiliki tanggungjawab kepada keluarga dan tidak lagi berminat dengan rodat.

Menurut Pak Yusof Said, persembahan rodat dewasa ini terpaksa diteruskan menggunakan tenaga pemain rodat yang dapat menyertai sesuatu persembahan. Selain itu, pemain-pemain rodat kumpulan lain turut memberikan bantuan kepada sesebuah kumpulan rodat apabila tenaga mereka diperlukan. Persembahan rodat tetap diteruskan meskipun bilangan anggota kumpulan rodat tidak seramai dulu. Apa yang lebih penting memastikan rodat tidak terkubur dan hilang daripada ingatan masyarakat.

PENERIMAAN KHALAYAK

Penerimaan masyarakat terhadap kesenian rodat pada tahun 1900–1950-an amat membanggakan. Meskipun rodat baru bertapak di Kampung Pasir Panjang, Kampung Gong Tok Nasek dan Kampung Balik Bukit, namun kesenian ini mampu memikat hati penduduk Kuala Terengganu ketika itu. Menurut Pak Yusof Said, pada zaman dahulu di mana sahaja rodat dipersembahkan, pasti mendapat sambutan yang luar biasa dan bagaikan pesta. Orang ramai sanggup berbasikal dan berjalan kaki berbatu-batu jauhnya kerana ingin menyaksikan persembahan rodat.

Pada tahun 1950-an merupakan zaman kegemilangan rodat di Kuala Terengganu apabila dijadikan persembahan untuk majlis rasmi negeri dan istana. Selain itu, pertandingan rodat yang berbentuk beradu kehebatan di antara dua kumpulan turut diadakan di Kampung Tok Ku. Penyertaan kumpulan rodat dari serata daerah Terengganu. Hal ini memperlihatkan daerah-daerah lain turut memiliki kumpulan rodat masing-masing kerana penerimaan masyarakat setempat yang meminati kesenian rodat.

Peredaran zaman memperlihatkan pada tahun 1970-an, rodat mula mengalami zaman malapnya apabila masyarakat setempat mula berubah arah kepada media elektronik seperti televisyen, radio, video dan sebagainya. Pelbagai hiburan yang diperoleh daripada media massa ini mula mengubah persepsi dan citarasa masyarakat sehingga tidak lagi meminati persembahan rodat.

Pada era globalisasi kini, rodat ibarat “hidup segan, mati tak mahu” atau “ibarat telur di hujung tanduk.” Hal ini jelas kerana ramai pemuda-pemudi tidak mengenali kesenian rodat. Malah mereka tidak berminat untuk mempelajarinya kerana mereka beranggapan kesenian tersebut ketinggalan zaman, tidak menarik dan hanya sesuai untuk golongan tua. Malah persembahan rodat dewasa ini, hanya dipersembahkan jika mendapat undangan dari pihak hotel atau kerajaaan negeri Terengganu.

SARANAN PEMULIHARAAN

Usaha menyemai semangat cintakan kesenian tradisional perlu dimulakan dari peringkat awal. Rodat, mak yong, dikir barat dan sebagainya perlu dimasukkan ke dalam sukatan pelajaran di peringkat sekolah dan seterusnya ke peringkat universiti. Penubuhan pasukan kesenian tradisional di sekolah atau di universiti merupakan satu usaha yang mampu meneruskan usia kesenian tradisional.

Selain itu, kerajaan negeri Terengganu perlu melihat hal ini secara serius dan perlu memikirkan satu kaedah terbaik untuk memartabatkan semula rodat sebagai kesenian rakyat yang agung. Kemerosotan rodat pasti ada puncanya dan punca-punca ini perlu dikaji. Kerajaan negeri perlu merancang kursus rodat untuk para remaja. Rodat juga perlu diwajibkan kepada pelajar-pelajar Akademi Seni Terengganu (ASENI) sebagai prasyarat kelulusan pengajian mereka.

Kementerian Penerangan, Komunikasi dan Kebudayaaan Malaysia perlu mempromosikan kesenian setiap negeri melalui festival di peringkat kebangsaan atau antarabangsa. Jika selama ini, Festival Tarian, Festival Layang-layang dan Festival Gasing pernah diadakan, adalah menjadi satu kebanggaan kepada penggiat rodat sekiranya Festival Rodat dapat diadakan untuk menghidupkan semula zaman kegemilangannya. Melalui festival kesenian, masyarakat Malaysia dapat mengenali kesenian yang terdapat di negara kita. Selain itu, usaha membukukan sejarah kesenian rodat dan penjualan cakera padat kesenian tradisional turut mampu memperkenalkannya kepada generasi baru.

Muzium Negeri Terengganu perlu menjalankan kajian dan memasukkan rodat sebagai sebahagian bahan sejarah. Melalui pameran-pameran yang dilaksanakan, dapat memperkenalkan rodat kepada masyarakat dan pelancong. Selain itu, dokumen berkaitan rodat dapat disimpan dan diarkibkan untuk kajian pada masa akan datang.

Pihak media massa iaitu media cetak dan media elektronik turut berperanan penting dalam mengembangkan kesenian rodat. Setiap paparan dan rancangan yang diterbitkan berperanan memperkenalkan rodat kepada generasi muda. Usaha murni tersebut membolehkan generasi muda mengenali akar budaya bangsa dan seterusnya berputik perasaan cinta terhadap seni budaya bangsa Melayu.

Dalam arus globalisasi, muzik berperanan sebagai hiburan dan santapan jiwa manusia. Untuk memastikan keseniaan rodat tidak terkubur, maka lagu-lagu rodat boleh dikomersilkan dan diubah rentak berkonsepkan irama Malaysia. Lagu nyanyian Uji Rashid yang berjudul “Inang Rodat” satu ketika dahulu telah memasukkan irama lagu rodat pada bahagian chorus lagu tersebut. Hal ini mewujudkan satu kelainan dan memberi nafas baru kepada lagu berirama Malaysia. Sesungguhnya, usaha sedemikian perlu diperbanyakkan agar lagu tradisional Melayu mendapat tempat di hati generasi muda.

Sudah tiba masanya persembahan rodat perlu dievolusikan mengikut zaman; peralatan muzik moden seperti gitar elektrik, dram, seruling, keyboard dan lain-lain boleh dicantumkan untuk persembahan rodat mengikut segmen-segmen yang ditetapkan. Dengan kata lain, persembahan rodat dapat mencantumkan segmen lama dan segmen baru yang dikomersilkan. Selain itu, kitab Hadrah yang dilagukan dalam bahasa Arab perlulah tepat sebutannya agar maknanya jelas. Hal ini perlu diberi perhatian yang khusus oleh guru rodat supaya lirik (zikir) yang dilagukan oleh kumpulan pengadi dan pelenggok memberi berkat kepada semua dan mengesakan Allah.


PENUTUP

Kesenian persembahan rodat merupakan salah satu kesenian tradisional Melayu yang menggabungkan seni suara, seni muzik dan seni tari. Persembahan rodat bertunjangkan kepada Kitab Hadrah mengalun zikir mengagungkan nabi, rasul dan Allah. Kajian ini merupakan satu usaha murni untuk memperkenal, menghidupkan semula dan mempertahan kesenian rodat yang diwarisi sejak berzaman daripada terkubur. Rodat yang pernah mencapai zaman kegemilangannya dan menjadi kebanggaan penduduk negeri Terengganu satu ketika dahulu memperlihatkan pelbagai evolusi yang dialami sejajar peredaran zaman yang ditempuhi. Sehubungan itu, rodat tidak harus dibiarkan berkubur kerana kelalaian masyarakat Melayu akibat mengejar kemodenan atau globalisasi.

NOTA

1.      Temu bual bersama Pak Yusof Said, guru rodat Kampung Gong Tok Nasek, Kuala Terengganu.

2.      Temu bual bersama Encik Abdul Razak Senik atau lebih dikenali dengan panggilan Pak Jak, guru rodat Kampung Surau Panjang, Kuala Terengganu.

3.      Temu bual bersama Pak Awang Salleh, guru rodat Kuala Terengganu.

4.      Temu bual bersama Encik Abdul Aziz Sulaiman, aktivis budaya Terengganu.

5.      Temu bual bersama Encik Musa Hitam, guru rodat Kampung Pak Maseh, Kuala Terengganu.
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LAMPIRAN
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Gambar 7 Persembahan rodat di pentas kayu

Sumber: Koleksi Muzium Negeri Terengganu
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Gambar 8 Persembahan di pentas moden

Sumber: Koleksi Muzium Negeri Terengganu
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Gambar 9 Kumpulan pelenggok dan mak inang mempersembahkan rodat

Sumber: Koleksi Muzium Negeri Terengganu
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ABSTRACT

The Malaysian Philharmonic Orchestra (MPO) Forum for Malaysian Composers 2 signifies the multicultural vibrancy of Malaysia. The finalists respectively promote cultural elements in their works. The appropriation of Eastern aesthetics, philosophy and cultural heritage into Western musical ideology are some of their compositional approaches. Moreover, various elements of Malaysian traditional art forms ranging from dance rhythms to ritual concepts and practices often emerge as an integral compositional component in their works. This article attempts to identify the compositional styles of Mohd Yazid Zakaria, Ng Chong Lim, Teh Tze Siew and Yii Kah Hoe by means of critical analysis on their selected works and interviews. This comprehensive investigation shows that their stylistic trends can be classified into two main categories, i.e., music influenced by Malay art forms, and music influenced by Chinese aesthetics. Mohd Yazid’s works embody various aspects of Malay traditional art forms, whereas Teh and Ng’s music demonstrate their affinity with Chinese philosophy and aesthetics. Straddling between these two categories is Yii’s music that illustrates both Malay and Chinese elements with equal importance. In the light of their diverse musical styles in keeping with a multicultural concept, these four composers have much to contribute to the shaping of Malaysian art music of the 21st century. Malaysia as a multicultural society is clearly reflected in the works of these composers which this article further substantiates based on critical readings of the composers’ works.

Keywords: Malaysian composers, Malaysian Philharmonic Orchestra (MPO), Malaysian culture

INTRODUCTION

Two years after the inaugural Malaysian Philharmonic Orchestra International Composers Award (MPOICA),1 the Malaysian Philharmonic Orchestra (MPO) Education and Outreach Program, Encounter, presented the MPO Forum for Malaysian Composers 2. This forum was geared towards the second MPOICA. On 4 March 2006, a concert for Phase I of the MPO Forum 2 was held to premiere original works by six semi-finalists.2 At the end of that concert four composers were selected to proceed to Phase II of the Forum. A year later, on 31 March 2007, art music enthusiasts in Malaysia once again had the opportunity to witness a much awaited competition between these finalists. In this concert, MPO premiered two original works each by Mohd Yazid Zakaria, Ng Chong Lim, Teh Tze Siew and Yii Kah Hoe. Yii Kah Hoe emerged as the winner of the forum. Yii’s win granted him automatic entry into the second MPOICA.3

Although they initially entered the Forum as fellow competitors, these four individuals eventually became the best of friends. Off stage they often compare notes, share ideas and discuss current issues concerning the development of art music in the country. Frequent performances of their compositions in Hong Kong, Korea, Iceland, Germany and the US,4 and numerous on-going international commissions5 testify to their outstanding accomplishments.


THE COMPOSERS AND THEIR WORKS

Since the turn of the 20th century, Western art music has experienced major development as a result of cultural reciprocity between the East and the West. The impact of the Javanese gamelan on the French composer Claude Debussy at the Exposition Universelle in Paris in 1889 is a well known example that indicates East-West cultural influences. With the advent of the technology and aviation industry, cultural exchanges have since expanded on a global scale thus providing unlimited resources and information for musical creativity and innovation. Philip Glass, Terry Riley, John Cage and Morton Feldman are among the prominent Western composers who are influenced by Eastern elements, whereas Toru Takemitsu, Toshi Ichiyanagi, Chou Wen-Chung and Tan Dun are some of the Eastern composers influenced by Western musical ideology. Globalisation of art music has given composers the opportunity to appropriate cultural elements of “the other” into their works. Therefore, the ever narrowing of cultural proximity globally has influenced composers to not only reflect one’s own culture but instead to embody multicultural elements.

This kind of influence is evident in the works of the finalists of the MPO Forum for Malaysian Composers 2. Moreover, their works are multicultural in two aspects. First and foremost, their respective ethnicity coupled with their acquired Western musical ideology reflect a multicultural constitution. Secondly, varying approaches to appropriate differing cultural elements into their works further enhance their intercultural characteristics.

The following subsections trace the compositional styles of Mohd Yazid, Ng, Teh and Yii by means of critical analysis of their selected works as well as providing biographical backgrounds to give a better understanding of their cultural standing in the context of their music.


Mohd Yazid Zakaria

A Universiti Teknologi MARA (UiTM) graduate Mohd Yazid Zakaria (b. 1968) of Klang, Selangor, is a versatile composer whose music often features Malay traditional musical instruments with Western instruments. In 1999 he was invited to serve as music director for the production of Puteri Gunung Ledang. Mohd Yazid’s musical theatre production Indraputra won him the Cameronian Arts Award 2002 for Best Original Composition. His compositions Satu Rentak, Cak Pak Ting Doh, Tari Sembah Warisan and Angin among others were performed at Istana Budaya and Dewan Filharmonik PETRONAS, Malaysia. Currently, Mohd Yazid serves as the conductor of Orkestra Traditional Malaysia at Istana Budaya, Kuala Lumpur.

On the whole, Mohd Yazid’s works have a strong musical presence. Thematic lyricism, rich harmonies, energetic rhythmic motives and vibrant orchestration which are typically found in his music echo Hollywood film soundtracks. Interestingly, Mohd Yazid always never fails to incorporate Malaysian traditional dance elements thus creating his signature Malaysian charm within a highly vibrant and pompous musical canvas. In many of his works Mohd Yazid seems to tap the traditional art forms of the Malay culture and heritage, hence the musical elements of traditional music and cultural practices play a dominant role in his works. Besides using Malaysian traditional dance rhythms as one of his major compositional concepts, traditional musical instruments are also incorporated to create new sonorities of East meets West.6 This writing approach reveals the composer’s keen interest in Malaysian traditional music. Mohd Yazid’s music is tonal, uncomplicated, exciting and rhythm-driven. These characteristics are clearly demonstrated in Mahsuri and Heritage.

In Mahsuri for orchestra, Mohd Yazid uses brass calls and the metallic resonance of the bonang to create a pastoral mood evoking the tranquil atmosphere in the open plain of a padi field. The oboe which reflects the sound of the serunai is entrusted with the main theme of the piece. Although traditional instruments are not widely applied, the overall presentation still brings out an unmistakable Malaysian flavour. Mohd Yazid’s fondness for Malaysian traditional dance rhythm may be exemplified in the ensemble piece Heritage. The predominant characteristic in this piece is none other than the Joget dance rhythm. Mohd Yazid employs this particular Malay musical heritage in a contemporary way as this piece opens with a melodious brass ostinato that introduces the main theme played by wind instruments. These two components, the ostinato and the main theme, soon summon the joget dance rhythm to join in a musical fanfare. The ostinato rhythm initiated by the brass eventually travels from one instrumental group to another, thus creating a colourful orchestration that aptly represents the inherent pluralistic cultural heritage in Malaysia. Mohd Yazid also utilises framed drums to mimic the sound of kompang and kendang riffs which are commonly found in the traditional music of Malaysia. Heritage is practically based on a tightly woven texture crafted with joget rhythm and horn ostinato.

By drawing ideas from the order of “inner knowledge” in the Kelantanese traditional performances, the orchestral piece Angin was conceived. Angin is another composition that is built on an ostinato rhythm. This piece opens with a broad dynamic presence; subsequently a mysterious and lyrical section played by the oboe in piano ensues. The primary theme in legato enters as the music develops and picks up volume. This theme, presented by the brass, and high strings successively, is accompanied by a straight eighth-note ostinato played by low strings. As simple as it may be, this ostinato is essentially the main motive in Angin. In the middle of the piece, castanets usher the music into a section that is characterised by a series of overlapping melodic materials and rhythmic motives. After a long pause, the main motif is repeated incessantly in variations. At this juncture, the tempo appears to have accelerated thus making the music sound almost trance-like. This trance-like mood seems to resemble the metaphysical elements in the Kelantanese traditional performances.

In general, Mohd Yazid prefers brass instruments to winds or strings for climactic sections. He often reserves the oboe and the high strings for lyrical lines. His tutti sections are often presented with the main rhythmic motif of the piece. Another prominent characteristic in his musical style is vigorous rhythmic motives which may be derived from Malay traditional dance rhythms that never fail to generate remarkable energy and momentum in his music. These compositional traits mark Mohd Yazid’s music with forceful, pompous, and arresting qualities.

