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From the Editor

© Penerbit Universiti Sains Malaysia, 2016

Wacana Seni Journal of Arts Discourse. Jil./Vol.15. 2016

This issue of Wacana Seni focuses on elements of style and aesthetics of particular tangible and intangible heritage of Asia. The essays illustrate that the styles are linked to the social functions of the forms; they are shaped by the local cultures and change as the specific societies develop.

Quintero and Mohd Anis look at the “curvilinear ethnoaesthetic” embodied in the movements and kulintang motifs of the Pangalay among the Suluk in Sabah, Malaysia.

Likewise, Noor Hayati et al. show that the conceptual design of the Minangkabau traditional houses is associated with the matrilineal kinship system of the Minangkabau society in West Sumatra, Indonesia and Negeri Sembilan, Malaysia. Nevertheless, variations in designs occur especially in Malaysia as the Minangkabau people adapt to local cultures.

Similarly, Azadeh Nikouei discusses the functions, colours, patterns and symbols of Iranian dolls and relates them to the religious beliefs, rituals, identities, values of the different ethnic groups in Iran. Dolls are important tools for communication and for preserving traditions.

In the same way, Hanisa Hassan studies how the designs of the baju kurung have been transformed to suit the lifestyles of the modern Malay women of Malaysia while Sarisa Prateepchuang et al. investigate the changes in the instruments, music and other elements in the water puppet theatre performances resulting from modernisation in Hanoi, Socialist Republic of Vietnam.

Additionally, we have four reviews where the respective authors critique how artists have negotiated and crossed different types of borders. Johan, Hardy and Pravina explore the navigation of boundaries between the academia, industry and community in terms of the musical arts at a roundtable discussion held at the School of the Arts, Universiti Sains Malaysia (USM). Pravina and Yumi appraise how the musicians of the Sirius Quartet have challenged the boundaries of convention in their musical concert held at USM. Muralitharan investigates the adaptation of Usman Awang’s script of Uda dan Dara by Faridah Merican and Joe Hasham to make the performance relevant and current. Finally, Safrizal’s “Views from the 6ix” illustrates the blurring of conventions in the techniques and representations of the paintings of six artists of Malaysia.

Tan Sooi Beng

Editor-in-Chief





The Curvilinear Ethnoaesthetic in Pangalay1 Dancing among the Suluk in Sabah, Malaysia

Desiree A. Quintero1* and Mohd Anis Md Nor2

1,2 University of Malaya, MALAYSIA

* Corresponding author: daquintero@gmail.com

© Penerbit Universiti Sains Malaysia, 2016


Published online: 15 November 2016

To cite this article: Desiree A. Quintero and Mohd Anis Md Nor. 2016. The curvilinear ethnoaesthetic in Pangalay dancing among the Suluk in Sabah, Malaysia. Wacana Seni Journal of Arts Discourse 15: 1–25. http://dx.doi.org/10.21315/ws2016.15.1

To link to this article: http://dx.doi.org/10.21315/ws2016.15.1



ABSTRACT

Pangalay refers to a dancing among the Suluk people in Sabah, Malaysia performed primarily during social occasions that focuses on movement motifs of the hands and arms, moving in a slow and sustained way with a musical ensemble called kulintangan. Pangalay integrates spontaneity and imagination through the agentic process of a dancer, that is grounded in visual notions of the curvilinear, denoting kinaesthetically bound movement imbued with the aesthetic qualities of curving and curling in space of the body, specifically in the movement motifs of hands, arms and for some dancers, asymmetry of the bodyline. The curvilinear as abstraction is an aesthetic experience premised on the idea of the bending of or deviation from the straight line, as in the curve, and the twisting and turning of the line, as in the curl. This concept is embodied in both the kulintangan motifs that rise and fall, rhythmically slow or quicken, and in the movement motifs executed by the dancer that curve and curl through space. Pangalay is improvisation of movement within aesthetic conventions of the curvilinear that are culturally shaped, reflecting the ethnoaesthetic of the Suluk people.
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PANGALAY

The Suluk people are designated as one of over 50 ethnic groups in the Malaysian state of Sabah and are referred to as Tausug in the Philippines. Communities of Suluk people are located throughout the Sulu archipelago in the southern Philippines, and in Sabah in the eastern part including the Sandakan and Tawau divisions, the northern area in Kudat and the state capital of Kota Kinabalu on the west coast. Prior to the formation of the nation of Malaysia in 1963, Suluk people motivated by trade had begun to settle in Sabah about 200 to 300 years ago. It was the eruption of violent conflict in the early 1970s between the Armed Forces of the Philippines and various armed groups in the southern Philippines and the subsequent economic deprivation in the region that instigated mass migrations of people from the Sulu archipelago in present-day Philippines to Sabah. The research presented in this essay was conducted primarily among first and second generation Suluk people either born in or migrated at a young age to Sabah, Malaysia.