Ng Chong Lim

Winner of the Malaysian National Piano competition 1993, Ng Chong Lim (b. 1972) of Kuala Lumpur humbly describes himself as a “hobby composer.” Ng, a seasoned concert pianist, studied piano performance at the Royal College of Music in London (1994–1996) and in Graz, Austria (1996–1998). Subsequently in 1999 he was awarded a full scholarship to study at the Hamamatsu International Piano Academy in Japan. In 2000, Ng went back to Graz to study composition with Professor Beat Furrer. And in the same year he was commissioned to write Two Preludes for piano solo for the National Piano Festival Malaysia. His Sonata for Cello Solo and Khatulistiwa for two pianos and two percussionists were premiered in 2001 in Kuala Lumpur and in Graz, Austria respectively. Ng’s interest in combining electronics and Western musical instruments is clearly reflected in his piece, Daun for piano and electronics which was premiered at the HSBC Piano Festival at the Kuala Lumpur Performing Arts Centre in 2005.

Ng’s early works explore elements of gamelan music. Modes and microtonal harmony of the Malaysian gamelan music are transposed or overlapped to evoke a local flavour in his works. Flutes and various instrumental combinations are some of his other methods to achieve such exotic musical effects.

As a practising Buddhist, Ng’s philosophy of life is to lead a simple life and to strive for simplicity in everything he does.7 This belief has far reaching implications in his writing style. The opening of Xiang8 clearly demonstrates the inherent aesthetics of simplicity. This piece begins candidly with only two long held notes, C-sharp and D, played by the strings. After a substantial ten measures, these two notes ascend a perfect fifth to G-sharp and A, and are held for four measures. What follows is another 10 measures of sustained C-sharp and D. The austerity in these 2 minutes and 15 seconds is further reinforced by its pianissimo dynamics. Tubular bells, timpani and piano are heard sporadically throughout this long opening thus relieving it from a sense of monotony. Ng’s scoring techniques and his choice of instrumentation have created a delicate mix of timbral colours. This quiet and deceivingly inconsequential tranquillity slowly guides the listeners through a mysteriously peaceful realm towards a climax where an outpouring of sentiments is heard. At this juncture three fortissisimo chords are played over three measures. As these cluster chords disintegrate and the music relaxes back to its quiet vein, the orchestra splits into six parts, each of these parts is entrusted with a set of selected pitches to be played ad libitum (Figure 1). After approximately 30 seconds of ad libitum as instructed by the composer, C-sharp and D return to end the piece in pianissimo.

In spite of such simplicity, Xiang showcases a myriad of tone colours and scores of delicate instrumental nuances made possible by novel performance techniques and meticulous ordering of instruments. To produce specific orchestral colours, Ng divides the strings into two groups, A and B; each of these groups is then combined with a specific combination of winds, brass and percussions. By subdividing these instruments into even smaller units as in the ad libitum section, Ng has created a palate full of colours at his disposal. The overall texture of this piece is light and transparent owing much to the composer’s scoring techniques. The winds, brass, and percussion complement each other by dropping in and out of the entire musical canvas thus creating an almost pointillistic soundscape. Hence, even at the densest section, the music maintains a clear texture.

In general, Ng’s music follows a light, free, and highly expressive scheme. His harmonic style straddles two systems, modality and atonality. The concept of freedom may be viewed as an important element in his works. This compositional idea is evident in the ad libitum sections often found in his music, for example in Rimba and Xiang. In these ad libitum sections, several designated orchestra players are instructed to play freely within a suggested timeframe. The last section in Rimba gives the conductors and performers an opportunity “…to create their own music”9 using pitches selected by the composer (Figure 2). This section lasts for about three and a half (3.5’) minutes. The orchestra is instructed to “fade off gradually” at approximately two and a half (2.5’) minutes after the onset of this ad libitum section. As remarked in the score, “Spontaneity and intuition play a very important role…”10 at the closing of Rimba. Ng attributes his musical style to Buddhism and the concept of “living in the moment.” Impermanence, simplicity and moderation are three basic principles in Buddhism that has influenced Ng’s fundamental conceptual framework and musical aesthetics.

TEH TZE SIEW

Penangite Teh Tze Siew (b. 1971) is a pianist and an erhu player. Teh received her music Diploma in composition from Malaysian Institute of Arts in 1992. Subsequently she embarked on a degree program at the Xian Music Conservatoire, China where she graduated with a Bachelor’s Degree in composition in 1994.

A very sensitive, cheerful and nature-loving person, Teh describes herself as a slow worker. Teh frequently draws her inspirations from her own life experiences and her surroundings. For example, the orchestral piece Temple of Heaven was inspired by a visit to a temple in a small town in Gansu Province, China. Having lived in mainland China for more than 10 years, Teh has gained invaluable knowledge of the Chinese culture which clearly becomes an important source of reference for her works in general. Her interests in the Tibetan culture, religious ceremonies, native activities and the overall Tibetan environment have exerted a strong influence on her works as well.11

Bamboo Forest12 and Temple of Heaven were composed for the MPO Forum 2. In these pieces, Teh conjures up a musical festivity of Chinese aesthetics out of a Western orchestra. Although Teh’s works are not based on any modes or the pentatonic scales which are often associated with Oriental sounds, Bamboo Forest and Temple of Heaven are unmistakably Chinese in flavour. The harmony, melody and rhythm have a strong Chinese inflection. Despite relying solely on Western musical instruments, Teh is still able to create a convincing exotic Chinese sonority in her works. She has successfully achieved this objective through her creative compositional techniques. Teh understands that the essence of exotic and ethnic elements in the music of a culture is not so much based on the musical instruments of that culture but rather its ethnic cultural traditions and general musical aesthetics. Hence, she simulates Chinese melodic lines and harmonic qualities by utilising certain interval contents. The angular lines in these works are shaped with augmented fourth, major and minor second intervals. These intervals are also the basis of her harmonic language. Teh’s rhythmic attributes reminiscence the incessant rapid strokes of the woodblock in Beijing operas. The characteristic percussive rhythmic riffs played by 5 woodblocks in Bamboo Forest reflect the sounds of the muyu in Beijing operas (Figure 3). Teh taps the lower register of the horns and the trombone glissando to recreate the deep, haunting roar of the Tibetan dungchen/long trumpet. Tubular bells, xylophones, vibraphones and chimes are used to evoke bell-like sonorities of Chinese metallophones. This distinct Chinese flavour in Teh’s works has stirred up undertones of public sentiments on the un-Malaysian-ness of her writing style.

Teh prefers small pieces as opposed to large orchestral works. She considers herself an ensemble composer who is always striving to achieve harmonious ensemble sonority. This is true even in Teh’s orchestral works. Her soft, oriental personality is often reflected in the texture, rhythm and melodies in her music. While wind and upper string instruments are reserved for long flowing melodies, brass and percussion are utilised sparingly for support. Teh’s other prominent musical characteristic is the frequent adaptation of tight Chinese operatic rhythm in her works. This rhythmic element that sets momentum and heightens energy level in her works is often accentuated through the percussive sounds of woodblocks and castanets.

Being a very perceptive person, Teh has a natural connection with her environment and things or events in her daily surroundings. Bamboo Forest, Temple of Heaven and Maze were written when she was residing in China. These works with the exception of Maze that has some jazz elements showcase endless influences of Chinese culture. In 2007 Teh left China to return to her hometown in Kulim, Malaysia. Since her return, Teh has enthusiastically immersed herself in the local culture. She is currently working on a project, The East,13 commissioned for the KL Contemporary Music Festival 2009.
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Figure 1 Xiang. The orchestra splits into six parts, each of these parts is entrusted with a set of selected pitches to be played ad libitum.
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Figure 2 Rimba. Ad libitum section at the closing of the piece.
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Figure 3 Bamboo Forest. Rapid strokes of five woodblocks is reminiscent of the music in Chinese operas.




YII KAH HOE

Hailed from Sibu, Sarawak, Yii Kah Hoe (b. 1970) is a multidisciplinary musician.14 Yii is a winner of several international composition awards, among them are the MPO Forum 2 and the International Composition for Chinese Orchestra organised by Singapore Chinese Orchestra.15 Yii received his Diploma in Fine Arts from the Malaysian Institute of Arts in 1991. His sojourn at Xian Conservatory China earned him a Bachelor of Music degree in 1997. Although Yii majored in ethnomusicology, he also took some composition lessons with Professor Zhou-Xi Qian and Professor Yu-Yan Rao. Upon returning to Malaysia, Yii worked as a researcher and lecturer at the Eastern Arts Research Centre from 1998 to 2000. His interests in ethnic and traditional music have prompted him to embark on an ongoing research project to collect folk music and ethno musical materials of the regions. In 2007, Yii was granted a three-year research fellowship by the Singapore Chinese Orchestra. With the Nanyang Music Research Trip (2007–2009), Yii has been travelling to Indonesia, China, Singapore, East Malaysia and various regions in West Malaysia to conduct extensive fieldwork on ethnic music traditions of the indigenous peoples of these countries.

Yii’s principal research objective is to explore traditional music in search of new ideas for his compositions. Over the years Yii has collected a large amount of data which he uses as an important source of inspiration for many of his projects.16 An overview of his major works such as Buka Panggung for Chinese Orchestra, Bayang for Wayang Kulit and Chinese Orchestra and Inner Voices II for flute and dizi substantiates traces of ethnic elements in his overall musical style. In general, Yii pools Western and non-Western music aesthetics as resources to create a harmonious union of musical sounds.

Yii’s works are very well received in the South East Asian region and beyond. His ability in incorporating the concepts of ethnic music into a purely Western genre is commendable. Yii blends Western and non-Western aesthetics, concepts and traditions together to create his own sound which he categorises as conceptually traditional in every sense.17 In most of his compositions, major emphasis is given to tone colours, performance techniques and ethnic elements. Many of the unusual performance techniques in his works are designed to exploit the potentials of an instrument in timbral production and to challenge the performer’s technical virtuosity as well. Hence, extraordinary sound effects are abundant in Yii’s music. These stylistic traits may very well provide the main impetus for his flourishing career as a composer of international reputation.18

Gongan for oboe and piano is a piece of few pitches generated from one single pitch in the oboe line. Starting with B-flat that is repeated for four bars, the music moves swiftly to include C which together with the former becomes the nucleus for development. Varied tone colours are achieved via specific articulations, subtle dynamics mutations and demanding performance techniques. The piano is somewhat prepared with the placing of a glass rod or a metal ruler over the strings covering the range from A to E1. By pressing down the prepared keys C1 and B-flat, metallic sounds imitating the canang and kesi of the wayang kulit are created (Figure 4). The rhythmic pattern between these two pitches also mimics the smallest unit of the gongan temporal cycle represented by the eight-beat rhythmic structure played by canang and kesi. The gongan temporal structure of the wayang kulit has provided Yii the means to evade Western compositional procedures.

Yii’s music is technically demanding, it requires the performer to depict a certain state of mind or atmosphere through sounds. For instance, in Drunken Madness (酒狂)19 for tenor trombone and piano, ingenious performance devices are scored for the portrayal of the drunken Ruan Ji drinking wine, singing and dancing. Yii uses the main motive of Ruan Ji’s original piece written for guqin to construct this original work. To realise Ruan Ji’s drunkenness and unruly behaviour in the music, the trombonist is required to execute musically and visually enthralling feats. Humming a melodic figure into the mouthpiece, producing the sound of hiccups by voicing two consecutive pitches while inhaling and exhaling respectively (Figure 4), and improvising on the main theme without the slide are some of the instructions printed on the score.
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Figure 4 Gongan. A glass rod placed over the strings of the piano evoking metallic sounds of the canang and kesi of wayang kulit.




This piece is divided into seven sections which are based on the seven stanzas of the poem.20 A long trombone soliloquy (bar 166–bar 213) “Drunken Monologue,” is designed to convey the mood of a drunken poet revealing his unenthusiastic reaction towards the royal summon. To deviate from perfect or accurate intonation synonymous with Western music, the trombonist is instructed to play without the slide at the end of the piece. The resultant blurry sound effects also depict a drunken, sleepy Ruan Ji roaming further and further away.

Yii’s fascination with traditional theatre genres and ritual ceremonies found in multi-ethnic Malaysian culture is manifested in Bayang for Chinese Orchestra and Wayang Kulit.21 The entire piece from its commencement to its final phrases is nothing less than captivating. Yii not only creates an atmosphere typical of this traditional theatre through sound but also integrates a wayang kulit performance into the music proper. Complete with a dalang dan lighted kemenyan (incense), Bayang begins with the traditional wayang kulit ritual ceremony of opening of the stage to bless the performance. There are six sections in the music and the middle ones are reserved for dramatic engagements between the orchestra and the wayang kulit ensemble. The storytelling element in wayang kulit is incorporated in the third section with the dalang relating a story and waving the Pokok Beringin while the ensemble plays. In the last section the conductor is instructed to go behind the wayang kulit screen, and from there he conducts the last eight phrases of the piece. These dramatic effects parallel the fundamental nature of shadow play in wayang kulit. Spatial separation is a prominent feature in Bayang. The composer specifies that the opening of the stage ceremony be accompanied by two sheng positioned at different corners of the concert hall. The final phrases of the piece are played by dizi and sheng on the left balcony of the concert hall, and the percussion instruments on stage. Thus, three-dimensional sound effects are produced by placing specific groups of instruments around the concert hall and off-stage.

A somewhat self-taught composer who studied the scores of the great masters of the 20th century such as Ligeti, Xenakis, Ferneyhough, Lachenmann and Berio, Yii has created a whole new world of music through his adaptation of traditional musical concepts in his compositions. His motto of “think globally and act locally” has subconsciously compelled him to focus on “…my (his) own cultural roots.” His works are essentially based on the musical styles that he encounters in his fieldwork. Although Yii is still searching for his sound, his accomplishments thus far are truly admirable. The unique local flavour in his music has attracted significant international attention. This may be substantiated by a list of impending concerts and premieres in the coming months.22

CONCLUSION

These four composers consistently reflect multicultural elements in their works especially through encompassing the essence of Malaysian cultural plurality. Various local musical characteristics ranging from dance rhythms to ritual concepts and practices are skilfully integrated into various Western-based musical genres in which Western and non-Western elements are organically fused into an aesthetic whole. Such exotic musical language is reflected in Mohd Yazid’s Mahsuri, Teh’s Temple of Heaven and Yii’s Opening of the Stage. However, regardless of the influences they may have been subjected to, it is interesting to note that these composers appear to always maintain their ethnic identity and individual musical characteristics in their works.

On the whole, the music of these finalists can be classified into two categories, i.e., compositions with influences of Malaysian traditional music, and compositions with influences of Chinese aesthetics. While the music of Mohd Yazid belongs to the first category, the music of Ng and Teh belong to the second. Yii’s music interestingly belongs to both categories. These influences are present in the sound, rhythm and instrumentation of their music. Mohd Yazid’s characteristic vigorous rhythmic motives are inspired by the rhythm of Malay traditional music. In Opening of the Stage and Gongan, Yii boldly integrates elements of Malay traditional theatre with Western musical concepts. Chinese literature and music aesthetics evidently play an important role in a number of Yii’s music as well. This characteristic also holds true for Teh’s works. Ng’s music on the other hand, is more abstract and often stems from the composer’s interests in Chinese literature, his philosophy of life and the teaching of Buddhism.

In terms of orchestration, Mohd Yazid often scores for large and surging instrumental colours. His treatment of the “Malaysian” identity in his music is either by incorporating local instruments in a Western orchestra, literally simulating sounds of traditional instruments, or integrating Malay traditional dance rhythms. On the other hand, Teh’s music generally portrays sonorities of a smaller ensemble. Even her orchestral pieces are never blaring. She often relies on conventional Western instruments to create non-Western sonorities. Yii, however, always tries to strike a balance between East and West. In Bayang, Yii takes this challenge one step further by juxtaposing a wayang kulit ensemble with a Chinese orchestra, hence emphasising his ethnic roots as opposed to Ng, who even though finds inspiration in Chinese literature and Buddhism, his orchestral sound is more akin to the Western idiom.

Mohd Yazid and Tehs’ music are well structured with every section clearly marked by a specific musical event. On the contrary, Ng and Yii write music that is set on a loose scheme that demonstrates a certain degree of indeterminancy. While melodic lyricism and gracefully animated rhythmic motives are among the main musical features in Mohd Yazid and Teh’s writing style, these characteristics are not the winning trait in the music of Ng and Yii as their works always express a different kind of musical language. While Yii tends to lean towards experimentation on different ethnic elements through adaptation and integration, Ng follows his intuition and steers clear from any literal ethnic appropriations. Despite all these differences, Ng and Yii share a common challenge to create a piece of music based solely on a minimal number of pitches, an approach that appears to be their principal concern.

In view of their varying musical concepts and the fresh sonorities created in their works through various compositional and performance techniques, these four composers are among the exponents of new music in the country. Multicultural elements which are evident as a characteristic component in their musical creativity duly illustrate their respective reflections on culture whether in relation to their ethnicity or nationality in general. Regardless of their individual take on culture, Malaysia as a multiracial society with an abundance of multicultural elements is vibrantly reflected in the music of these finalists.
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NOTES

1.      The inaugural MPOICA took place on 27 November 2004 at the Dewan Filharmonik PETRONAS, Kuala Lumpur. Chong Kee Yong won the competition with his orchestral piece The Starry Night’s Ripples. Chong beat four other award winning composers from Mexico, Canada, Japan and Germany.

2.      Phase I premiered original chamber works by Teh Tze Siew (Bamboo Forest), Yuzaifullah Yusof (Apocrypha), Ng Chong Lim (Rimba), Mohd Yazid Zakaria (Mahsuri), Yii Kah Hoe (“A” Note Promenade), and Syed Sharir Faisal Syed Hussain (As-Saff).

3.      The Second MPOICA, originally scheduled for 2008, was still pending at the time this research and the writing of this paper were in progress.

4.      Yii Kah Hoe’s Gongan was performed by young Korean oboist Hwa Sil Kim, while Ng Chong Lim’s A Distant Voice of the Rain Forest received its international premiere at the General Assembly of the Asian Composers League in Tongyeong, Korea on 30 March 2009. Teh Tze Siew’s Bamboo Forest received its international premiere in a chamber version in Reykjavik, Iceland.

5.      Yii’s Drunken Madness was commissioned by German trombone player Dirk Amrein and Swiss pianist Jürg Henneberger. Ng’s Armouphous for string orchestra was commissioned for STREAMS – Festival of New Music 2010 in Brauweiler, Germany.

6.      Interview with Mohd Yazid Zakaria on 19 May 2009.

7.      Interview with Ng Chong Lim in Kuala Lumpur on 19 May 2009.

8.      Xiang (2007) was written as a personal dedication to the composer’s late father. Ng named this piece after his late father and the title page bears the Chinese character of his late father’s name. He describes his emotions through pure musical means. The quiet and calm opening is a musical allegory of the character Xiang. As the sustained dyad develops, an orchestral outpouring of intense anguish ensues.

9.      Composer’s remarks as indicated at rehearsal G in the original manuscript of Rimba.

10.    Ibid.

11.    Interview with Teh Tze Siew in Penang on 25 July 2009.

12.    Bamboo Forest was originally scored for a 13 piece Western ensemble in 2006. Subsequently Teh re-scored this piece for Heng Ee High School Chinese Orchestra in 2009. Bamboo Forest for Chinese Orchestra was performed at Dewan Sri Pinang, Penang in Mac 2009.


13.    The East, scored for Chinese flute, oboe, clarinet, and cello, depicts sunrise and bird songs at dawn. The distinctive oriental sound may be an inspiration from a pre-existing oriental piece.

14.    Although Yii has worked in the capacity of a conductor, an ethnomusicologist, a dizi performer, and a composer, he considers himself a composer. He has collaborated as a conductor with Malaysian Institute of Arts Experimental Group, MSC/SEGi Experimental Ensemble, New Era College Chinese Orchestra, and Professional Cultural Centre Orchestra. His research on ethnic music is geared towards his composition projects.

15.    Yii’s orchestral piece Opening of The Stage was the winner of the MPO Forum for Malaysian Composers 2 (2007). Buka Panggung for Chinese orchestra was awarded 3rd prize at the International Composition for Chinese Orchestra organised by Singapore Chinese Orchestra on 24 November 2006.

16.    Interviews with Yii Kah Hoe in Kuala Lumpur on 17 May 2009.

17.    In an interview with the writer on 17 May 2009, Yii commented that it was an irony that his writing style had been perceived as avant garde from a Western standpoint when in essence it was based on traditional elements.

18.    Yii has been identified to take part in the Pianorama Project for The Commonwealth Resounds Festival in Trinidad in November 2009. His one-minute piano piece will be premiered in Trinidad in conjunction with the Commonwealth Peoples’ Forum and the Commonwealth Heads of Government Meetings. Additional performances in Tobago, London, Australia, Manchester and other parts of the Commonwealth are scheduled in 2010.

19.    Drunken Madness (酒狂), written circa 200 A.D., is one of the most popular pieces in guqin repertoire. It was originally scored for guqin solo by a Taoist musician Ruan Ji (阮籍, 210–263 A.D.). Ruan Ji, one of the Seven Sages of the Bamboo Grove, was known for his many talents as a musician and a guqin player. He possessed exceptional skills in whistling and took great delight in drinking wine. Ruan Ji despised the immoral and corrupted practice in the government of his time. Drunken Madness is viewed as a deliberate snub to the government.

20.    The seven stanzas in the poem, except for the fifth stanza, are replicated musically into seven sections each bearing the same title as in the poem. (1. Enjoying wine and forgetting troubles; 2. Drunkenly dancing like a flying immortal; 3. Singing loudly to earth and heaven; 4. Loving wine and forgetting the body; 5. Dashing off calligraphy on art paper; 6. Bending over to exhale (The immortal exhales); 7. Holding the wine and roaming drunk.) In Yii’s piece, “Dashing off calligraphy on art paper” is replaced with the title “Drunken Monologue.”

21.    Bayang was commissioned by the Singapore Chinese Orchestra and was dedicated to Tsung Yeh, the Artistic Director of the orchestra. It was premiered by the Singapore Chinese Orchestra with the Malaysian Wayang Kulit ensemble Istamuzika at The Singapore Chinese Orchestra Concert Hall on 28 November 2008.

22.    How Crocodile Got His Teeth for narrator and wind ensemble was performed by High Winds Ensemble at MPO on 14 October 2009, Opening of The Stage at Musicarama Festival 2009 in Hong Kong on 24 October 2009 and Gongan at the National Conference in Portland, US on 24 October 2009. A new piece for shakuhachi and percussion was premiered in Melbourne, Australia on 8 November 2009. Another ensemble piece for zhongruan and string trio was performed by Ensemble Mosaik from Berlin during The KL Contemporary Music Festival on 27–29 November 2009. Yii’s one minute piano solo was premiered in the Pianorama project for The Commonwealth Resounds Festival in Trinidad 23–28 November 2009.
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ABSTRAK

Di dalam strategi periklanan produk kecantikan di Jepun, dengan keistimewaan, keunikan dan kelebihan memiliki tiga jenis ortografi utama, iaitu kanji, hiragana, katakana dan termasuklah alfabet Roman dalam sistem penulisan bahasa Jepun, pewacana telah memanfaatkan semaksimum dan sekreatif mungkin ortografi-ortografi tersebut dalam menghasilkan sesuatu wacana iklan. Makalah ini membincangkan mekanisme ortografi multigrafik yang memanifestasikan nilai oksidentalisasi dalam 24 teks iklan kajian. Daripada analisis dan interpretasi, nilai oksidentalisasi ini bukan sahaja dijelmakan dalam pelbagai bentuk kata serapan asing, seperti bahasa Inggeris, Perancis dan Itali yang berbentuk “multilingual” malah dalam bentuk “multigrafik” dengan memanfaatkan empat bentuk ortografi yang setiap satunya mempunyai ciri grafik yang berbeza, iaitu hiragana, katakana, kanji dan alfabet Roman. Pemanfaatan multilingual dalam bentuk ortografi multigrafik dalam wacana iklan ini bukan sahaja bertindak sebagai corak, hiasan, penekanan dan sentuhan imej luar bagi menonjolkan kelainan untuk meraih perhatian khalayak, tetapi memberikan imej dan atmosfera yang berprestij, simbol kepada kemodenan, mudah menembusi pasaran antarabangsa dan lebih kompetitif. Kehadiran kata serapan asing khususnya bahasa Inggeris dalam bentuk ortografi katakana dan alfabet Roman, memberikan aura dan suasana yang “segar,” eufemisme, lebih versatil, bergaya, mengikut peredaran semasa (fashionable), kebolehpercayaan saintifik dan futuristik, serta yang lebih utama “pelengkap” kepada sistem penulisan bahasa Jepun itu sendiri.

Kata kunci: ortografi multigrafik, kata serapan asing, wacana iklan, produk kecantikan, bahasa Jepun

ABSTRACT

In beauty product advertising strategies in Japan, the specialty, uniqueness and advantages of having three main types of orthography, namely kanji, hiragana and katakana, including the Roman Alphabets have resulted in discourse makers taking advantage of these orthographies as creatively and maximally possible in producing an advertising discourse. This article discusses the mechanisms of multigraphic orthography that manifest the values of occidentalisation in the 24 advertising texts studied. From the analysis and interpretation, these occidentalisation values are not only reflected in various forms of foreign loanwords, such as English, French and Italian that are multilingual in form, but also in the “multigraphic” form by taking advantage of four forms of orthography of which each has different graphic characteristics, namely hiragana, katakana, kanji and Roman alphabets. Multilingual benefits in the form of multigraphic orthography in the advertising discourse do not only act as patterns, decorations/ornaments, emphasis and the feel of external image to highlight the differences as a way to attract the public’s attention, but also provide prestigious images and atmosphere, symbol of modernity, ease in penetrating the international market and more competitiveness. The presence of foreign loanwords, particularly the English language in the form of katakana and Roman alphabet orthography gives a “fresh” aura and atmosphere, euphemism, more versatility, style, fashion, scientific and futuristic reliability and most importantly, a “complement” to the Japanese writing system itself.

Keywords and phrase: multigraphic orthography, foreign loanwords, advertising discourse, beauty products, the Japanese language

PENDAHULUAN

Minat dan kesedaran yang tinggi untuk kelihatan cantik dan menarik dalam kalangan wanita di Jepun bermula dan berkait rapat dengan “pengaruh dan ideologi yang telah dicetuskan oleh wacana iklan produk kecantikan” dalam majalah-majalah wanita generasi “baru” yang giat dilancarkan pada awal 1970-an seperti An-An, Non-No, MORE dan Croissant (Ochiai 1997; Sakamoto 1999; Tanaka 1999). Fenomena ini diperkuatkan lagi dengan pelbagai aktiviti periklanan yang menarik dan efektif dalam media cetak mahupun elektronik secara berterusan, sehingga berjaya meletakkan industri produk kosmetik di Jepun sebagai pasaran kedua terbesar di dunia sebanyak 1.9 trillion yen (RM70 billion) (Inoue 2005). Bagi wanita Jepun, pengaruh iklan dan daya tarikan dalam media cetak seperti majalah sangat kuat dan berupaya mencetus, membangkit dan menyemat sesuatu ideologi kecantikan sehingga cara solekan, berpakaian dan cara dandanan rambut adalah mengikut trend semasa yang dicadangkan oleh iklan dalam sesebuah majalah (Ochiai 1997). Media khususnya majalah wanita dan iklan kecantikan, memainkan peranan yang cukup besar dalam mencipta dan membentuk “imej sosial”, mencetus serta membangkitkan idealisme kecantikan tanpa mengira status sosioekonomi, khususnya dalam kehidupan sosial wanita moden Jepun pada hari ini, yang lebih berpendidikan dan lebih terdedah dengan aktiviti sosial di luar rumah (Rosenberger 1996; Sakamoto 1999; Maserah dan Idris 2012; 2013).

Sistem penulisan bahasa Jepun merupakan antara yang paling kompleks dan unik di dunia. Senario ini disebabkan oleh masyarakat Jepun memanfaatkan empat jenis ortografi, iaitu kanji (漢字), hiragana (ひらがな), katakana (カタカナ) dan alfabet Roman (ローマ字) di dalam sistem penulisan mereka. Berikut dijelaskan secara ringkas mengenai jenis-jenis ortografi tersebut. Istilah kanji (漢字) berasal dari perkataan Cina iaitu “han zhi” atau lebih dikenali sebagai “Chinese characters atau Chinese ideograms” yang bermaksud “tulisan Han” kerana kebanyakannya telah diperkenalkan dari negara China pada Dinasti Han. Mula dicipta pada abad ke-14 sebelum Masihi. Ortografi kanji merupakan “ideograms” iaitu lambang yang digunakan dalam sistem tulisan yang mewakili benda-benda ataupun idea bagi membentuk sesuatu perkataan. Bilangan kanji dikatakan melebihi 40,000 tetapi hanya terdapat 1,945 kanji yang diluluskan oleh kerajaan Jepun dan wajib dipelajari bagi peringkat sekolah rendah dan menengah di Jepun bagi membolehkan para pelajar menulis dan membaca buku teks dan surat khabar dalam bahasa Jepun (Loveday 1996; Mooney 2000: 49).

Ortografi hiragana (ひらがな) merupakan fonetik alfabet dan terdapat 46 jenis hiragana dengan suku kata yang berbeza. Sebutan tambahan sebanyak 25 sebutan dicipta dengan menggunakan diakritik atau kombinasi antara dua suku kata. Ortografi hiragana direka melalui ringkasan daripada tulisan kanji itu sendiri. Misalnya hiragana あ (a) adalah ringkasan daripada kanji (安) dan hiragana か (ka) adalah ringkasan daripada kanji (加). Hiragana mewakili sebutan atau sistem fonologi bahasa Jepun dan bergabung dengan tulisan kanji yang lain bagi membentuk makna yang berlainan, berfungsi sebagai partikel, membentuk tatabahasa, akhiran bagi ayat dan ditulis bersama di atas ortografi kanji bagi membantu pembaca menyebut tulisan kanji berkenaan yang dikenali sebagai furigana (Loveday 1996; Mooney 2000).


Sebagaimana hiragana, ortografi katakana (カタカナ) juga merupakan fonetik alfabet. Berbeza dengan hiragana yang dicipta hasil daripada ortografi kanji yang diringkaskan, katakana pula dihasilkan daripada sebahagian atau bahagian-bahagian tertentu daripada kanji. Contohnya katakana キ (ki) berasal daripada kanji (機) dan katakana ク (ku) daripada kanji (久). Katakana mempunyai fungsi-fungsi yang tertentu, iaitu bertindak sebagai “italik” seperti dalam bahasa Inggeris iaitu sebagai penekanan, bagi mewakili ekspresi onomatopeia, nama spesies haiwan dan tumbuh-tumbuhan dan fungsi yang paling penting dan ketara ialah mewakili semua kata serapan asing yang akan dibincangkan dalam kajian ini (Mooney 2000: 51).

Alfabet Roman atau rōmaji (ローマ字) dalam bahasa Jepun, kebiasaannya digunakan dalam sistem penulisan Jepun sebagai kaedah tambahan (supplementary manner) terutama dalam wacana periklanan. Rōmaji digunakan bagi kata serapan asing terutama bahasa Inggeris dan selalu muncul dalam semua aspek komunikasi pemasaran. Ortografi rōmaji banyak diaplikasikan dalam pembungkusan produk, dalam pelbagai wacana periklanan, papan tanda dan sebagainya (Mooney 2000: 52).

WACANA IKLAN PRODUK KECANTIKAN

Artikel ini merupakan sebuah analisis wacana. Wacana yang menjadi bahan analisis ialah iklan barangan pengguna, iaitu produk kecantikan. Iklan tersebut diambil daripada media cetak iaitu majalah. Sebanyak 24 iklan produk kecantikan diambil daripada majalah wanita Jepun berjudul Non-no yang bertemakan wanita yang diterbitkan dari tahun 2008 sehingga 2010. Asas pemilihan 24 iklan tersebut, berdasarkan unsur multigrafik ortografi yang telah memadai untuk memanifestasikan nilai oksidentalisasi dalam keluaran majalah tersebut. Manakala pemilihan tiga tahun iaitu 2008, 2009 dan 2010 adalah tahun di mana pengkaji menjalankan penyelidikan dan merupakan data yang terkini. Media cetak dipilih kerana merupakan medium yang paling sesuai dan efektif bagi mengiklankan produk kosmetik supaya menarik serta mempengaruhi pengguna wanita di Jepun menerusi majalah remaja dan wanita (Barnes dan Yamamoto 2008). Korpus kajian yang digunakan dalam penyelidikan ini merupakan iklan produk kecantikan wanita yang dikumpul dari majalah berbahasa Jepun iaitu Non-no. Non-no merupakan majalah remaja dwi-mingguan yang mula diterbitkan pada 1971 dan merupakan majalah terbitan Shueisha yang paling popular di antara majalah lain yang terdapat di Jepun. Non-no merupakan majalah alaf baru dengan stail baru yang mempunyai ciri-ciri seperti visual stimulus atau rangsangan visual yang menggunakan foto yang berwarna-warni, tidak mengandungi gosip selebriti dan kerabat diraja yang merupakan fokus utama majalah wanita terdahulu.