Pangalay refers to a dancing among the Suluk/Tausug people performed primarily during social occasions as part of maglami-lami or “merry-making” that focuses on movement motifs of the hands and arms, moving in a slow and sustained way against a quickened pulse of the musical ensemble called kulintangan. Kulintangan also refers to the main melodic instrument that is made up of horizontally laid knobbed gongs placed on a wooden frame called papagan. The kulintangan is played by two musicians, one musician playing the melody on the lower register and the other musician playing a constant and consistent rhythmical pattern usually on the highest pitched gong called the tung tung. The three large hanging knobbed gongs or agung are played by two musicians, with one musician playing two gongs with rhythms that interlock and the other musician playing the large single gong. Traditionally in the Suluk kulintangan ensemble, a double-headed drum called gandang was played with the hands and at times in pairs, as documented by anthropologist and ethnomusicologist Thomas Kiefer in the 1960s in the Sulu archipelago (Kiefer 1970). In conversations with Suluk people, the gandang was mentioned as traditionally a part of the kulintangan ensemble. However, in the present-day, the singular or dual gandang is not as common among the Suluk people in Sabah, and the singular double-headed snare drum played on one side called a tambur or tambul is more commonly found.2

Pangalay, the verb form being mangalay, involves the idiosyncratic ways of dancing set within certain aesthetic conventions with the ostinati rhythms of the kulintangan ensemble. Pangalay integrates spontaneity and imagination in an agentic process of a dancer that is grounded in visual notions of the curvilinear, denoting kinaesthetically bound movement imbued with the aesthetic qualities of the body curving and curling in space, specifically in the movement motifs of hands, arms and, for some dancers, asymmetry of the bodyline. Pangalay is improvisation of movement within aesthetic conventions of the curvilinear, reflecting the ethnoaesthetic of the Suluk people. This essay seeks to explore the ways in which the aesthetics of the Suluk people that are culturally shaped become kinaesthetically manifested and experienced in social spaces of dancing with kulintangan music.

ETHNOAESTHETICS

Ways of visually understanding, interpreting and being moved by performance are culturally coded aesthetic experiences. The term aesthetic comes from the Greek aisthetikos meaning perception by the senses (OED 2015). Aesthetics concern notions of beauty and taste formed from an evaluative process filtered through cultural values (Kaeppler 2003), that brings to the forefront the experience of art and performance. Taste as aesthetical, is awareness coming from having a visceral, sensate experience that brings about emotional and bodily responses. For example, Suluk dancers often mention that a kulintangan ensemble that plays well as in a thick layering of several ostinati of interlocking and steady rhythms of the kulintangan, agung and drums, affects them in physically manifested ways such as in the “hair standing on my arms.” The “taste” of listening is shaped by not only the understanding of “how” to listen to kulintangan rhythms in order to decipher “good” playing, but the ways in which listening is a sensate experience. The musicking of the kulintangan is an aesthetically cultural experience. As such, aesthetics in dance not only deals with dance as it is visually presented as in appreciating the “beauty” of art through the cultivation of one’s judgement and taste, but the ways in which culturally shaped aesthetic principles are embodied and experienced by doers and beholders of the performance.

Beauty in as much as it may be subjectively understood as in what is considered pleasing, is filtered through cultural understandings. For example, while speaking with two Suluk dancers and watching a video of pangalay uploaded to YouTube by a Filipino-American group, they commented on the hands of the dancer in the video. They described the dancers’ hands as kangkang, meaning “stiff” or “distorted” as if electrocuted. For the two Suluk dancers, kangkang of the hands is not “beautiful” and lacked the energy and curve characteristic to Suluk pangalay. What is important is the sense of energy that is brought into the hands. As such, many Suluk dancers will focus their attention to their hands while they mangalay, drawing the attention of beholders and themselves to the hands and fingers as they curl and twirl in space. Rather than the lack of energy presented in the stiff kangkang, the hands become an extension of the kinetic flow of the curving line emanating from the dancer that is bound and sustained. Taste and the sense of beauty in pangalay is an aesthetic experience formed from the sensibilities of the Suluk people.

The prominence of the curvilinear in the performance of pangalay among the Suluk is what Royce (1977) calls an “ethnoaesthetic” where aesthetic judgements are a reflection of the system of rules of a culture that pervades its artistic activities. In the case of pangalay among the Suluk, the embodiment of curving and curling lines dominate a dancing with kulintangan. As such, Mohd Anis Md Nor (2003) describes the kulintangan ensemble and dances of Sulu cultures as akin to the curvilinear aesthetics of the visual arts whereby, melodic-rhythmic patterns and interlocking ostinati of the Kulintangan pot gongs, beating of drums and wooden or bamboo beaters display the dynamics of accentuated beats, timbres and the ascending and descending melodic-rhythmic motifs. In the same way, the dance is aesthetically pleasing when the flexed but stiff fingers, quavering outwards with thumbs apart, are accentuated with the rise and fall of shoulders and undulating arms, yet sustaining a curvaceous silhouette of the body cast by thrusting the hip to the opposite direction of the head or arms (Mohd Anis Md Nor 2003: 180).

The curvilinear as abstraction is an aesthetic experience premised on the idea of the bending of or deviation from the straight line, as in the curve, the twisting and turning of the line, as in the curl, and in the movement motifs executed by the dancer that curve and curl through space. Thus the curvilinear as an aesthetic is embodied in both the playing of kulintangan rhythms and in the motifs executed by the dancer. The ascending and descending kulintangan melodic-rhythmic motifs that rise and fall, rhythmically slow or quicken in constant repetition, rising and falling in undulation, are driven by the incessant beat played by musicians on the tung tung and drum(s). As pangalay is improvisational, there is a basis from which movement is first conceived. There can be differences in the ways in which individual dancers move as pangalay is intrinsically extemporised. Simultaneously, there is an idea of what entails “beautiful” dancing that exists within the mind of the dancer who navigates within conventional movements that involve the curling and curving of the body through space.

The curling or curving motifs echoed in the visual arts of Sulu cultures is called ukkil among the Suluk, a term that refers to both the act of “carving” and the object produced. These particular curvilinear designs combined in a limitless range of abstracted scroll, leaf, flora and fruit elements and ornamentations that decorate a given space such as the carvings on boats, sunduk (grave markers), hilts of bladed weapons, beams in former traditional houses and the embroideries on the tubular cloth worn by women called habul tiya’ihan (Photo 1). The curvilinear motifs are intricate and pervade spaces, in repetition giving a sense of two or three dimensional flow and movement, curving in space.
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Photo 1 Habul tiya’ihan. Lukis (design of embroidery) by Mark Tolentino (2015).