Tajuk majalah ini iaitu, Non-no ditulis dalam huruf Roman, kelihatan kebaratan dan tidak mempunyai makna langsung dalam bahasa Jepun itu sendiri. Majalah ini berfokus kepada fesyen dan kecantikan dengan edaran antara yang paling banyak di Jepun (Tanaka 1999). Majalah Non-no juga terdapat dalam versi lelaki iaitu Men’s Non-no setelah kejayaan besar pelancaran Non-no bagi versi wanita. Majalah Non-no meliputi golongan pembaca yang lebih luas, iaitu dari golongan remaja bermula dari pelajar sekolah menengah sehinggalah kepada golongan suri rumah yang berumur di antara 17–25 tahun. Golongan muda ini dijangka mempunyai kuasa beli yang agak tinggi kerana belum menghadapi beban atau komitmen kewangan terhadap keluarga dan bersedia untuk membelanjakan sebahagian besar perbelanjaan mereka untuk pakaian dan kosmetik. Oleh itu, para pengiklan lebih kerap mengiklankan produk mereka dalam majalah Non-no berbanding dengan majalah lain (Maynard 2001: 226). Pemilihan data iklan dalam majalah sebagai korpus kajian kerana iklan merupakan “bahan yang telah sedia” (bukan bahan atau data bikinan) yang sentiasa berlegar di persekitaran kehidupan harian kita.

Perbincangan dihadkan kepada produk maskara, bulu mata palsu dan produk kecantikan kulit kerana berdasarkan kekerapan wacana yang berkaitan dengan kecantikan mata dan penjagaan kulit yang paling banyak ditonjolkan dalam majalah Non-no ini. Pemilihan jenama seperti Shiseido, Kose, Kanebo, Sofina dan sebagainya dalam kajian ini, adalah berdasar juga kepada kekerapan syarikat tersebut mengiklankan wacana masing-masing dalam majalah Non-no ini, serta syarikat tersebut merupakan antara pengeluar kosmetik terbesar di Jepun (Miller 2006). Bahagian muka terutama pada bahagian zon T, iaitu mata termasuklah bulu mata, hidung dan mulut (termasuk bibir) serta kulit wajah ialah bahagian paling penting dan merupakan bahagian yang pertama untuk mengenali dan mengecam seseorang (Miller 2006). Oleh itu adalah penting untuk mengkaji wacana iklan kecantikan yang menitikberatkan dan menyerlahkan kecantikan di bahagian wajah iaitu bahagian yang mewakili imej penting seseorang. Wacana iklan tersebut daripada produk atau jenama Jepun. Dengan erti kata lain, barangan pengguna tersebut adalah barangan buatan Jepun. Pemilihan negara dan produk dari Jepun adalah disebabkan negara matahari terbit tersebut merupakan antara kuasa ekonomi terbesar di dunia serta produk kosmetik buatan dan jenama Jepun antara produk kosmetik yang mendapat pasaran yang luas di Malaysia. Produk kosmetik Jepun juga mudah didapati di gedung membeli-belah yang terkenal di Malaysia seperti di Sogo, Isetan, Jusco dan sebagainya hinggalah di kebanyakan kedai farmasi seperti Guardian dan Watson serta kedai serbaneka yang lain dari pelbagai jenama dan harga mengikut kemampuan dan cita rasa pelanggan (Maserah dan Idris 2012).

Melihat kepada pasaran kosmetik Jepun yang merupakan antara yang terbesar di dunia dan di Malaysia serta peranan iklan yang bukan sahaja sebagai pengisytiharan dan pemberitahuan sesuatu khabar dan berita atau sebagai medium komunikasi antara pengguna dan pewacana dalam menyampaikan maklumat atau dalam pemasaran sebagai satu tugasan komunikasi yang spesifik, malah berperanan besar dalam menyalurkan dan menerapkan “ideologi tertentu” kepada khalayak (Maserah dan Idris 2012), maka kajian mengenai wacana iklan kecantikan berbahasa Jepun ini adalah wajar dijalankan. Analisis iklan sebagai wacana merujuk kepada analisis wacana “dunia nyata”1 (Fairclough 2001; Idris 2009; 2010; Maserah dan Idris 2012) atau dengan erti kata lain, “wacana iklan” bukanlah semata-mata struktur linguistik, komunikasi dan informasi mengenai sesuatu produk tetapi mampu menanam ideologi bagi mempengaruhi pemikiran serta citra pewacana dan sasarannya.


Bagi tujuan analisis, semua teks tersebut ditandakan dengan sistem nombor rujukan yang mengandungi maklumat nombor teks, ayat dan klausa (jika berkaitan). Misalnya nombor rujukan T6.P5.A1. T6 bermakna teks yang keenam, P5 bermakna perenggan kelima dan A1 bermakna ayat pertama. Berdasarkan interpretasi, kesemua 24 teks kajian sarat mengaplikasikan multigrafik ortografi. Namun dalam makalah ini, perbincangan dihadkan dan berfokus kepada ortografi multigrafik yang tertera pada jenama korporat dan jenama produk, pada tajuk utama teks dan pada kandungan teks wacana iklan. Dalam kajian ini, hanya ortografi yang memanifestasikan nilai oksidentalisasi sahaja yang dianalisis terutama kata serapan asing yang banyak diaplikasikan dalam wacana kajian. Oksidentalisasi yang dimaksudkan merujuk kepada ideologi yang melibatkan set simplistik stereotaip dan prejudis terhadap imej yang dibawa oleh Barat termasuklah dari segi budaya, bahasa, pakaian, cara solekan, muzik, seni, makanan, institusi, teknologi, sains, pendidikan, gaya hidup dan sebagainya (Loveday 2008: 132).

MULTIGRAFIK ORTOGRAFI PADA JENAMA KORPORAT

Dalam wacana periklanan produk kecantikan di Jepun, adalah menjadi kebiasaan bagi pewacana, mengiklankan dan menonjolkan serentak “jenama korporat” dan “jenama produk” bagi mengikat dan mengukuhkan nilai kepercayaan serta membina imej yang positif bagi sesuatu produk yang dikeluarkan. Bagi masyarakat Jepun, kesetiaan terhadap sesuatu jenama boleh disamakan dengan “kepercayaan” mereka. Jenama berhubung dengan masyarakat seperti agama, antara janji-janji korporat dengan harapan dan fantasi yang didambakan oleh khalayak (Isao 2008: 2).

Dalam bidang perniagaan pula, jenama atau brand merupakan nama, istilah, corak simbol atau kombinasi kesemuanya, bagi mengenal pasti produk atau perkhidmatan yang ditawarkan oleh pihak tertentu (Stenberg 2006: 12). Jenama dan nama produk boleh diibaratkan sebagai “pati kapsul yang sarat dengan makna” sebagaimana dakwaan Goddard (1998: 60), “…brand names are crucial for advertisers. They are very economic, acting as little concentrated capsules of meaning.” Jenama korporat dan produk juga harus selaras dengan imej, identiti dan kelebihan yang boleh ditonjolkan dan diserlahkan supaya produk tersebut lebih kompetitif di pasaran (Dyer 1982: 141). Oleh itu, pada hari ini, pewacana berlumba-lumba mencipta dan menghasilkan jenama korporat dan jenama produk yang kreatif, unik dan menarik serta mudah diingati baik dari segi linguistik, grafik serta ortografi jenama tersebut.

Dalam wacana iklan kecantikan ini, terdapat enam jenama korporat, iaitu Shiseido, KOSÉ, Kanebo, déjàvu, Koji Eyelash dan Sofina. Daripada enam jenama korporat yang dikenal pasti, tiga daripadanya ialah Shiseido, KOSÉ dan Kanebo “diilhamkan daripada bahasa Jepun” itu sendiri dan ketiga-tiga jenama korporat tersebut merupakan antara pengeluar kosmetik yang terbesar, terkenal, kukuh dan telah mengembangkan pasarannya hingga ke peringkat antarabangsa (Inoue 2005). Sila rujuk Rajah 1 bagi mendapatkan gambaran yang lebih jelas pemanfaatan ortografi multigrafik, antaranya yang terdapat pada logo iklan produk kecantikan tersebut. Walaupun ketiga-tiga jenama korporat tersebut boleh ditulis dalam sistem ortografi Jepun itu sendiri, iaitu 資生堂 bagi jenama Shiseido, コーセー bagi jenama KOSÉ dan カネボウ atau 鐘紡 bagi jenama Kanebo namun pewacana tetap menjadikan ortografi Roman atau Latin script sebagai pilihan bagi menyuntik dan mencetuskan “imej oksidental” yang positif dan berprestij serta dalam masa yang sama sebagai persediaan untuk jenama tersebut menembusi pasaran antarabangsa (Haarmann 1989; Moeran 1996). Penggunaan ortografi Roman dalam jenama korporat, boleh dianggap sebagai explicitly foreign image (Seaton 2001: 236), dengan tujuan menonjolkan “kelainan serta mendapat sentuhan imej luar” khususnya imej oksidental. Alfabet Roman juga mudah difahami, dibentuk dan dicorakkan seperti yang dinyatakan oleh Mooney (2000: 56), “…the inclusion of rōma-ji (roman) in an ads is considered a design element.” Penjenamaan dalam ortografi Roman ini juga, bagi mengelakkan sesuatu jenama tersebut kelihatan terlalu “klise” sekiranya menggunakan sistem ortografi Jepun yang sedia ada (Herbig 1995).
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Rajah 1 Antara imej sebenar ortografi multigrafik bagi jenama korporat dan jenama produk yang diaplikasikan pada logo dalam wacana iklan




Antara faktor lain mengapa ortografi Roman menjadi pilihan pewacana adalah disebabkan tulisan kanji yang merupakan ideographic character seperti jenama Shiseido (資生堂) dan Kanebo (鐘紡) adalah untuk mengelakkan kekaburan atau memberikan sebutan yang tidak betul serta kurang tepat kepada sesuatu jenama tersebut. Hal ini disebabkan oleh setiap satu ortografi kanji tersebut boleh memberi pelbagai sebutan dan makna, sama ada digunakan secara individu ataupun dikombinasikan dengan ortografi kanji yang lain. Kenyataan ini turut disokong oleh Fields (1989: 41), bahawa “Kanji is a visual means of communication and it is not always possible for one to be able to pronounce their various combinations even if one actually knows the individual characters.” Oleh itu, bagi mengelakkan kekaburan dari segi sebutan, “ortografi Roman dan katakana” sering menjadi pilihan utama pewacana, selain mendapat sentuhan nilai oksidental yang berprestij dan moden terhadap jenama tersebut.

Tiga lagi jenama korporat yang dikenal pasti dalam kajian ini menggunakan istilah serapan asing ialah déjàvu, Koji Eyelash dan Sofina. Istilah déjàvu berasal daripada bahasa Perancis yang bermaksud perasaan ingat akan peristiwa atau pemandangan yang belum pernah dialami atau dilihat (Oxford Dictionary of English 2005). Sistem ortografi déjàvu juga sengaja meniru sepenuhnya sistem ortografi bahasa Perancis, di mana huruf “e” dieja dengan é dan “a” dieja dengan à. Kata serapan Perancis berkait rapat dengan imej keanggunan (high elegance), fesyen, mempesonakan (fascination) dan daya tarikan (charm) dalam wacana periklanan (Haarmann 1989: 11; Bhatia 1992: 196). Jenama Koji Eyelash atau コージーアイラッシュ dalam ortografi Jepun, merupakan hibrid antara bahasa Jepun iaitu “Koji” sempena nama syarikat pengeluaran induk di Jepun dan “Eyelash” dalam bahasa Inggeris yang bermaksud “bulu mata.” Dalam konteks ini, penggunaan kata serapan asing, bukan hanya sekadar sebagai “peranti” bagi tujuan promosi, pemilihan alfabet Roman dibuat bagi mencetuskan imej oksidental dan mempunyai sense of foreignness (Mueller 1992: 18). Manakala bagi jenama korporat Sofina pula, istilah Sofina berasal daripada perkataan Greek iaitu sophia yang bermaksud wisdom iaitu kebijaksanaan dan kearifan.


Konsep “kebijaksanaan” yang digunakan dalam wacana iklan kecantikan ini mempunyai persamaan dengan konsep intelligence yang dikemukakan oleh Tanaka (1999: 110), di mana kebijaksanaan yang dimaksudkan bukan merujuk kepada “bijak” atau “pandai” (mental capacity) tetapi bijak dari segi penampilan iaitu cara berpakaian dan solekan yang berkait rapat dengan elegan, feminin, dan sofistikated yang mempunyai persamaan dengan imej moden wanita-wanita oksidental. Perbincangan berikutnya adalah mengenai jenama produk yang sering diserlahkan serentak dengan jenama korporat oleh pewacana.

MULTIGRAFIK ORTOGRAFI PADA JENAMA PRODUK

Terdapat 16 jenama produk kecantikan yang dikenal pasti dalam wacana iklan ini, iaitu 塗るつけまつげ, 化粧惑星, 薬用雪肌精 MEDICATED SEKKISEI, HADAKA deep boost, Maquillage, Coffret D’or, Allie, AUBE couture, BEAUTÉ de KOSÉ, KOSÉ COSMENIENCE, Kanebo BLANCIR SUPERIOR, Spring Heart Eyelash, Fasio, D program, HAPPY BATH DAY dan Majolica Majorca. Jenama produk 塗るつけまつげ dan 化粧惑星 menggunakan nama dan sistem ortografi bahasa Jepun itu sendiri sepenuhnya, HADAKA deep boost merupakan nama yang dihasilkan secara hibrid iaitu dalam bahasa Jepun dan Inggeris yang ditulis dalam alfabet Roman, 薬用雪肌精 MEDICATED SEKKISEI menggabungkan nama Jepun dan terjemahan dalam bahasa Inggeris, Maquillage, Coffret D’or, Allie, AUBE couture dan BEAUTÉ de KOSÉ dari bahasa Perancis, Spring Heart Eyelash, Kanebo BLANCIR SUPERIOR, Fasio, KOSÉ COSMENIENCE, D program dan HAPPY BATH DAY dari bahasa Inggeris dan akhir sekali Majolica Majorca dipercayai berasal dari bahasa Itali atau bahasa Latin.

Jenama 塗るつけまつげ (nurutsukemastsuge) merupakan jenama produk “maskara” bagi jenama korporat déjàvu. Apabila menggunakan produk nurutsukemastsuge ini dikhabarkan akan mendapat hasil solekan “seperti memakai bulu mata palsu” iaitu mirip kepada kecantikan wanita oksidental yang mempunyai bulu mata yang panjang dan lentik yang menjadi impian kebanyakan wanita di Jepun (Hayashi dan Hayashi 1995).

Jenama 化粧惑星 (keshowakusei) pula merupakan jenama produk yang bernaung di bawah Shiseido yang bermaksud “planet kosmetik.” Produk keshowakusei berkonsepkan “mampu milik” dengan harga yang murah dan menyasarkan remaja seawal umur 15 hingga 25 tahun serta mudah diperolehi di serata cawangan kedai serbaneka dan kedai farmasi di Jepun. Kenyataan ini selaras dengan Okamoto yang menyatakan bahawa “Lately, the age of wearing makeup has become lower and lower. Elementary students wear nail polish, lipstick, and makeup when they go to school” (Okamoto 2005: 1). Menurutnya lagi, pemakaian mekap dalam kalangan remaja Jepun membolehkan mereka kelihatan comel, menarik serta moden dan banyak dipengaruhi oleh iklan dan cara mekap dalam majalah wanita. Kemodenan pula berkait rapat dengan imej oksidental dan golongan remaja tersebut tidak mahu ketinggalan untuk mendapat sentuhan “imej moden” oksidental yang kerap ditonjolkan dalam wacana iklan kecantikan wanita di Jepun.

Makna literal bagi jenama produk “HADAKA” deep boost dalam bahasa Jepun ialah naked body atau tanpa pakaian. Namun istilah sebenar HADAKA dicipta hasil dari gabungan antara “HADA(肌)” yang bermaksud kulit dan “KA (科)” pula merupakan singkatan bagi Kagaku(科学) yang bermakna sains. Dengan erti kata lain, jenama HADAKA berselindung di sebalik nama produk kecantikan yang mendakwa produk tersebut dihasilkan secara “saintifik.” Berbalik kepada makna literal bagi HADAKA (tanpa pakaian), pewacana cuba memasukkan unsur seks dalam jenama tersebut bagi meraih perhatian khalayak yang mempunyai perkaitan dengan komunikasi terselindung seperti yang pernah dikemukakan oleh Tanaka (1999: 44) “Sex is indeed used in advertising in order to catch and retain attention… covert communication in advertising is often found in cases involving sexual interpretations, which may be related to subliminal aspects of sexuality in advertising.” Unsur seks dan imej seksi wanita berkait rapat dengan imej dan budaya yang dibawa oleh negara Barat dan telah mula menjadi ikutan dan idola bagi remaja dan wanita Jepun pada hari ini (Rosenberger 1996; Ochiai 1997; Tanaka 1999; Miller 2006). Seterusnya bagi mendakwa jenama tersebut dihasilkan secara saintifik, selain dari perkataan KA iaitu sains, kata serapan Inggeris deep boost ditambah dalam nama produk tersebut bagi memberi aura “kebolehpercayaan saintifik,” selaras dengan dakwaan Rebuck (2002: 56), “In adverts for cosmetics…not only fill a lexical gap, but also lend the product an aura of ‘scientific reliability.’” Satu lagi jenama produk yang berkongsi aura kebolehpercayaan saintifik dengan HADAKA deep boost ialah 薬用雪肌精 MEDICATED SEKKISEI merupakan gabungan dalam bahasa Jepun 薬用雪肌精 (yakuyō sekkisei) yang menggunakan ortografi kanji serta terjemahan bagi jenama produk tersebut iaitu MEDICATED SEKKISEI.