Photo by M. Tolentino.



Within the realm of Aesthetics in Western visual arts, notions of judgement based on taste, bringing either pleasure or displeasure, shape how one looks at “art”. Taste has centred on the competency of the observer having knowledge of the perimeters where works of art and performance are characterised by being “aesthetically pleasing” or not. For example, in using the previously mentioned example of the two Suluk dancers commenting on the hands of a pangalay dancer as being kangkang in a YouTube video, their judgements as cultivated taste reflect a knowledge of what is pleasing and not. For the Suluk observers the kangkang of the hands were not “beautiful” indicating that what is valued in pangalay for them is a means of defining the form. For the Suluk, the curving hand, the hand that kinaesthetically curves, is thus an embodiment of a Suluk understanding of beauty. Whereas for the Filipino-American pangalay dancer in the video, the curving of the hands is perhaps not important against other motivations for dancing such as the display of identity as Filipino-ness. Taste involves judgements that are processes filtered through cultural lenses that reveal underlying aesthetic motivations of performance for what would culturally make sense as “pleasing”, or what does not make sense as “displeasing”.

As such, within such aesthetic conceptual ideas, (2002) suggests that, “The infinity of God underlines the artistic parameters of Malay-Islamic art while the lines, angles, squares, hexagons, foliages and twisting trunks are the means to quantify spatial horizons, vertical and horizontal spaces” (Mohd Anis Md Nor 2003:179). In a sense, as it was noted by David Szanton, “art is ukkil in Sulu” (Szanton 1973: 6), noting the ethnoaesthetic perimeter by which the arts reflect Malay-maritime (Sulu) Islamic aesthetics. Thus, what is suggested is that motifs derived from the flora of the natural world are adopted and abstracted into the curvilinear in endless variations, combinations and unfolding improvisations that permeate both the plastic arts (arts involving carving, sculpting or moulding) and performing arts amongst maritime peoples in Southeast Asia. This is particularly prevalent throughout communities in the area referred to by Warren (1985) as the historical Sulu Zone, inclusive of the islands of the Sulu archipelago, Zamboanga and Palawan in present-day Philippines, and northern Borneo, Malaysia. The aesthetic preference for the curling or curving becomes a kinaesthetic endeavour in the performance of pangalay. In the plastic arts where flow and rhythm of the curvilinear is implied in static three or two-dimensionality, in pangalay this flow and rhythm is bodily manifested through the curving quality of movement motifs. This is shown in a variety of ways, including the bodily manipulation of malantik (the hyperextension of the fingers, hands and/or elbows), the dancer’s curving and turning pathways that follow arc-like variations that have no definitive pattern through space and the rhythmic time of the kulintangan ensemble.

Movement that is stylised in pangalay can be described as being inspired by natural phenomena in the ways in which movement mimes the palangay or “character” of marine, flora or fauna. The Suluk writer Nelson Dino (2015) suggests that the notion of pangalay, Suluk language meaning “nature” or “character” is related to pangalay dancing. Mimed movement in pangalay is thus abstracted, invoking only the palangay or “character” of something, rather the literal representation the “thing” itself through imitative movement. Curvilinear motifs in pangalay are not codified, although some motifs are more recognisable in their execution than others, such as the motif of the linggisan referring to a frigate bird endemic to the littoral areas of north-eastern Sabah and the Sulu archipelago, the literalism of narrating movements imposes meanings and depicts a realism where movements specifically become waves, birds, flowers, and so on. However in pangalay among Suluk practitioners, no direct meaning is associated with most movement motifs. Pangalay as a dancing comes out of a process of stylising and abstracting movement through Suluk curvilinear ethnoaesthetics, executed with sustained and curving qualities. A dancer, through his/her curvilinear motions expresses an intimate connection with the kulintangan as an aesthetic experience of being immersed within the rhythms of the kulintangan.

The Suluk ethnoaesthetic of the curling of the curvilinear in pangalay may be expressed in different ways by individual dancers. The prominence of the curvilinear in pangalay is indicative of the marine, flora or fauna of the natural world, but avoids direct depiction or symbolism. Pangalay motifs are thus meant to give a sense of bodily-realised curvilinearity, where abstracted motions are executed in a repetitive manner, highly stylised as depicting unrealistically and nonrepresentational. Pangalay motifs do not have direct meaning that dancers can articulate, making movement non-descriptive and not always fully definable. Not all motifs have terminologies that are associated with them thus leaving room for vast interpretations and meanings of one’s dancing. As pangalay refers to “dancing with the hands” in popular understanding that is not a linguistic rendition of the term, movements of the hands vary between dancers and is generally referred to as bunga lima, literally translated from Suluk language as “fruit (bunga) of the hands (lima)” referring to movements of the hands. “Fruit” in a sense is not a direct imitation of an object, but refers to the beauty of the hands through abstracting movement.

The bunga lima extenuates the hands, ornamenting movement from the arc-like pathway of the arm upwards where the hand ends with a seeming “flowering” flourish, fingers and hands turning, twisting and curving in space. Bunga lima is any movement of the hands that seemingly ornaments one’s moving through space. The curling of the hands is the action of the simultaneous turning and curved pathway of the hands displaying bunga lima, as if one’s hands are curling, twisting in space. The sustained movement of the arms, ending with a sudden and quick flick of the hands upward is also a bunga lima. The concept of the bunga lima considers the movements of the hands, but executed in a multitude of variations and imbued with different qualities that are entirely left up to dancers and their stylistic preferences for moving. The hyperextension of the fingers and hands is considered beautiful and is at times emphasised in the use of metal finger caps called janggay, usually made out of aluminum, but can also be made out of brass. If one were to imagine the images created by these tracings, a series of curling lines and foliage designs would be interspersed through space around which a dancer navigates.

The hyperextension of the fingers, hands and elbows is known as malantik, from the word lantik translated from Suluk language as “double-jointed” (Hassan et. al 1994, 273). Malantik is seen in the double-jointed elbow, where the elbow is hyperextended when the arms are extended outwards, giving the visual impression that the elbows are “broken” (Photo 2). The malantik of the elbow can be emphasised in movement by a light pulsing upward while the arm is extended displaying an incredible and particular flexibility.
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Photo 2 Malantik of the elbow. Nurhaima binti Halid (2014).

Image taken from video by D. Quintero.



However, among the Suluk in Sabah, the malantik is seen more commonly in the curving of the hands and fingers of dancers (Photo 3). As such, the curve of the fingers and hands is so desired that some individuals massage their hands to physically manipulate the body to create malantik, where the curvature of limbs and extremities are considered beautiful.
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Photo 3 Malantik of the hands. Radia binti Sabri of the performing group Kebudayaan Etnik Suluk. (2013)

Photo by D. Quintero.



Although the malantik of the hands and elbows is desirable, not all dancers have such qualities. The curving of the hand is desired as it is considered cantik (Bahasa Melayu-Malay Language for “beautiful”), but is not essential for one’s dancing. Male pangalay practitioners generally do not emphasise the curvature of the hands (although there are some male dancers whose hands are malantik), but express the curvilinear in their bunga lima with relaxed palms. Not all practitioners’ hands, male or female, are malantik. For example, while watching pangalay performances at a parakala pagtiyaun (wedding celebration) in August 2015, an older dancer in her 60s whose hands weren’t particularly malantik, garnered great appreciation from audience members as her dancing was imbued with a frenzied energy in relationship to the kulintangan ensemble. Her dancing was still considered pangalay that displayed her particular style of dancing of extended arms, sudden (urgent and hurried) and bound (contained and controlled movement)3 almost constant rapid moving of the hands as she danced with a particular inward focus that brought onlookers as beholders into her dancing. As such, although malantik is a literal bodily manifestation of the curvilinear, the hyperextension of the hands and elbows although desirable, is not necessary in order to mangalay. Malantik is seen as a desirable quality, but does not entirely define a dancing of pangalay. What is desired in pangalay is the sustained and bound curving that is manifested as the curvilinear through the dancing body in movement.

Many Suluk practitioners in Sabah have mentioned that motions may have similar qualities of the natural world, such as in verbal descriptions “it is like a linggisan (Suluk language for ‘frigate bird’) swooping to get fish” or “it is like the billí (Suluk language for ‘bird of prey’) flying”. However, when one observes the movement, it is not a direct imitation (not literally flapping one’s arms as if one is a bird), but motion that goes through a process of abstraction by the dancer. The motion of a billí flying is stylised within the curvilinear aesthetic, with arms extended and moving with a light-sustained-bound quality in continuous motion. In a similar way, as observed by Szanton), the Suluk ukkil of manuk-manuk (Suluk language for unspecified “bird”) has no recognisable bird forms in the woodcarving, yet there are stylistic resemblances that indicate the curvilinear manuk-manuk (Szanton 1973:15). The carving thus makes sense and is interpreted by the artist who creates the work. Stylistic resemblances of movement by different dancers, rather than “precision” of executed steps, bear aesthetic likeness with one another through the curvilinearity of motion that is individually expressed by each dancer. One gets the “sense” of a movement that is implicit rather than what is literally imitated. What is connoted by the movement motif in pangalay is the curvilinear, the pangalay or character of billí, not the literal representation of billí.

The kinaesthetic is punctuated at times with the asymmetry of the bodyline, where the dancer places weight on either the left or right leg, thrusting the hip in the same direction as the weight bearing leg, while the torso leans in the opposition direction, and the curving of the fingers or elbows as in malantik. This visuality of the kinaesthetic is also reflected in the curving, turning and arc-like pathways of dancers in a contained space usually near or in front of the kulintangan ensemble using movements of travelling, such as tingki, to dance on tiptoe, or tikang, stepping or walking. Thus the preference is for the curve rather than the straight, for the varied rather than the uniform, the florid rather than the simple, for the improvisatory rather than the fixed. Asymmetry and the preference for diversity in dancing and movement styles rather than the singular reflects the non-uniformity and the multiplicity of the Suluk aesthetic.

The curving elements as in showing the “beauty of the elbow” in malantik and the turning movements of the hands at the wrists as in bunga lima, coupled with the slowness of moving, compels an aesthetic focus of the onlooker primarily to the curvilinearity of pangalay. Where in the visual arts Abraham Sakili writes, “The ornament is defined as the relationship between the forms and motifs rather than as the sum of these elements” (Abraham 2003: 108), in pangalay, the movements and the body moving through space privileges the process of dancing rather than the finality of body positions and steps. Pangalay in a sense is a process that in its performance with the kulintangan ensemble by dancers and musicians reiterates an aesthetic of the Suluk people, the Suluk ethnoaesthetic. Pangalay with kulintangan as lami-lami is a performative act of “doing” as “Suluk”, making individuated ways of performing curvilinearity possible within the ethnoaesthetics of the Suluk in Sabah.