Jenama Maquillage, Coffret D’or, AUBE couture, BEAUTÉ de KOSÉ dan Allie pula merupakan produk yang diilhamkan dalam bahasa Perancis berserta dengan sistem ortografi Perancis sepenuhnya. Maquillage merupakan jenama produk bagi Shiseido. Coffret D’or dan Allie ialah jenama produk bagi Kanebo. AUBE couture ialah jenama produk bagi Sofina dan BEAUTÉ de KOSÉ ialah jenama produk bagi KOSÉ. Setiap jenama produk tersebut mempunyai makna yang tersendiri dalam bahasa Perancis, iaitu Maquillage bermakna mekap, Coffret D’or bermaksud kotak untuk mengisi barang kemas yang diperbuat daripada emas, AUBE couture pula tidak mempunyai maksud yang spesifik di mana AUBE bererti sinaran subuh dan couture pula bermakna jahitan atau fesyen. BEAUTÉ de KOSÉ bermaksud kecantikan KOSÉ dan Allie pula bermaksud penyokong atau pelindung. Bahasa Perancis secara tradisi dikenali sebagai language of romance (Bhatia 1992: 195) dan secara universal diiktiraf sebagai negara yang pakar dalam bidang kecantikan dan juga dunia fesyen seperti yang dinyatakan oleh Bhatia (1992: 206), “French expertise in beauty and fashion is universally recognized.” Dalam wacana periklanan produk kecantikan di Jepun, pemanfaatan bahasa Perancis bukan sahaja berhubung rapat dengan dunia kecantikan dan fesyen tetapi berkaitan dengan budaya stereotaip, iaitu budaya positif oksidental yang boleh dikaitkan dengan sesuatu yang elegan, mempunyai daya penarik (attractiveness), kehidupan yang sofistikated, bergaya, mempesonakan (fascinating), feminin dan menakjubkan (charm) (Haarmann 1989; Tanaka 1999).

Seterusnya jenama produk yang menggunakan kata serapan asing iaitu istilah bahasa Inggeris ialah Spring Heart Eyelash, Fasio, COSMENIENCE dan D program. BLANCIR SUPERIOR dan HAPPY BATH DAY boleh dikategorikan sebagai Japanized English, Japlish, Engrish atau Japan-made English (wasei eigo) (Rebuck 2002; Miller 2006). Dalam wacana periklanan Japanized English merupakan sebahagian daripada fenomena antarabangsa dalam menggunakan “imej asing atau luar” bagi tujuan promosi untuk pasaran domestik. Strategi ini dilihat lebih berkesan dalam menyampaikan mesej dalam bentuk yang mudah difahami dan diingini oleh masyarakat Jepun. Menurut Seaton (2001: 235), “Japanized English is a part of an international phenomena by which images of others are used for domestic promotional purposes…Japanized English can be more effective than ‘correct’ English in delivering the desired meaning.” Japanized English boleh dijelmakan dalam pelbagai bentuk sama ada melalui proses penyingkatan seperti jenama produk D program, proses neologisme seperti jenama Fasio dan KOSÉ COSMENIENCE dan sebagainya selaras dengan kenyataan yang diberikan oleh (Mooney 2000: 53), “loanwords often become ‘Japanized’ by shortening, limiting, combining, or extending the original foreign words to the extent that they are incomprehensible to native speaker.”

Perbincangan berikutnya mengenai jenama-jenama produk yang mengaplikasikan kata serapan Inggeris dalam bentuk alfabet Roman dalam wacana iklan yang dikaji. Produk bulu mata palsu berjenama Koji Eyelash menggunakan nama Spring Heart Eyelash sebagai jenama produk di mana istilah “Eyelash” diulang sebanyak dua kali iaitu dalam jenama korporat dan dalam jenama produk bagi mengingatkan pengguna mengenai jenama tersebut. Fasio pula, terhasil daripada proses “neologisme” di mana istilah fascination dan fashionable digabungkan dan disingkatkan menjadi istilah baru yang lebih ringkas, baru, unik, menarik, bergaya dan versatil iaitu Fasio.


Begitu juga nama COSMENIENCE, di mana istilah COSMENIENCE dicipta dengan mencampurkan istilah cosmetic dan convenience. Istilah convenience digunakan bagi menggambarkan bahawa pengguna mudah memperolehi produk tersebut hanya melalui pembelian di kedai serbaneka (convenience store) seperti yang dijelaskan oleh (Inoue 2005: 4), “there is a demand now to have a cosmetic in drugstore and convenience store. Japanese drug store feature their goods at a discount and the sorts are very plentiful.” Dalam wacana periklanan, bagi menarik perhatian khalayak dan berdaya saing, pewacana harus mencipta kelainan melalui “lexical novelty” atau neologisme sebagaimana dakwaan (Maynard 1997: 133), “the linguistic expressions themselves are often manipulated to attract attention. This is particular true in advertising. The linguistic form itself maybe intentionally aberrant as a result of the creator’s quest for lexical novelty…and neologisms.”

Seterusnya jenama Kanebo BLANCIR SUPERIOR cuba menonjolkan kehebatan serta keunggulan produk tersebut dengan penggunaan kata serapan asing SUPERIOR. Jenama bagi produk HAPPY BATH DAY pula, menurut (Moeran 1996: 133) boleh dikategorikan sebagai “permainan bahasa” (language games) kerana begitu hampir dengan ungkapan yang sering diucapkan secara universal iaitu “Happy Birthday” kerana dapat membantu membina ingatan dan meninggalkan kesan di minda khalayak. Selain daripada mencetuskan imej oksidental yang positif, berprestij dan moden, penerapan kata serapan Inggeris dalam jenama produk dalam wacana iklan kecantikan di Jepun, mempunyai perkaitan dengan bahasa Inggeris yang diiktiraf sebagai bahasa antarabangsa atau universal language (Haarmann 1989; Bhatia 1992; Loveday 1996). Strategi penggunaan bahasa antarabangsa ini juga merupakan proses “mengantarabangsakan” jenama korporat dan jenama produk tersebut agar mudah menembusi pasaran sehingga ke peringkat antarabangsa sebagaimana yang dinyatakan oleh Burton (1983), “Japanese manufacturers are said to have a marked preference for foreign-sounding brand names because they are supposed to lend a touch of class or prestige to the product. English is especially favored because it is regarded as the universal language.”


Akhir sekali, jenama produk yang dipercayai berasal daripada bahasa Itali atau bahasa Latin ialah Majolica Majorca. Istilah Majolica bermaksud “tembikar yang diperbuat daripada tanah liat,” manakala Majorca pula tidak mempunyai maksud yang spesifik. Ungkapan Majolica Majorca merupakan sejenis “mantera” yang kononnya diungkapkan oleh dewi kecantikan (Majolica Majorca n.d.). Ungkapan ini dalam wacana iklan, hanya berfungsi sebagai “hiasan dan peranti” bagi meraih perhatian pengguna walaupun maknanya tidak difahami oleh masyarakat Jepun itu sendiri. Kenyataan ini turut disokong Mooney (2000: 54), “foreign words in ads are considered a tool for capturing viewer attention…sometimes the inclusion of foreign words in Japanese ads is just a design element that the audience does not necessarily have to understand.” Penggunaan kata serapan asing juga atas sebab lain adalah bagi mencetus keanehan dan keajaiban serta menambah cita rasa tinggi dan berkualiti terhadap jenama sesuatu produk tersebut (Mooney 2000: 56). Bahasa Itali yang termasuk dalam kumpulan bahasa negara-negara oksidental, walaupun agak kurang dipraktiskan dalam wacana iklan kecantikan di Jepun, tetap mendapat tempat dan pilihan pewacana kerana berkongsi “aura” stereotaip positif yang sama dengan bahasa Inggeris dan Perancis (Haarmann 1989: 10).

ORTOGRAFI MULTIGRAFIK PADA TAJUK TEKS WACANA IKLAN

Tidak seperti jenama korporat dan jenama produk yang cenderung memanfaatkan alfabet Roman, kebanyakan tajuk teks wacana iklan pula, lebih menggunakan ortografi katakana. Contohnya pewacana memanfaatkan sepenuhnya ortografi katakana yang sepatutnya ditulis dalam kanji dan hiragana dalam satu ayat yang bukan saja berfungsi sebagai memberi penekanan bagi menarik perhatian khalayak tetapi memberikan aura dan suasana yang segar dalam wacana pengiklanan, (lihat Jadual 1) T4b.P2.A1. ワタシハ、ダアレ？ (Watashi wa dāre?) Siapa saya? Kenyataan ini selaras dengan apa yang didakwa oleh Elwood (2008: 75), “…several usual Japanese words were written in katakana in advertisements as well as to add a fresh feeling.” Merujuk kepada Jadual 1, kesemua tajuk teks mengaplikasikan sekurang-kurangnya tiga campuran ortografi, seperti hiragana, katakana dan kanji, atau sebaliknya. Pengaplikasian ortografi multigrafik pada tajuk teks dalam wacana iklan kecantikan di Jepun, boleh memberikan impak dan tarikan visual yang berkesan terhadap khalayak, malah dikatakan lebih efektif daripada penggunaan warna, fon dan saiz yang berlainan, seperti yang dinyatakan oleh Elwood (2008: 53), “The use of three writing forms livens up the effect on the viewers eyes to a potentially even greater degree than use of differing colors fonts or sizes.”


Jadual 1 Ortografi multigrafik pada tajuk wacana iklan



	T2

	Teks asal

	P1.A1. そのa目c、 パワフルビジョンb!




	
	Teks dalam alfabet Roman

	Sonome, pawafurubijyon!




	
	Terjemahan

	Mata itu, Power Full Vision!




	T4b

	Teks asal

	P2.A1. ワタシハ、 ダアレb？d




	
	Teks dalam alfabet Roman

	Watashi wa dāre?




	
	Terjemahan

	Siapa saya?




	T7

	Teks asal

	P2.A1. [塗cるつけまつげ]の aお気cにa入cれaポイ ントbはa？d




	
	Teks dalam alfabet Roman

	[Nurumastsuge] no okini ire pointo wa?




	
	Terjemahan

	Soal selidik Imju menunjukkan bahawa poin-poin
utama pengguna menyukai [Nurutsukematsuge]




	T10b

	Teks asal

	P1.A1. Kira Kira Winterdきょうa、 私cがa宝石c




	
	Teks dalam alfabet Roman

	Kira Kira Winter. Kyō, watashiga hōseki.




	
	Terjemahan

	Winter yang bersinar dan berkilauan. Hari ini saya
permata/berlian




	T11b

	Teks asal

	P1.A1. カガヤキb、 １００dカラットフェイスb。




	
	Teks dalam alfabet Roman

	Kagayaki, 100 karatto face




	
	Terjemahan

	100 Carat Face (muka 100 carat) yang bersinar-sinar




	T12

	Teks asal

	見cたままa塗cるだげaシャドウb 。




	
	Teks dalam alfabet Roman

	Mitamama nurudake shadō




	
	Terjemahan

	Hanya sapukan shadow (pembayang mata)
sebagaimana yang anda lihat




	T13

	Teks asal

	P3.A1. 太陽cのaシャドウ b




	
	Teks dalam alfabet Roman

	Taiyōno shadō




	
	Terjemahan

	Matahari punya shadow (bayangan)




	T14

	Teks asal

	P1.A1. 世界 一cやわらかいaダイヤ b。




	
	Teks dalam alfabet Roman

	Sekai ichi yawarakai daiya




	
	Terjemahan

	Diamond (berlian) paling lembut di dunia




	T15

	Teks asal

	P1.A1. 大人cピンクb、新発色c




	
	Teks dalam alfabet Roman

	Otona pinku, shinhatsushoku




	
	Terjemahan

	Pink (merah jambu) untuk pengguna dewasa, warna
keluaran baru




	T23

	Teks asal

	P2.A1. 薔薇cのaシャワーbをa、キミbにa。




	
	Teks dalam alfabet Roman

	Bara no shawā o, kimini. Shower




	
	Terjemahan

	Shower (mandian) bunga ros untuk anda




	T24b

	Teks asal

	P1.A1. カサbつくa日c、ベタbつくa日c、コロコロb変cわるa肌c… 寝不足cやaストレスbのせいだとa思cってないa？d




	
	Teks dalam alfabet Roman

	Kasatsukuhi, betatsukuhi, korokoro kawaru hada…
Nebuzoku ya sutoresu no seidato omottenai?




	
	Terjemahan

	Kulit sentiasa berubah-ubah, ada hari yang kasar dan kering, ada hari yang berpeluh dan melekit…Tidakkah anda terfikir, tidur tidak mencukupi, stres dan sebagainya adalah puncanya?





Nota:  Alfabet a merupakan ortografi hiragana, b ialah katakana, c ialah kanji dan d ialah alfabet Roman Perkataan yang dihitamkan (bold) merupakan kataserapan bahasa Inggeris

Contoh frasa yang mengandungi percampuran leksikal dan ortografi dalam bahasa Jepun dan Inggeris ialah T14.P1.A1. 世界一cやわらかいaダイヤb。 Diamond (berlian) paling lembut di dunia, T11b.P1.A1. カガヤキ、 １００カラットフェイス 100 Carat Face (muka 100 carat) yang bersinar-sinar dan T10b. P1.A1. Kira Kira Winter きょう、私が宝石 (Winter yang bersinar dan berkilauan. Hari ini saya permata/berlian). Leksikal yang merujuk kepada sesuatu yang bernilai dan berharga seperti diamond, 100 carat dan 宝石 (permata/berlian) menunjukkan elemen-elemen yang “bersinar dan berkilauan,” iaitu merujuk kepada hasil transformasi mekap yang lebih menyerlah, berkilat, bersinar dan berkilauan yang lebih cenderung meniru imej dan cara mekap wanita-wanita oksidental (Ochiai 1997; Miller 2006). Manakala penggunaan unsur seperti berlian (diamond) dalam wacana iklan produk kecantikan adalah kerana bagi masyarakat Jepun berlian bukan sahaja permata yang berharga tetapi lebih merupakan lambang dan simbol “nilai kehidupan Barat yang moden” yang membezakan antara budaya Oriental yang lepas dengan budaya Barat yang lebih romantik, menggoda, memikat, serta melambangkan cinta dan kasih sayang (Epstein 1982: 4).

ORTOGRAFI MULTIGRAFIK DALAM KANDUNGAN TEKS

Menerusi interpretasi, pengaplikasian ortografi multigrafik terhadap kandungan teks dimanfaatkan dalam pelbagai bentuk. Pertama dalam bentuk kata serapan asing secara langsung baik dari segi ortografi dan juga leksikal. Ciri yang paling menonjol dan ketara dalam wacana iklan ialah paparan leksikal NEW yang muncul sebanyak dua belas kali, NEW LIMITED sebanyak dua kali dan versi lain untuk NEW ialah NEO2 muncul sebanyak empat kali. Rajah 2 menunjukkan bagaimana leksikal NEW dimanfaatkan dalam wacana iklan kecantikan. Pemanfaatan leksikal NEW, NEW LIMITED dan NEO dalam wacana iklan adalah bagi membentuk imej yang berprestij dan simbol kepada kemodenan. Haarmann (1989: 17) menegaskan bahawa, “One of the salient features in commercial language usage is the application English expression ‘new’…‘New’ as used in Japanese commercials crystallizes the prestige functions of English like a symbol of modernity.” Bagi menarik perhatian khalayak, leksikal NEW ditonjolkan dalam pelbagai bentuk, corak dan warna agar kelihatan menarik, segar, moden dan lebih versatil. Penggunaan simbol reben sebagai latar kepada leksikal NEW merupakan “satu bentuk hadiah” daripada pewacana kepada khalayak dan juga sebagai simbol penghargaan dan perasaan kepunyaan atau sense of belonging (Goddard 2002: 82) bagi pengguna yang setia menggunakan produk mereka selama ini. Perkataan limited ditambah untuk mengingatkan para khalayak agar segera memiliki produk tersebut di pasaran.