LAMI-LAMI

Maglami-lami, the noun form being lami-lami, connotes merry-making by Suluk communities before, after or during significant social or religious events. For example, lami-lami performed at a wedding or haylaya (religious festival), such as the time period following Ramadhan, the month of fasting for Muslims. At weddings, maglami-lami occurs before the pagkawin (the solemnization of marriage) and during the parakala pagtiyaun, the celebration after the pagkawin. During the parakala pagtiyaun and other celebrations, members of the kampung (Bahasa Melayu or Malay language for “village”) and other guests may attend. Social gatherings in the kampung provide opportunities to affirm the bond among participants, community members, family and others, especially in weddings where as Nelson Dino (2015) notes, “every attendee supports the celebration through gifts or cash in envelopes.” In turn, hosts at social gatherings feed guests and provide lami-lami in the form of music either as synthesised electronic music referred to as organ, a live band and/or a kulintangan ensemble. Particularly with organ and kulintangan, all those gathered are a part of performances either as dancers who are asked to or request to perform, and those watching the performances of music and dancing as beholders. Pangalay in this sense as lami-lami is participatory involving dancers, musicians and beholders cohesively binding people together.

In performances of pangalay with a kulintangan ensemble, individuals from the kampung, “village”, and invited guests from other kampung and other areas in Sabah perform pangalay in a constant flow of one dancer performing after another with a group of local kulintangan musicians. Dancers of any age, male or female with various levels of ability and from different strata of the community may participate despite who they are, each given however much time they choose to perform. Dancers may include elderly women, young women and boys, individually or partnered, dancing between 5 to 30 minutes long. While the kulintangan drives the dancing in an almost constant playing throughout the night, each performance garners undivided focus by audience members with particular dancers lauded for their particular dancing style and stamina.


Within the spaces of maglami-lami, the ethnoaesthetic sensibilities of the Suluk people comes to fruition in the appreciation garnered by beholders of the performances of pangalay with kulintangan. This is expressed through the verbal praises and in the giving of panji, meaning “flag” that refers to the money placed between the fingers, hair or clothing of the pangalay dancer. In such performances at social gatherings, pangalay with kulintangan produces a wide range of reactions from audience members, from intense focus and quietness to cacophonous accolades that is indicative of a collective aesthetic experience. Audience members are literally moved by performances of pangalay. For example, in August 2015 during the days prior to a pagkawin in Kampung Bakau, Semporna one of several dancers throughout the night captured the attention of onlookers for the entire duration of her nearly 20-minute pangalay. Onlookers were transfixed in rapt silent attention, at times cheering loudly and moved from their sitting places to eagerly walk up to the dancer and insert ringgit currency between her fingers. Appreciation as aesthetic taste comes from a culturally shaped way of looking at and thus experiencing pangalay, and deeming the curvilinear as beautiful when expressed improvisatorially in endless variations by multiple dancers.

EFFORT AND SHAPE

In considering the curvilinear as both visually observed and kinaesthetically experienced, etic tools to look at movement provide other means of understanding motivations of movement. The ideas of Rudolph Laban’s effort and shape are used in this essay to describe movements of pangalay dancers. As explained by Charlotte Wile (2013), “Effort is the bodily expression of the mover’s conscious or unconscious feelings, impulses, or motivation” that concerns dispositions toward time (sustained or sudden), attention to space (direct or indirect), activation of body weight (light or strong) and movement continuity (free or bound) (Wile 2013: 74) or (Wile & Cook 2010: 74). As such, effort deals with qualities that motivate or imbues one’s moving rather than the quantified and dictated that deals with an amalgam of movements, such as the organisation of steps into movement phrases. The distinction is useful when looking at pangalay as improvisational, where a dancing is seemingly different in each iteration, yet certain qualities of moving tend to dominate pangalay as a dance form. Considering the descriptions of effort, pangalay can be described as thematically involving sustained, or slow, and bound, or contained and controlled, movement. Simultaneously, other effort qualities such as strong or direct may be present in the motions of pangalay dancers, and may be used to understand underlying movement motivations.

Similarly, Shape Modes are explained as “attitudes toward the environment that are expressed in the way the body changes form” (Wile & Cook 2012: 88; Wile 2013: 88). As such, terms that are used for Shape Modes include Shape Flow, self-oriented moving, Directional Mode, goal-oriented, and Carving where the mover sculpts or moulds the environment (Wile & Cook 2010: 88; Wile 2013: 88). Shape Flow involves body parts moving in relation to one another, flexing or extending, movements that concern the body in relation to itself. This is differentiated from Directional Mode that involves interaction with the external environment concerning pathways such as straight, spoke-like pathways or arc, curved pathways. This is again further distinguished from the Shape Mode of Carving that concerns experiencing volume or moulding of one’s environment. Carving in Shape Mode is used not to denote the literal “cutting”, in terms of dancing the “cutting” of space, as in the way the term is commonly used, but is used in reference to pangalay as curving and curling of the body in space. All three types of Shape Modes are apparent in pangalay.

The body-oriented Shape Flow concerns for example the asymmetry of the bodyline where a dancer has the weight on the left leg, with the left hip thrusting to the left, with the torso leaning slightly to the right, as the arms extend outward from the body (Photo 4). In this case, the dancer moves body parts in relationship to herself rather than in relation to the external space outside of herself.
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Photo 4 Asymmetricality of the bodyline. Nazara Halim, member of Persatuan Kebudayaan, Kesenian dan Warisan Suluk Sandakan- PUSAKA (2013).

Photo by D. Quintero.




In another example of Shape Mode, Directional Mode concerns pathways that are goal-oriented. This can be seen in the arc-like pathway as the dancer moves the right arm from the lower right side of the body to above the head towards the high right. This pathway is a curved path intentionally moved from the lower right upward to the high right (See sequence in Photo 5).
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Photo 5 Directional Mode. Nurhaima binti Halid (2014).

Images taken from video by D. Quintero.