Bagi menyerlahkan pengaplikasian NEW, warna fon ditonjolkan secara kontras dengan warna latar yang kebiasaannya menjadi tema bagi produk yang diiklankan. Oleh itu, kehadiran perkataan NEW sahaja dalam wacana iklan kecantikan tidak memadai tanpa diserikan dengan elemen grafik seperti fon yang kreatif, pemilihan warna yang menarik diikuti dengan simbol grafik berbentuk reben, segi empat, bulat dan heksagon seperti dalam Rajah 2, bagi memberi sentuhan yang lebih menonjol dan menarik serta kelihatan kebaratan dan moden. Kedua, ialah istilah yang mewakili warna bagi produk kosmetik, banyak diaplikasikan dalam ortografi katakana dengan menggunakan kata serapan Inggeris. Menurut kajian yang dijalankan oleh Haarmann, terminologi warna pada hari ini banyak dipengaruhi oleh bahasa yang digunakan dalam media massa terutamanya dalam wacana iklan dan dinyatakan seperti berikut, “It can be generally stated that the greatest impact on Japanese color terminology is exerted nowadays by the language use in mass media” (Haarmann 1989: 202). Contoh penggunaan terminologi bagi warna ialah seperti berikut:


1.    Teks asal: T15.P1.A1. 大人ピンク、 新発色 P2.A1. 甘すぎないピンクと上品なツヤを、唇 P5.A1.501 ブルー系502 グリーン系503 ブラウン系504 ピンク系505 パープル系


Teks dalam alfabet Roman: T15.P1.A1. Otona pinku, shinhatsushoku. P2.A1. Amasuginai pinku to joohin na tsuya o, kuchibiru P5.A1.501 Burūkei 502 Gurinkei 503 Buraunkei 504 Pinkukei 505 Pāpurukei

Terjemahan: T15.P1.A1. Pink (merah jambu untuk pengguna) dewasa, warna keluaran baru P2.A1. Pink cair (yang tidak terlalu terang), membuat bibir anggun dan berkilauan. P5.A1.501 ton biru 502 ton hijau 503 ton coklat 504 ton pink 505 ton ungu





Nota:  Perkataan yang dihitamkan (bold) menunjukkan terminologi warna yang ditulis dalam kata serapan bahasa Inggeris dengan ortografi katakana.
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Rajah 2 Pengaplikasian multigrafik NEW dalam wacana iklan kecantikan



Analisis juga memperlihatkan bahawa terdapat kombinasi antara dua jenis ortografi bagi mewakili leksikal dari dua sumber bahasa yang berlainan. Contohnya istilah warna dalam bahasa Inggeris seperti pinku (pink), burū (blue), gurin (green), buraun (brown) dan pāpuru (purple) telah diasimilasikan melalui pengadaptasian fonologi dalam bahasa Jepun serta ditulis dalam ortografi katakana. Oleh itu, amasuginai pinku (pink cair atau makna literal: pink yang tidak terlalu manis) adalah kombinasi antara bahasa Jepun yang menggunakan ortografi kanji 甘すぎない (tidak terlalu manis) dan katakana ピンク (pink). Penonjolan terminologi warna tiga yang memanfaatkan kata serapan Inggeris dalam wacana iklan kajian lebih memberi konotasi yang positif.3 Selain untuk mendapat sentuhan imej moden dan berprestij bagi menggantikan istilah dalam bahasa Jepun yang dikatakan agak klise dan lapuk, ia juga bertujuan agar wacana iklan tersebut kelihatan bergaya (fashionable) dan mengikut peredaran semasa. Kenyataan yang sama juga turut ditegaskan oleh (Haarmann 1989: 202), “The language of commercials is a special variety of modern Japanese containing elements both of the spoken and of the written code…English colour terms is as fashionable as using English numerals.” Sebagaimana analisis terhadap perkataan NEW, pengaplikasian warna ini juga, turut diserikan dan diserlahkan dengan bantuan elemen grafik seperti Rajah 3.
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Rajah 3 Imej ton warna dengan terminologi warna dalam ortografi katakana



Fungsi seterusnya yang dikenal pasti bertindak sebagai kusyen atau pelapik atau lebih dikenali “eufemisme” dan lebih versatil dalam wacana iklan kajian seperti contoh berikut:


2.    Teks asal: T7a.P1.A1. [塗るつけまつげ]ユーザーに聞きました
Teks dalam alfabet Roman: [Nurumatsuge] yūzā ni kikimashita.
Terjemahan: Pertanyaan kepada user (pengguna) [Nurutsukematsuge]


Teks asal: T7a.P2.A4. お湯で簡単オフ85.2%
Teks dalam alfabet Roman: Oyude kantanni ofu 85.2%
Terjemahan: Senang dibersihkan/off dengan air suam 85.2%

Teks asal: T23. P6.A1. 顔•髪Ȃボディが、香る、潤
Teks dalam alfabet Roman: Kao.kami • bodi ga, kaoru, jun
Terjemahan: muka • rambut • body (badan), harum dan lembap





Nota: Perkataan yang dihitamkan (bold) menunjukkan kata serapan bahasa Inggeris dengan ortografi katakana.


Leksikal seperti kata serapan Inggeris ユーザー/yūzā (user), オフ/ofu (off) dan ボディ/bodi (body) diaplikasikan dalam wacana iklan kecantikan bagi menggantikan istilah bahasa Jepun お 客さん、 洗える dan 体. Pengaplikasian kata serapan asing bagi menggantikan bahasa Jepun itu sendiri adalah berfungsi sebagai “eufemisme” untuk mengelakkan ungkapan tersebut kelihatan terlalu langsung serta eksplisit dan yang paling penting agar ungkapan tersebut kelihatan lebih “feminin” iaitu sesuai dengan imej wanita oksidental terutamanya wanita Perancis yang selalu dikaitkan dengan ciri-ciri kewanitaan. Kenyataan ini selaras dengan apa yang dinyatakan oleh Rebuck (2002: 60), “…the use of body (made more feminine) in place of the Japanese word karada (体) again softens the tone of advert.”

Seterusnya permainan kata atau pun didefinisikan sebagai “a clever and amusing use of a word or phrase with two meanings, or of words with the same sound but different meanings” (Oxford Dictionary of English 2005). Permainan kata merupakan salah satu strategi di mana pewacana membina hubungan sosial yang mesra dan intim dengan khalayak seperti yang didakwa oleh Tanaka (1999, 59), “…punning, is one way in which the advertiser attempts to improve social relations with his audience.” Terdapat tiga jenis permainan kata yang telah dikenal pasti iaitu T19. ALLIE/アリィー T23. ハッピーバスティ (Happy Bath Day) dan T24. HADAKA. Permainan kata seperti Happy Bath Day dan HADAKA pernah dibincangkan dalam analisis jenama produk. Happy Bath Day begitu menyamai dengan ungkapan universal iaitu Happy Birthday bagi membina ingatan khalayak dan turut dibantu dari segi fonologi oleh ortografi katakana iaitu ハ ッ ピ ー バ ス テ ィ dan telah mengakibatkan ungkapan tersebut dibunyikan sebagai “Happii Basude.” Akibat daripada asimilasi tersebut dengan secara langsung telah membentuk “homonim” dan permainan kata di mana dari segi fonologi, Happii Basude boleh diinterpretasikan sebagai Happy Bath Day dan juga Happy Birthday oleh masyarakat Jepun. Kenyataan ini selaras seperti yang didakwa oleh (Kurose 2002, 13), “…the Japanese language makes homophones possible in only one way: two words, consisting of different letters with the same sounds. Homophones lead to two interpretations in a copy, and the audience can extend the image of the message in those two directions.” Begitu juga istilah HADAKA4 yang membentuk homonim dan dicipta melalui proses neologisme dan sengaja ditulis dalam alfabet Roman kerana pewacana cuba menggunakan strategi komunikasi terselindung (Tanaka 1999), dengan cuba memasukkan unsur seks melalui makna literal HADAKA (tanpa pakaian) bagi menarik perhatian khalayak. Unsur seks dan imej seksi wanita berkait rapat dengan imej dan budaya yang dibawa oleh Barat dan banyak ditonjolkan di dalam wacana iklan serta telah mula menjadi ikutan dan idola bagi remaja dan wanita Jepun pada hari ini (Rosenberger 1996; Ochiai 1997; Tanaka 1999; Miller 2006). Seterusnya istilah seperti ALLIE/アリィー juga boleh membentuk permainan kata yang sama.

Pertama, merujuk kepada nama produk yang ditulis dalam dua bentuk ortografi iaitu, ALLIE dan juga アリィー (katakana). Kedua ialah sebagaimana HAPPY BATH DAY, istilah ALLIE juga turut membentuk homonim apabila diasimilasikan dalam bahasa Jepun dengan ortografi katakana iaitu アリィー5 yang turut mengalami proses perubahan dari segi fonologi dan dibunyikan sebagai “arii” yang membawa maksud “ada” dalam bahasa Jepun. Seperti contoh T19b.P2.A1. ためした人だけいいことアリィー! Tameshita hito dake ii koto arii! (Ada berita baik kepada hanya orang yang pernah mencuba dan merasai/mengetahui kebaikannya). Oleh itu hasil perubahan dari segi fonologi dan juga ortografi seperti ハッピーバスティ/Happi Basu De dan アリィー/arii telah dimanfaatkan sepenuhnya oleh pewacana sebagai permainan kata atau permainan bahasa/language games (Moeran 1996: 133) bagi mewujudkan makna yang berlainan dalam bahasa Inggeris dan juga Jepun supaya lebih versatil dan kedengaran bergaya dan trend yang futuristik (Bhatia 1992: 213; Kurose 2002: 18).


PENUTUP

Kesimpulannya, penggunaan ortografi multigrafik terutamanya yang melibatkan kata serapan asing memanifestasikan nilai oksidentalisasi dalam wacana iklan produk kecantikan wanita bahasa Jepun. Nilai oksidentalisasi ini bukan sahaja dijelmakan dalam pelbagai bentuk kata serapan asing seperti bahasa Inggeris, Perancis dan Itali yang berbentuk “multilingual” tetapi juga dalam bentuk “multigrafik” dengan memanfaatkan empat bentuk ortografi iaitu hiragana, katakana, kanji dan alfabet Roman. Pengaplikasian ortografi multigrafik dalam wacana iklan, selain daripada bertindak sebagai corak dan hiasan, memberikan impak yang sama atau lebih berkesan daripada penggunaan warna, fon dan saiz yang berlainan. Kata serapan asing khususnya bagi bahasa Inggeris dan Perancis dalam ortografi multigrafik pula memberikan imej dan atmosfera yang berprestij dan simbol kepada kemodenan, mudah menembusi pasaran antarabangsa (marketable), berfungsi sebagai memberi “penekanan” bagi menarik perhatian khalayak serta memberikan aura dan suasana yang “segar,” lebih versatil, bergaya dan futuristik. Oleh yang demikian kata serapan asing khususnya bahasa Inggeris termasuk ortografi Roman, merupakan “pelengkap” kepada bahasa Jepun itu sendiri.

NOTA

1.      Fairclough, N., Language and Power. 2nd ed. (London: Longman, 2001); Idris Aman, “Discourse and Striving for Power: An Analysis of Barisan Nasional’s 2004 Malaysian general election manifesto,” Discourse & Society 20, No. 6 (2009): 659–684; Idris Aman, Analisis Wacana (Bangi: Penerbit Universiti Kebangsaan Malaysia, 2010). Linguistik “dunia nyata” adalah usaha menghubungkaitkan fungsi sistem bahasa yang digunakan dalam wacana dengan keadaan dunia nyata kehidupan sosial manusia seharian dalam mana wacana itu dihasilkan.


2.      Reverso, “Reverso: Online translation in French, Spanish, German, Italian, Russian, Portuguese, Chinese, Arabic, Hebrew, Japanese”, http://dictionary.reverso.net/english-cobuild/neo (accessed 26 July 2010). Neo berasal dari istilah Greek neos yang bermaksud “baru.” Neo is used with nouns to form adjectives and nouns that refer to modern versions of styles and political groups that existed in the past. Leksikal NEO kebiasaannya ditulis selepas nama produk seperti ラッシュエキスパンダーNEO/Lash Expander NEO dan ラッシュエナメルグラマーNEO/Lash Enamel Glamour NEO.

3.      Menurut kajian yang dijalankan oleh Rebuck (2002), terminologi warna dalam bahasa Inggeris lebih memberi konotasi yang positif seperti yang dinyatakan oleh beliau, “…when subjects were presented with the Japanese word for yellow, kiiro (黄色), the most prevalent emotional reaction was anshin kan ganai (安心感がない; a feeling of uneasiness). In contrast the students associated the loanword ieroo (イエロ; yellow) with akarui b (bright) and kirei (pretty). The connotations that words may trigger help to explain why Japanese copywriters often opt for loanwords instead of Japanese ones with the same core meaning.”

4.      Makna literal bagi jenama produk “HADAKA” dalam bahasa Jepun ialah naked body atau tanpa berpakaian. Namun istilah sebenar HADAKA dicipta hasil dari gabungan antara “HADA/肌” yang bermaksud kulit dan “KA/科” pula merupakan singkatan bagi Kagaku/科学 yang bermakna sains.

5.      Dalam sistem fonetik bahasa Jepun, sebutan untuk “l” digantikan dengan “r.” Oleh itu nama produk seperti “Allie” dibunyikan sebagai “arii.”
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ABSTRACT

Papermaking has been an important craft of Southeast Asia for seven hundred years. Malaysia’s rainforests offer the mengkirai tree as an unexplored material for papermaking. Papers made from the bast fibres of the mengkirai bark have enough tensile strength, elasticity and flexibility for making hand-made fine art papers for drawing and painting. These papers are ideal for a wide range of art media including pencil, charcoal, acrylic and ink. Moreover, their surfaces provide tonal variations with different drawing and painting techniques. This study shows that art papers manufactured from the mengkirai are durable products for Malaysian artists and art students.

Keywords: bast fibres, mengkirai fibre, art paper


In this article, we present a report on the process of making handmade fine art papers using natural fibres obtained from the mengkirai (Trema orientalis) plant, which is available in the tropical region of Pulau Pinang, at the northern part of the Malaysian Peninsular. Located in equatorial Southeast Asia, Malaysia has a hot, humid and tropical climate and rich rain forests. Because of the type of atmosphere of the region, many types of plants grow in Malaysia most of which are rich sources of bast fibres (Moore and Garratt 2008) that are well-suited for papermaking. Bast plants have strong woody fibres obtained especially from the phloem (the inner bark or the skin) of various plants. Bast plants have long and strong fibres (Kozlowski 1996), which make them particularly suited for papermaking. The bast fibres in mengkirai’s bark have enough elasticity, flexibility and tensile strength for making hand-made art papers. Papers made from mengkirai fibres are suitable for drawing with painting mediums such as pencil, charcoal, acrylic and ink. This research shows that art-handmade-mengkirai-papers are viable products for artists to use in Malaysia and beyond.

FIBRE PROPERTIES FOR PAPERMAKING AND THE LOCAL MENGKIRAI

Paper can be made from any raw material that is capable of forming a continuous sheet and this is the key word for many handpaper makers in their choice of fibres. The properties of paper pulps and the resulting papers depend directly on the characteristics of the fibres. The processing to which they are subjected has a major impact on their morphology and strength; in general, most of the lignin has to be removed to make the best pulp. The most common reasons for choosing one fibre over another are characteristics of length, diameter and thickness of its wall, size of lumen, flexibility and rigidity. The relationship of the length of the diameter of the fibre and the thickness of its wall is the first criterion used to evaluate good pulp.

Natural fibres vary in length from a fraction of a millimeter to over three centimeters in length and are only tenths of a millimeter in diameter. They are flexible, when dried out in sheet form and suspended in water. A sheet of paper may contain from 8 to 10 layers of fibres (Turner and Skiöld 1983; Asuncion 2003).

Mengkirai (Trema orientalis) is a kind of local plant which grows in tropical areas, such as tropical East Africa, Madagascar, Pakistan, India and southern China to New Guinea, Australia, Indonesia and Malaysia. In Malaysia, it is called mengkirai, and its other common names are “native peach” or “poison peach”. The mengkirai is a medium size tree that grows well in the rainforest. The height of a small mengkirai tree reaches to 8 m and the diameter of its stem is around 15 cm. Its smooth and greyish bark is rich in cellulose, which gives the fibre good flexibility, strength and texture, and is suitable for producing art paper.


[image: art]

Photo 1 Mengkirai tree from Bukit Jambul, Pulau Pinang, Malaysia.

Photographer: Elham Shafaei




HANDMADE MENGKIRAI ART PAPER: MATERIALS AND METHODS

It is difficult to define the aesthetic qualities of a sheet of handmade paper because it is often the result of a personal relationship between the maker, user and the sheet of paper. Small irregularities are proof of the uniqueness of a sheet of handmade paper and are an integral part of the hand process. The best papers are the results of combined knowledge and experience; of feel, look, colour, performance, beauty and perhaps an inexpressible understanding of everything it takes to make a sheet (Turner and Skiöld 1983).
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Photo 2 Mengkirai internal tree bark from Bukit Jambul, Pulau Pinang, Malaysia.

Photographer: Elham Shafaei



While hand-made papermaking is a highly individual process, this project employs as the general guideline, the methods of hand-made paper that have been established at the School of the Arts, Universiti Sains Malaysia, Malaysia. Generally speaking, the process involves some experimenting with pulp preparation in order to produce suitable raw materials for papermaking. This process begins with cutting, cleaning, cooking, washing and beating the mengkirai bark, followed by the pulping process, sheet forming, pressing and drying the paper. In some instances, sizing and finishing are done to further the potentials of the fibre. Every single process has to be coordinated with one another in order to achieve good results.


To make pulp from the mengkirai tree, the bark must first undergo the processes of sorting, cleaning, chopping and cooking before being beaten. For this research, the clean and chopped mengkirai bark is boiled in water for around three hours. Soda ash must be added to the water (one spoon full for one liter of water) to further break down the fibres. The boiling process softens the stem and removes lignin from the fibres. After that, the cooked stems are put in a blending machine to macerate the fibre. After boiling, the fibres are rinsed with water to remove the lignin. Subsequently, the mengkirai fibres are beaten in the Hollander beater machine to make them shorter. Beating is one of the most important operations in the manufacturing of good-quality paper which can result in the fibres being cut up and also in the fibrils splitting off from the parent fibres (Turner and Skiöld 1983). Finesse of the pulp determines the type of papers, for example, a water colour paper generally requires more prominently textured surfaces, made from less finesse pulp (Hiebert 2000).

For forming the sheets from mengkirai pulp, the pulp is added in water to get the semi-liquid mixture in a large tank of water which is called the vat. Besides that, a mould, which is a wire screen in a wooden frame, is fitted with a deckle that is a wooden frame. The fitted mould and deckle are submerged and pushed to the bottom of the vat to scoop some of the slurry out of the vat. The deckle and mould are then brought up from the bottom of the vat, gently shaking them side-to-side to spread out the mengkirai pulp on the mould. Finally, the deckle is lifted completely off the water to allow all the water to drain off. This produces a mengkirai pulp sheet.

Following this, wet sheets of mengkirai papers are transferred from the mould onto sheets of felt, one sheet on top of another. This process is called couching. Soft and absorbent felt should be used. The mould is pushed onto the felt firmly so that the paper adheres to it. This stack of wet papers is called a post of papers.


Then, the post of wet mengkirai papers is put under the press to squeeze the remaining moisture out over night. Pressure is gradually applied to the pulp sheet until no water comes out from the post of paper1.

After the pressing process, the sheets are transferred onto a large vertical wooden panel to dry. This process is called laying. The mengkirai papers still contain 65%–70% of water, after being pressed overnight. Mengkirai papers are carefully peeled off from the felt. This process is very sensitive, because the paper may also develop pinch marks if it is not handled carefully during the peeling. Once the mengkirai sheets are peeled off completely, they should be put on the wooden panel to dry.

For the final drying process that is commonly practiced in handmade papermaking, the mengkirai papers are placed on a vertical panel and allowed to dry at room temperature. For this research project, 100 g of metal cellulose is mixed to 1000 ml water, which helps the sheets to stick on the panel. The solution is evenly spread onto the panel using a roller. The papers are left to dry at room temperature for almost one day depending on the paper thickness.

Because of the hydrophilic quality of cellulose, each sheet of paper is like a potential sponge. This means that the mengkirai paper will easily absorb moisture and lose its shape if a wet drawing/painting medium is applied on it. Sizing glue is used in this research to avoid this problem.

Two methods of sizing are employed: external and internal (also known as coating)2. In external sizing, 300 g of pure gelatine and 30 g of alum (aluminium sulphate) must be soaked in 6000 ml of cold water until they swell. Then, the mixture should be heated slowly until it dissolves completely. Gelatine is added until the mixture becomes neutral. The percentage of acidity could be measured through pH meter. The mixture should not be very thick, because that makes the paper very hard. The best time to use sizing infiltration is when the solution is warm. Then, each sheet of mengkirai paper is immersed into the sizing solution. Each sheet should be well covered. After that, the sized sheets are removed and placed on the vertical panel to dry.

Internal sizing (coating) in the current study, includes the filling of the empty holes of the pulp, coating the papers with calcium carbonate and recycling the paper pulp to make the paper more durable and water resistant. Fillers are used in papers to heighten absorbency, softness, dimensional stability, increased rigidity or fine resistance. For this purpose, 30% of calcium carbonate/recycled paper should be mixed with the 70% of mengkirai pulp, using the Hollander beater.

Finally, the finishing process helps the papers to have a smoother surface. This is done by compressing the mengkirai papers one by one through a press machine. Papers can either be hot-pressed or cold-pressed. Hot-pressed papers are characterised by very smooth surfaces while the cold-pressed papers can vary from rough to smooth (Staff and Sacilotto 1978). Both kinds of pressing have been applied in the current study to make pressed mengkirai papers.

STUDIO EXPERIMENTATION, PROCESSES AND RESULTS: MENGKIRAI

For quality test in this study, pressed-sized and pressed-unsized pure mengkirai, mengkirai + recycled paper and mengkirai + calcium carbonate handmade papers were given to some well known Malaysian artists to test with pencil, charcoal, acrylic and printmaking (Figures 3–6). Each artist had to focus on one material to test. Additionally, some of the same tests had been done by the researcher herself.

The next section summarises the results of the tests which were carried out by different Malaysian artists on handmade mengkirai papers.

Pure mengkirai, mengkirai + recycled paper, and mengkirai + calcium carbonate papers are totally acid free. These papers have fair weight and very good texture to be used for the acrylic medium. Furthermore, sized and unsized papers have been used for the acrylic medium. Unsized paper is good when acrylic is used as a thick paste which has characteristics similar to oil paint. However, when diluted to a wash, sized paper is suggested.

For this research, the printmaker artist used Intaglio print on all the varieties of mengkirai papers. The artist believes that mengkirai papers are quite thin to be used for Intaglio print. Nevertheless, all of the handmade papers have fair ability to hold colour pigments.
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Photo 3 Artist’s test result, acrylic on mengkirai paper, 30 × 30 cm, 2012, Malaysia.

Artist: Fauzan Omar; Photographer: Elham Shafaei



Based on the artists’ comments about using pencil on different varieties of mengkirai papers, all the papers seem to be very interesting. They have beautiful textures and are suitable for drawing with pencil. They also have a good ability for line variation and tonal variation. Furthermore, except for pure mengkirai paper, they are erasable.

The artists also say that all the different varieties of mengkirai papers are suitable for charcoal drawing. Their surfaces and textures are fine and have the capability for line variation and tonal variation. Additionally, with the exception of pure mengkirai paper, they are erasable. However, the colours of mengkirai, mengkirai + recycled paper and mengkirai + calcium carbonate papers are too dark to be used for charcoal.
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Photo 4 Artist’s test result, printmaking on mengkirai paper, 30 × 30 cm, 2012, Malaysia.

Artist: Kim Ng; Photographer: Elham Shafaei
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Photo 5 Artist’s test result, pencil on mengkirai paper, 30 × 30 cm, 2012, Malaysia.

Artist: Izmer Ahmad; Photographer: Elham Shafaei
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Photo 6 Artist’s test result, charcoal on mengkirai paper, 30 × 30 cm, 2012, Malaysia.

Artist: Izmer Ahmad; Photographer: Elham Shafaei



CONCLUSION

This research shows that mengkirai fibres make excellent fine art papers since these papers are the purest, toughest and strongest papers which are comparable with commercial art papers. The bark of this tree is a rich source of cellulose. Mengkirai fine art papers are suitable to be used with different types of painting and drawing mediums. Overall, it is found that papers made from mengkirai bark are suitable for all the dried mediums tested, namely pencil and charcoal. Nevertheless, sized-mengkirai- papers are slightly better to be used with wet mediums.

Since Malaysia produces numerous internationally famous painters and draftsmen, all of these artists (and art students) are dependent on using imported papers that are very highly priced. It goes without saying that this research has an excellent potential for commercialisation, providing cheaper yet high-quality alternatives to local artists and art students. Thus, mengkirai papers can enable them to be more self-sustaining by reducing their reliance on expensive imported art papers. Additionally, the local national economy can be advanced with the help of handmade paper enterprises (Poudyal 2004). It is also foreseen that this research will be able to create a promising future in the enhancement of human capital and commercial potential (Ganguly, Bhaduri and Day 2004; Poudyal 2004; Biggs and Messerschmidt 2005).
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NOTES

1.      Couching would be repeated to make a post of papers. “Post” is a variable measurement and is the term given to a quantity of the freshly couched sheets with felts between them ready for pressing (Asuncion 2003; Turner and Skiöld 1983: 80; Shannon 1987).

2.      A comparison of the appearance and feel of papers that were sized externally and internally shows the paper with external sizing is stiffer and harder than the internally sized paper (Asuncion 2003). Sizing materials include animal glue, gelatine and plant sizing (made from rice, corn, wheat or tapioca starch, algae, plant juices or rosin). Animal glue and pure gelatine are very useful materials for sizing. Pure gelatine is perfectly suitable, because the low quality of animal glue helps the papers to turn yellow quickly (Staff and Sacilotto 1978).
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The inaugural George Town Literary Festival 2011 in Penang, Malaysia, came to a successful close with acoustic fingerstyle guitarist-composer Az Samad’s solo guitar performance on 27 November 2011. Held at The Canteen and Bar of the newly opened China House at Beach Street, Az Samad’s performance brought together many connoisseurs as well as aficionados of the arts, literary, theatre, and music community from around the island in support and celebration of the festival.

One may simply read this musical performance as an ornamental item to enliven a festival of multicultural and multilingual literary origins in which the artsy-fartsy folks operating their usual culture-vulture habits were entertained with live jazzy guitar music while they exchanged ideas and possibly networked one last time before bidding their farewell. One may question what does music have to do with literature, or what do both disciplines have in common. It dawned on me that a parallel may be drawn between literary works and musical productions, as both are objet d’art, artefacts of creative inventions in which the elements of narrative are among numerous common fundamental characteristics in literature and music. While narratives are documented in printed text as in the form of novels and poetry, the unfolding of narrative contents in a piece of musical art work is presented through the agency of sounds, melody, harmony, and even text itself via aural transmission. Hence, producer Chee Sek-Thim’s inclusion of a live solo guitar performance by Az Samad as the festival’s culminating event is a succinct manifestation of his intention to creating “a platform for art practitioners to showcase their works, hold dialogues and exchange ideas.” With this notion Chee pushed his ideals a step further through Az Samad’s poetic reading of his original musical compositions.

Chee’s choice of musician for this event is most appropriate in several respects. First and foremost, Az is not only a highly accomplished guitarist, he is also a composer who writes music which vividly tells a story. Furthermore, Az comes from a celebrity literary family; his father is none other than the eminent Malaysian National Laureate Datuk A. Samad Said. Az says he grew up living and sleeping between books and “often recited my father’s poetry in school.” He gives full credit to his father for having a keen interest in poetry, and identifies his father’s works and work ethics as a source of inspiration. These formative elements have definitive influence on him as clearly reflected in his musical productions – a balanced, poetic blend of musical narratives delivered through top notch performance techniques. These characteristics therefore made Az the producer’s absolute first choice to grace the festival’s closing program.

With much publicity on the performance, the Canteen and Bar quickly filled up with an enthusiastic crowd ranging from different age groups. Upon curator Bernice Chauly’s introduction, Az came on the make shift stage, addressed his eager audience, and immediately went on to captivate them with his electrifying virtuosic performance. It is often believed that impressive opening numbers are the determining factor of the success story of a live performance; interestingly Az’s concert program for the evening proved otherwise – it was a line-up of musical items which displayed a sincere, modest presentation of his stories. His first piece Hit Me Up, beginning with a quiet, unimposing percussive introduction built on a few pickings on the steel strings, playful hitting and slapping on the body of the guitar as if the guitarist is rousing his instrument to come alive, is truly a piece to be reckoned with. The moment the main thematic idea kicked in, Az unveiled his virtuosity through various fingerstyle techniques, such as rasgueado – a finger strumming technique generally associated with Spanish Flamenco guitar music, rhythmic tapping and slapping on the body of the instrument with great precision, and percussive plucking – which instantaneously ignited fervent applause from the audience. Az was literally a one-man ensemble in which he was not only the bass player, he was also the instrumentalist for the main theme or melodic lines, the accompanist who provided harmonic support, and last but not least the ever obligatory percussionist. The entire performance had a strong theatrical trait as visual element is an essential component in fingerstyle guitar.

Besides such exhilarating musical language, simple unassuming lyricism marks another facet of his compositional style. Az’s lyricism is best demonstrated in two particular works namely, Letter from Tahoe, a piece inspired by the beautiful landscape of North Lake Tahoe which he has visited, and The C Factor. The first piece has a clear formal structure which houses four simple lines that are variedly repeated: a reminiscent of the unspoiled terrain of North Lake Tahoe. Despite its “rockish” middle section, The C Factor projects some definitive characteristics of Celtic/Irish folk music. Its incessant oscillating melodic gestures are created by seamless undulating riff-like figures played in contrasting registers, thus creating a trance like aural experience that is also kaleidoscopic in its timbre.

These pieces verify Az’s versatility as a musician-composer; this may be substantiated by the wide ranging musical styles and technical skills that he displayed with ease throughout the entire evening. As a late learner who bought his first guitar – a blue sunburst kapok – with the RM80 his grandmother gave him and signed up for guitar lessons under the Associated Board of the Royal School of Music (ABRSM) syllabus at the age of 15, Az actually progressed at a remarkable pace. Upon graduating with a Bachelor of Music in music arrangement from University of Westminster in 2003 at the age of 22, Az went on to further his music education majoring in jazz composition and performance as well as jazz studies at Berklee College of Music in Boston and San Jose State University in California respectively. In less than a decade, Az has attained an exceptionally high level of performance virtuosity and compositional competency as manifested in his original CD recording releases.


As a sensitive and highly perceptive musician, Az finds inspiration in his surroundings, in the people he meets, and places he visits. All his life experiences are passionately imprinted onto every pitch, every harmonic nuance, and every rhythmic cell in his music; listening to him play is comparable to reading his stories. For instance, Lagu Royalti Belum Datang – a piece dedicated to his father, is also a musical caricature of the National Laureate. Throughout the piece one could hear Datuk A. Samad Said’s anxiousness and concerns for the late arrival of his royalty. Az has also written a piece for his mother titled Irama Espanyola which displays exuberant vigour as well as uncompromising rhythmic precision and clarity. It is interesting to note that Az has chosen Spanish musical idioms as the fundamentals for writing this piece for his mother. I would like to take the liberty to view this as his personal approach in associating his early compositional style – Spanish – with the first woman in his life – his mother; a wonderful endearment to his first loves indeed.

Penyair (1973) is a piece based on a poem of the same title by Datuk A. Samad Said which reads as follows:

Kepada setiap [To every]

penyair gundah [sad poet]

daun gugur pun [even the falling leaf]

sentiasa indah [is always beautiful]

By using quiet lyricism and transparent texture, Az has successfully conjured up a sense of bitter sweet sentiments to depict a forlorn poet’s train of thought and susceptibilities as transpired in his father’s words. Incidentally, through all its polyphonic lines and rich harmonies one hears Az – his interpretation of his father’s verse.

On the whole, the entire program of this event is essentially Az’s autobiography, presented in a different kind of text through the agency of musical elements. Every piece performed is a chapter in his “book,” each with its unique thematic materials and characteristics which are meticulously phrased and rhymed to best convey his story. And he shared his stories most passionately, reading through each one of his chapters with his eyes closed, a smile on his face, and he moved – stepping and swaying as his stories prompted him. Literally speaking, Az performs not only for his audience, he also reiterates his stories for himself to savour its every little detail and to meditate upon them. Although his works are completed compositions, his performance always projects an unmistakable improvisatory nature which is an inherent element in jazz, and a style commonly associated with Flamenco guitar music.

Az has a wonderful sense of humour; he is very charming, approachable, humble and easy to be around with. He is open-minded, down-to-earth and always delighted to share his thoughts and experiences which he does so well through his creative musical art and performance skills. While his stories are being transmitted through the mass media on the international platform, Az’s musical excellence continues to bring him endless accolades… and Malaysia is so very proud to have a prodigious son in Az.
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Photo 1 Az Samad telling his stories through his fingerstyle guitar compositions at the Canteen and Bar, China House.