The Carving Shape Mode through space involves the curling of the hands or curving of the arms characteristic in pangalay dancing (Photo 6). In the sequence depicted in Photo 6, the hands not only rotate at the wrist in a curling motion, the hands move in a bound and sustained way giving a sense that the dancer is “moulding” space with her hands.


[image: art]

Photo 6 Carving Shape Mode of the hands. Tadzmahal Omar Sangkula of the performing group Kebudayaan Etnik Suluk (2013).

Images taken from video by D. Quintero.




Where Effort gives a sense of movement quality, Shape Mode gives an idea of body or movement shape. For example, a dancer who extends her arms outward from the body in a spoke-like pathway in a Directional Mode may do so with sustained and direct effort. Effort and Shape Mode gives a sense of visual manifestation of movement, and looks at a dancing as an agentic process that is faceted, imbued with various qualities that reveal particular values that are culturally shaped.

CONCLUSION

The curving and curling through space of the whole body, the hands or the arms reflects the prominence of the curvilinear as the Suluk ethnoaesthetic. This ethnoaesthetic includes but is not limited to the asymmetry of the bodyline, the curling of the hands in a bunga lima, the malantik of the elbows, and the sustained and bound way in which dancers execute motifs. The non-narrative movement gives a sense of the pangalay or “character” of natural phenomena in non-literal and abstracted ways rather than the finality or rigidity of poses, literal representation of things or the narrativising of a story. Although the sense of beauty may be seemingly subjective as expressed by the phrase, “beauty is in the eye of the beholder”, this article suggests that aesthetics is culturally shaped and goes beyond the visual as an object to behold, but suggests “beauty” as experiential. In as much as pangalay is gazed upon, within spaces of lami-lami, pangalay is aesthetically experientially shared not only by dancers and musicians alike, but also by beholders. Pangalay as performed by practitioners in Sabah is guided by ethnoaesthetic ideas that are made possible in spaces of lami-lami through processes of abstracting movement and reiterating a Suluk sense of beauty through embodied curvilinearity.
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NOTES

1.     Portions of this article are based on the doctoral thesis of Desiree A. Quintero, University of Malaya, Cultural Centre.

2.     There have been instances during fieldwork between 2013–2015, specifically in Semporna on the east coast of Sabah, where two drums were played simultaneously with the kulintangan ensemble. This is much like the dual gandang playing of the Suluk (Tausug) documented by Kiefer in the Sulu archipelago in the 1960s where the gandang playing was played primarily by the hands. A singular tambur or snare drum that is more common in the present day is played with two sticks. For example, during the celebrations before a wedding day in Kampung Bakau in Semporna in August 2015, a tambur was played simultaneously with a large plastic water container that acted as a second tambur. It should be noted that often when a drum, a gandang or a tambur, is not available, a plastic container played with two sticks is often used as a replacement.

3.     Rudolf Laban’s terminology is discussed further in this essay in the effort and shape section. For more discussion of Effort and Shape and its use within the movement notation system Motif Notation please refer to Charlotte Wile with Ray Cook’s, Moving About (2010) and Charlotte Wile Moving Extracts (2013).


APPENDIX – GLOSSARY OF TERMS

agung – large hanging knobbed gongs.

billí – Suluk term for “bird of prey” (See Hassan, et al. 1994).

bunga lima – a Suluk term literally translated as “fruit (bunga) of the hand (lima)”, referring to hand movements.

cantik – Bahasa Melayu or Malay language meaning “beautiful”.

gandang – a double-headed barrel drum.

habul tiya’ihan – Suluk term referring a tubular cloth intricately embroidered.

haylaya – Suluk term for religious festival.

janggay – Suluk term referring to metal finger caps.

kangkang – Suluk language for “stiff”.

kampung – Bahasa Melayu or Malay language meaning “village”.

kulintangan – an instrument consisting of horizontally laid knobbed gongs. Also refers to the ensemble of instruments.


lami-lami (n.) (maglami-lami, v.) – Suluk term for “merry-making” or “celebration”.

linggisan – Suluk term referring to a “frigate bird”.

mangalay (v.) – see pangalay

malantik – from the root Suluk word lantik meaning “double-jointed”. Malantik often refers to the hyperextension of the fingers, hands and/or elbows.

manuk-manuk – Suluk language referring to an unspecified bird.

organ – Suluk term referring to synthesized electronic music.

pagkawin – solemnization of marriage.

pangalay – a Suluk term meaning “character”.

panji – a Suluk term literally translated as “flag”. Within the context of pangalay, it refers to money placed within the fingers, hair or clothing of dancers in appreciation of their skill.

pangalay (n.) (mangalay- v.) - a Suluk term that refers to a particular way of dancing involving movement motifs of the hands and arms, moving in a slow and sustained way.

parakala pagtiyaun – Suluk language referring to the celebration following the wedding ceremony.


sunduk – Suluk term referring to a grave marker.

tambur (also tambul) – a snare drum.

tikang – Suluk language for “stepping”.

tingki – Suluk language meaning “to dance on tiptoe”.

tung tung – usually the highest pitched kulintangan gong playing a consistent and constant rhythm.

ukkil – a Suluk term referring to the act of carving and to the object that is carved.
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ABSTRACT

Dolls and puppets are more than decorative objects; as part of the earliest relics, they have played many roles in society. This study deals with the functions and aesthetics of Iranian dolls and puppets in art and humanity to show their importance. In most cases today, the dolls are at risk of vanishing. Based on regional diversity, abundance and currency, five examples have been chosen for analysis. The dolls and puppets are assessed semiotically through the descriptive analytic system. The discussion also examines the process of elimination, exaggeration and stylisation, and the dolls’ ability as a cognate medium for advertising other types of traditional arts. Finally, through inductive analysis, the findings suggest that dolls preserve traditions and tribal identity from homogenisation.

Keywords: Iran, doll, puppet, tradition


INTRODUCTION

Traditional art is akin to making artifacts by hand instead of using the machine; the methods of this type of reproduction are transferred from generation to generation. Traditional art therefore contains rich values of the past. In Iran, Persian painting, carpet making, calligraphy and doll or puppet making represent various types of traditional arts. This article traces the development of dolls and puppets in Iran; focusing particularly on the aesthetics and functions of five different forms. The three dolls and two puppets selected for discussion are from the collections of Ms. Azimpour2 and Ms. Kafashzadeh3 and the International Dolls Museum.4 Through the analysis of the colours, patterns and symbols, this essay shows that the dolls and puppets are closely linked to religious rituals and beliefs; as such they help to preserve the traditions and identities of the diverse ethnic groups. They are also useful tools for communication and education. This study is important, as there is a dearth of written materials on the Iranian doll and puppet. Only one book entitled Iranian Ritual and Traditional Puppets and Puppet Shows Dictionary by Poupak Azimpour, has been written thus far.

The equivalent word for both doll and puppet in Persian is arousak (’arūsak) which literally means “the little bride” (Dehkhoda 1994: 15841). Bride is a representation of the mother-goddess in Mesopotamia, Ishtar, who was the goddess of love and fertility in the sacred marriage tradition. During this rite, that used to be held in Nowruz, the King (in the role of Dumuzi) married the clergywoman (in the role of Ishtar). The clergywoman predicted the fortune of the king in the year ahead and granted him jurisdiction to safeguard farms and land security (Bahar 2005 : 35). Additionally, the term “bride” is commonly used for dolls and puppets as limbs that are connected to fertility are emphasised in many ancient Persian female figurines (Photo 1).



[image: art]

Photo 1 Left: Venus from Tappeh-Sarāb, Neolithic (6000 BC).

Source: National Museum of Iran;

Right: Clay fertility idols from Marlik and Sefid-Roud (Sefīd-Rūd), Iran, 11th–12th BC.

Source: The private collection of Mohsen Foroughi.



The most ancient object that is similar to a real doll was found in Iran. Dated around 3000 BC, it was excavated in Jiroft, a city in the province of Kerman, the origin of the Aratta civilisation (Photo 2). This puppet has a fragmented body with holes in its limbs. Yusef Majidzadeh, the Iranian archeologist and director of the excavations at Jiroft, believes that the limbs were connected to each other with an Iron wire via holes (Shadjou 2007: 187); this suggests that they were dolls or puppets of that time.
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Photo 2 The remains of a hinged doll from Jiroft, Iran, 3000 BC.

Source: Archaeological site of Jiroft, Kerman, Iran.



Since art, culture and beliefs were connected during the ancient eras, this hinged puppet could have been linked to ritual functions. In other words, historical sources indicate a deep association between puppets and dolls with human beliefs. Indeed they were important parts of religious rites that accompanied humans in occasions of mourning, dance, worship, banishing evil spirits, and so on (Ruizendaal 2009: 10).

Among the statues from the Parthian era, of interest is the statue of King Sarratrug II that has a miniature figurine of the king in his hands (Photo 3). There is no definite information on what the miniature figurine is, but the latter can be considered to be an amulet or a present to the sun god Mehr or Mithra. Terracotta figurines in old Greece “were brought to temples and sanctuaries as offerings to the gods and deposited in graves either as cherished possessions of the deceased, as gifts, or as protective devices” (http://www.metmuseum.org)
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Photo 3 Parthian king Sarratrug II, from Hatra, 2nd–3rd century BC.

Source: www.iccdc.us/history/hatra.



Following that era, no further information about the presence of dolls and puppets were found for a long time. Some Iranian poets mentioned the word ‘l’obat’ in their poems, which is an Arabic synonym for the doll. However, figurative talismans and amulets were common in the Qajar era (Photo 4). They were almost always made from metal and had religious and ritual functions.
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Photo 4 Metal talismans from 19th century AD, Qajar era, Iran.

Source: The private collection of Parviz Tanavoli.



After the 18th century, during the industrial phase, manufactured dolls were imported for noble families, such as the women of the king’s harem (Photos 5 and 6). These monotonous products that were made of standard materials (mostly wax and porcelain), with faces and bodies, gradually achieved more popularity rather than traditional handmade ones. At the same time, in more traditional societies, especially tribes, the tradition of making dolls and puppets was hardly continued. During the industrialisation process, the individuality of traditional handmade dolls faded. The lost quality was akin to what was called “aura” by Walter Benjamin, the German Jewish philosopher and cultural critic (Benjamin 1968: 218–219). The ritual aspect of dolls and puppets has been trivialised. As Benjamin further says, “It is significant that the existence of the work of art with reference to its aura is never entirely separated from its ritual function” (Benjamin 1968: 220).
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Photos 5 and 6 From family Photo Albums, early 20th century, Qajar era, Iran.

Source: Digital Archive of Harvard Library.



VALUES OF IRANIAN TRADITIONAL DOLLS AND PUPPETS

Generally, the first difference between dolls and other handicrafts is the fact that dolls can communicate with humans. “It is also well known that after a few months, infants of either sex become fond of playing with dolls, and that most mothers allow their infants some special object and expect them to become, as it were, addicted to such objects” (Winnicott 1971: 1). Winnicott, the English pediatrician and psychoanalyst in the field of object relations theory, referred to the dolls as “transitional objects”, which help the infant to know them as “not-me” objects and use them to achieve independence from his or her mother. Consequently dolls and puppets deal with the problem of identity.