Source: Photo by Courtesy of Julian “Lefty” Kam.
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Dangdut Stories adalah sebuah kajian diakronik yang menyeluruh dari aspek sosial dan muzikal mengenai dangdut, genre muzik pop yang paling popular di Indonesia. Penulisnya, Andrew N. Weintraub, Profesor Madya Muzik di University of Pittsburgh, merupakan salah seorang pengkaji muzik Asia Tenggara yang terkemuka di Amerika Syarikat. Fokus kajiannya meliputi aspek budaya, agama (khasnya Islam) dan seni daripada beberapa genre muzik di Indonesia dan Malaysia, seperti dangdut dan orkes Melayu. Beliau juga sudah melakukan pengkajian yang mendalam mengenai pertunjukan wayang golek dalam masyarakat Sunda di Jawa Barat.1 Dengan menggunakan pendekatan interdisiplinari yang menggabungkan ilmu etnomusikologi, antropologi media, dan kajian budaya (cultural studies), Andrew N. Weintraub menghubungkaitkan ciri-ciri estetik dangdut, penggunaan dan efek-efek genre ini dengan keadaan sosial dan kebendaan dalam masyarakat Indonesia moden.
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Dangdut adalah sebuah genre kacukan (hybrid) yang pada awalnya merupakan percampuran unsur-unsur muzik Melayu, Arab dan Hindustan (India). Istilah dangdut sendiri kononnya onomatope daripada bahasa Jawa yang berasal daripada bunyi tabla (atau gendang), salah satu alat muzik yang digunakan dalam pertunjukan dangdut, yang kemudian ditulis atau diucapkan “dang” dan “ndut.” Bukti tekstualnya dapat dirujuk pada penggalan lirik lagu “Terajana” yang dipopularkan oleh Raja Dangdut Rhoma Irama pada tahun 1973, yang berbunyi: “Sulingnya suling bambu, gendangnya kulit lembu, dangdut suara gendang rasa ingin berdendang.”

Sebuah kumpulan muzik dangdut terdiri daripada beberapa orang penyanyi lelaki dan wanita yang juga boleh menari serta empat hingga lapan orang pemuzik. Alat-alat muzik utama adalah tabla, mandolin, gitar dan organ (digital keyboard). Penyanyi wanita biasanya tampil dalam beraneka ragam gaya pakaian, baik daripada berpakaian Muslimah atau yang menjolok mata. Pertunjukan biasanya diadakan di atas sebuah panggung di lapangan terbuka, yang boleh berlangsung pada siang atau malam hari (setelah solat Isyak). Irama muzik dangdut cenderung mengajak penontonnya bergembira dan bergoyang (juga dikenali sebagai “goyang dangdut”), walaupun lirik lagu umumnya berkenaan dengan kesedihan dan dukacita. Goyangan tubuh penyanyi yang bercirikan “goyang dangdut” sering bertumpu pada pinggul dan bahu. Dangdut moden mempunyai unsur-unsur muzik pop Timur Tengah, rock, house, hip hop, Rhythm & Blues (R&B) dan reggae.

Setakat ini mungkin tidak ada genre muzik lain di Indonesia yang boleh menyaingi kepopularan dangdut. Di kebanyakan kota di Pulau Jawa, besar dan kecil, juga di kampung-kampung, pertunjukan muzik dangdut boleh disaksikan hampir setiap minggu. Dangdut menjadi hiburan yang sangat merakyat dan paling diminati oleh masyarakat kelas bawahan. Pertunjukan muzik dangdut diadakan dalam berbagai acara: pesta perkahwinan, peringatan hari-hari besar nasional (seperti hari kemerdekaan Indonesia pada setiap 17 Ogos), pelantikan kakitangan rasmi kerajaan (seperti lurah, camat, bupati atau gabenor), perasmian perusahaan, promosi produk-produk perusahaan, bahkan juga untuk kempen-kempen politik.

Buku ini terdiri daripada sembilan bab, termasuk Pendahuluan (Introduction) dan Kesimpulan (Conclusion). Dalam Bab 1 penulis memaparkan ruang lingkup, teori dan metodologi kajian. Penulis antara lain menyatakan bahawa fokus pembahasan dalam buku ini adalah dangdut sebagai sebuah repertoir (lagu, teks dan aliran), sebagai komuniti (kumpulan penyanyi, penata muzik, pemuzik, produser dan penggemar), sebagai sebuah gaya pementasan (spektakuler, berlebihan dan heboh) dan sebagai sebuah perbualan/wacana (discourse) tentang hubungan sosial dan kekuasaan. Salah satu tujuan utama buku ini adalah memperlihatkan perubahan dangdut dalam tempoh masa 40 tahun yang dapat dikesan melalui munculnya kepelbagaian gaya dan perebutan kegunaan sosial, fungsi dan maknanya dalam masyarakat Indonesia (hlm. 15).

Bab 2 memaparkan asal usul muzik dangdut yang kononnya berkait rapat dengan muzik Melayu Deli. Namun, dalam bab ini digambarkan percanggahan pendapat mengenai asal usul muzik dangdut tersebut. Dalam Bab 3 pula penulis menghuraikan pelopor artis dangdut terkemuka, alat-alat dan elemen-elemen muzik, dan proses “penterjemahan” lagu-lagu dari India yang telah membentuk genre “proto-dangdut” dalam dekad 1950-an dan 1960-an. Artis-artis pelopor di awal pertumbuhan dangdut ini antara lain adalah Ellya Khadam, Munif Bahasuan dan A. Rafiq (meninggal dunia pada 19 Januari 2013) yang memulakan karier mereka sebagai penyanyi dalam orkes Melayu pada tahun 1950-an. Dalam bab ini penulis juga menggunakan lagu-lagu yang mereka nyanyikan untuk menggambarkan kaitan antara orkes Melayu dan dangdut.

Bab 4 membicarakan proses pengkristalan unsur-unsur muzik India yang diadaptasi oleh orkes-orkes Melayu (seperti yang telah dibicarakan dalam Bab 2 dan Bab 3) menjadi “dangdut.” Proses ini terjadi sepanjang dekad 1970-an, seiring dengan perubahan politik Indonesia yang memberikan peluang yang lebih besar bagi apresiasi budaya, khasnya muzik, dari lingkungan serantau mahupun antarabangsa. Pada masa inilah terbentuknya pemahaman dangdut sebagai muzik “rakyat.” Penulis selanjutnya membahas dengan panjang lebar cara-cara pengartikulasian “dangdut sebagai rakyat,” “dangdut untuk rakyat” (yang berkait rapat dengan tokoh “Raja Dangdut” Rhoma Irama di mana perjalanan karier dan warna muziknya dihuraikan secara terperinci oleh penulis dalam bab ini), dan “dangdut adalah rakyat itu sendiri.” Dengan kata lain, bab ini membahas proses “perakyatan” muzik dangdut.

Bab 5 membahas kemasukan muzik dangdut ke dalam pasaran industri budaya massa yang tentunya berkait pula dengan perkembangan industri media moden di Indonesia (industri rakaman, radio, televisyen dan lain-lain). Fenomena pengkomersilan dangdut ini terjadi sejak pertengahan dekad 1970-an dan meningkat pada dekad 1980-an. Penulis secara mendalam membahas efek-efek daripada pengembangan dan pengkomersilan muzik dangdut ini, sama ada terhadap estetika dan lirik-lirik lagu muzik dangdut itu sendiri, penampilan fizikal para penampilnya (khasnya penyanyi), mahupun citra yang muncul dalam masyarakat Indonesia terhadap genre ini sebagai mewakili muzik masyarakat kelas bawahan. Bab ini juga memerikan kisah dua penyanyi dangdut yang terkemuka pada era 1980-an: Mansur S. dan si “Ratu Dangdut” Elvi Sukaesih.

Perkembangan industri media yang sangat pesat di Indonesia telah membawa perubahan signifikan pada muzik dangdut dan apresiasi masyarakat umum terhadapnya. Banyak program televisyen yang menayangkan pertunjukan muzik dangdut hampir setiap hari. Terdapat bermacam-macam program interaktif dengan penyanyi dangdut di pelbagai saluran televisyen (misalnya yang paling popular kebelakangan ini adalah program Bukan Empat Mata yang dikelolakan oleh pelawak Tukul Arwana di saluran televisyen Trans7 di Jakarta). Akibat mediatisasi muzik dangdut oleh industri televisyen di Indonesia, khalayak (audience) muzik ini kini makin meluas. Pada masa ini dangdut tidak lagi identik dengan masyarakat kelas bawahan sahaja. Sejak Gabenor Jawa Timur Basofi Sudirman (1993–1996) melancarkan sebuah album dangdut yang bertajuk Tidak Semua Laki-laki pada tahun 1995 yang sangat laris di pasaran (diterbitkan oleh Gadjah Mada Record dalam format kaset), populariti muzik dangdut meluas pula dalam dunia politik. Ahli politik Indonesia sedar bahawa dangdut adalah muzik yang paling dekat dengan masyarakat umum. Oleh yang demikian, mereka memanfaatkannya untuk kempen-kempen politik mereka dalam rangka mendekati dan mengambil hati rakyat.

Bab 6 memerikan proses perubahan citra muzik dangdut daripada genre yang selalunya mewakili masyarakat kelas bawahan menjadi muzik nasional Indonesia. Pertanyaan mendasar yang dikemukakan oleh penulis dalam bab ini adalah: sejak bila dan dalam bentuk apa dangdut menjadi sebuah pelambang bagi kebangsaan Indonesia? (hlm. 150). Bab ini juga menghuraikan proses transformasi dangdut, menjadi muzik nasional Indonesia pada era 1990-an. Pada masa ini dangdut tidak hanya identik dalam kalangan masyarakat kelas bawahan di Pulau Jawa sahaja, tetapi sudah diterima meluas dalam kalangan masyarakat kelas bawahan di sebahagian besar wilayah Indonesia. Hal ini disebabkan oleh sokongan industri televisyen yang berkembang pesat di Indonesia. Tidak dapat dinafikan bahawa perkembangan industri televisyen yang pesat di Indonesia telah meluaskan wilayah apresiasi muzik dangdut, sama ada secara geografikal mahupun dari segi kelas sosial, dan telah meningkatkan popularitinya dalam kalangan masyarakat umum. Bab ini juga menghuraikan proses internasionalisasi muzik dangdut. Proses “go internasional dangdut” berkait dengan faktor-faktor ekonomi dan mobiliti orang Indonesia. Pengiriman tenaga kerja Indonesia (TKI) yang berasal daripada kelas bawahan ke luar negara yang meluas sejak tahun 1990-an secara tidak langsung telah berjaya memperkenalkan dangdut di luar negara. Kelompok TKI di negara-negara tempat mereka bekerja sering menjemput grup-grup muzik dangdut dari Indonesia untuk menghibur mereka melepas kerinduan pada kampung halaman selain membawa rakaman komersial dangdut (sama ada dalam bentuk kaset ataupun VCD) ke tempat mereka bekerja di negara-negara asing untuk keperluan yang sama.


Bab 7 memfokuskan pembahasan pada penyanyi dangdut Inul Daratista yang kontroversial kerana “goyang ngebornya” (drilling dance) yang sangat erotik. Penulis menggambarkan reaksi masyarakat (khasnya umat Islam) dan pemerintah terhadap Inul. Fenomena Inul dengan “goyang ngebornya” telah menimbulkan pro-kontra dalam masyarakat Indonesia. Di Malaysia sendiri Inul tidak boleh tampil kerana dianggap sangat erotik, seksi dan kurang sopan (hal ini mengingatkan kita pada kes Lady Gaga baru-baru ini, yang juga dilarang tampil di Indonesia, meskipun alasan politik dan budayanya mungkin berbeza). Banyak pihak menuduh Inul sebagai perosak moral masyarakat, tetapi pihak lain membelanya dengan alasan bahawa ekspresi seni tidak boleh dibatasi. Inul akhirnya mundur dari dunia muzik dangdut dan kemudian berjaya menjadi pengusaha karaoke Vizta Family Karaoke dan Televisi yang mempunyai cabang di beberapa kota di Indonesia.

Bab 8 menggambarkan pengaruh dangdut terhadap muzik-muzik daerah atau muzik-muzik etnik di Indonesia. Penulis antara lain membicarakan pengaruh dangdut dalam muzik Jawa, Sunda, Minangkabau dan Melayu. Umpamanya, dalam pop Minang di Sumatra Barat dikenali sebagai subgenre saluang dangdut dan di Jawa Timur pula dikenali sebagai subgenre dangdut koplo. Itulah antara lain keunikan perkembangan muzik dangdut: bermula daripada muzik Melayu Deli, kemudian mendapat identiti Jawa dari segi geografi dan budaya, malah dikenali di luar negara dan kemudian mempengaruhi muzik-muzik daerah, termasuk muzik Melayu.

Di dalam Bab 9 penulis menggambarkan pentingnya dangdut sebagai ikon budaya nasional Indonesia. Penulis juga membahas filem Mendadak Dangdut (2006) yang menunjukkan dangdut dijadikan sebagai ikon yang bersifat lintas genre dan lintas media. Selain itu, penulis mengingatkan pentingnya untuk melakukan pengajian lebih lanjut mengenai aspek dangdut yang lain. Buku ini tidak membicarakan secara mendalam tentang sejarah para pencipta dan penggubah lagu-lagu dangdut, juga fenomena transnasional muzik dangdut di luar Indonesia, seperti di Malaysia, Singapura, Jepun dan negara-negara Timur Tengah (hlm. 232). Oleh itu, masih banyak aspek muzik dangdut yang harus dikaji lebih lanjut.


Dangdut Stories telah memperlihatkan muzik dangdut mempunyai kekuatan yang berpengaruh dalam masyarakat dan budaya Indonesia mutakhir (kontemporari). Buku ini telah menghuraikan proses perjalanan sejarah dangdut daripada sebuah genre muzik yang dianggap rendah dan diperlekehkan di Indonesia pada tahun 1970-an menjadi genre muzik yang penting pada abad ke-21, bahkan dikenali sehingga ke luar negara. Popularitinya sebagai muzik komersil meningkat pada tahun 1980-an sehinggakan menjadi muzik pop nasional dan global pada era 1990-an, selanjutnya mempengaruhi pelbagai muzik daerah pada abad ke-21.

Buku ini adalah sebuah sejarah sosial dan muzikal tentang dangdut dengan naratif analisis yang luas tentang kelas sosial, gender, etnisiti dan bangsa (nation) selepas kemerdekaan Indonesia (1945 sehingga sekarang). Dangdut Stories mengandungi sumber material muzikologi yang baru dan kaya dalam bentuk temu bual dengan para artis dangdut, berbagai maklumat daripada sumber-sumber jurnalistik, analisis yang mendalam tentang ciri-ciri dasar dangdut, yang dikombinasikan dengan peninjauan kembali secara kritis terhadap kepustakaan (rujukan-rujukan akademik) yang sudah ada mengenai genre muzik ini.

Buku ini dilengkapi dengan data rakaman mengenai muzik dangdut yang disediakan pada laman web www.oup.com/us/dangdutstories. Dalam laman web tersebut pembaca boleh mendengar dan melihat streaming audio dan video lagu-lagu dangdut yang digunakan sebagai data analisis dalam buku ini. Ia ditandai dengan gambar bulatan hitam dengan titik putih di dalamnya—saya melihatnya seperti piring hitam [disc]) yang boleh ditemukan pada halaman-halaman tertentu dalam buku ini—yang menjadi petunjuk bagi pembaca untuk merujuk pada laman web tersebut.

Saya berpendapat ada beberapa perkara menarik di sekitar muzik dangdut yang belum dijelaskan dalam buku ini. Misalnya, mengapa ramai penyanyi dangdut nasional berasal dari etnik Jawa dan Sunda? Apakah fenomena ini disebabkan oleh “keselarasan” geografi budaya (cultural geography) etnik Sunda dan Jawa dengan ciri-ciri muzik dangdut? Masih terdapat perdebatan tentang asal-usul dangdut yang dikatakan berasal daripada muzik Melayu Deli tetapi ada pula yang mengatakan bahawa dangdut mula berkembang dalam kalangan santri Muslim di Jawa. Seharusnya penting untuk mendapatkan pandangan anggota masyarakat dari etnik-etnik di luar Pulau Jawa tentang apa sebenarnya muzik dangdut di mata mereka. Efek-efek sosial muzik dangdut sendiri dalam kalangan rakyat biasa, terutama di kota-kota kecil dan di luar kota-kota metropolitan seperti Jakarta, Bandung dan Surabaya (misalnya di pantai utara Jawa), belum banyak dibahas dalam buku ini. Melalui pertanyaan-pertanyaan di atas, yang jelas dangdut merupakan sebuah genre muzik yang menarik. Dangdut merupakan salah satu laluan kultural yang membentuk identiti kebangsaan (nation identity) bangsa Indonesia.

Dangdut Stories telah diterjemahkan ke dalam bahasa Indonesia, bertajuk Dangdut: Musik, Identitas dan Budaya Indonesia (Penterjemah: Arif Bagus Prasetyo), Jakarta: Kepustakaan Populer Gramedia, 2012. Oleh itu ia dapat membuka peluang pembaca dari Malaysia dan Indonesia untuk mengetahui genre muzik ini dengan lebih mendalam. Buku ini disyorkan dibaca oleh penyelidik, pelajar seni muzik institusi pengajian tinggi dan juga peminat bidang muzik.

NOTA

1.      Andrew Noah Weintraub, Power Play: Wayang Golek Puppet Theater of West Java (Athens: Ohio University Research in International Studies; Singapore: Institute of Southeast Asian Studies, 2004).
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