In addition, in the past, it was a tradition for some people like Etruscans to bury toys with children when they die (Adams 2011: 240–241). Here the dolls or puppets act as the transitional objects again. According to the tradition, the major task of these dolls is to help the children cope with their phase of death.

Therefore the doll or puppet can be considered as an outstanding and effective transitional object, which is able to convey messages, old patterns, beliefs and some rites that are being forgotten. Moreover, they are designed in primary colours, which according to psychologists are the representations of essential needs like the need for love, grandstanding, success, looking for the future and materialising wishes (Ferraris 1994: 90). However, different existing beliefs and desires in local regions have led to developing various dolls and puppets with individual aesthetic criteria. In addition to the mentioned points about the general nature of dolls and puppets, contemporary tribal examples that represent different subcultures, have some individual and particular values that need to be placed in perspective.

Lopatu

One of the prominent dolls in the province of Sistan-o-Baluchistan, on the border with Pakistan, is Lopatu (lopatū), which literally means “what resembles a beautiful lady” (Photos 7, 8 and 17).
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Photos 7 Contemporary Lopatu with scarf from Sistan-o-Baluchistan, Iran.

Source: The collection of Poupak Azimpour.
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Photos 8 Contemporary Lopatu from Sistan-o-Baluchistan, Iran.

Source: The collection of Poupak Azimpour.




The usage of warm colours can be found in Baluch art, rugs and embroideries. Red, black and yellow are also the most popular colours, which reflect the desert climate of the province. The doll’s dress has a simplified design of the real women’s costume of the area. Since embroidery is the most important craft that can bring financial profits, the main features of this Baluch art can be found on the dolls. Here the Baluch geometric embroidery patterns are also repeated (Dakali and Dakali 2006: 97). The pattern has been embroidered at the front of the doll’s skirt that formally resembles the house in children’s drawings. Furthermore there is a similar motif in the Caucasian kilim (tapestry-woven rug), which shows a pregnant woman looking towards a baby (Photo 9). In concordance with the mentioned pattern, it is a metaphor for the abdomen (Photo 10) and suggests the continuity of the doll’s role as the promoter of fertility (Opie 1998: 85).
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Photo 9 Detailed pattern from Photo 7.

Source: The collection of Poupak Azimpour.
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Photo 10 The Caucasian Kilim (tapestry-woven rug) motif of pregnancy.

Source: Opie (1998: 85).




Another noteworthy point is the symmetrical quality of the embellishments, which have been formed using two contradictory colours, light and dark. This duality evokes the concept of Yin Yang and also the problem of close relationships between Baluch people and Turkomans (Behnam 1973: 4; Vambery 1969: 150). Black, like blue, indicates femininity; red expresses masculinity. Together they suggest the sacred marriage tradition and the nature of the mother (as seen in the costume of Saint Mary in Christian icons).

Another outstanding issue is how an illiterate Baluch woman can create such designs. These patterns might be rooted in the collective unconscious or the patterns might have been passed from generation to generation orally.

In the embroidery of other Lopatu (Photo 8), the pattern on the doll’s back, is an antique design on a seal excavated from Shahr-I Sokhta (The Burnt City)5 in 5000 BC. This form is also used as the sign of Zabol University and demonstrates the sun (Photo 11).
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Photo 11 A seal from the burnt city, 5000 BC.

Source: The museum of Shahre-Sūkhte, Zabol.
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Photo 12 The pattern at the rear of a doll’s dress.

Source: The photo was taken by the author.
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Photo 13 The pattern of Gole-chārtāk in Baluch kilim.

Source: hahbakhsh (2005: 143).
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Photo 14 A seal from The Burnt City, 5000 BC

Source: The museum of Shahre-Sūkhte, Zabol.
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Photo 15 The pattern on sleeves.

Source: The photo was taken by the author.
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Photo 16 The pattern of Sabā-Sabā in Baluch embroidery.

Source: Dakali (2006: 100).



The other pattern on the wristband of her dress, which is called Saba-Saba, has been seen on another seal from The Burnt City (Photo 14). Also the chain of angular forms, which resemble the isosceles triangle, indicates the element of water in contradiction with the red background as the sign of fire (Hohenegger 1997: 66). But in some other cases, the craftswoman has preferred to use prepared pieces of kilim, instead of embroidery, to accelerate the act of decorating the dress.
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Photos 17 Contemporary Lopatu from Sistan-o-Baluchistan, Iran.

Source: International Dolls Museum of Iran.




Lobat

In the south of Iran, near the border of Iraq, where Arabic language is commonly used, the doll is called lobat (l’obat). In Arabic, the word indicates two meanings, the “toy” and the “beautiful lady”. There is also a male version. Both of these versions are generally made from some pieces of cloth mainly in warm colours, covering two sticks forming a cross. Some colourful yarns can be added as well (Photos 18 and 19).
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Photo 18 Lobat, Shadegan, Khouzestan.

Source: The private collection of Leyla Kaffashzadeh.
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Photo 19 The male doll of the south, Shadegan, Khouzestan.

Source: The private collection of Leyla Kaffashzadeh.




In spite of the simplicity of the dolls, there are some outstanding points. Choosing warm colours reflects the climate of the provinces of Khouzestan and Hormozgan where the dolls originate and the colours of the handicrafts of the region. Observing Islamic religious rules, the faces are depicted in an abstract way. In the female figure, the aboriginal craftswoman has only shown the eyes and lips, in addition to the pattern of coloured yarns embroidered on the doll’s face that evokes the stylised form of the burqa, an enveloping outer garment worn by women in some Islamic traditions to cover their faces when in public (Anjomrouz 1992: 19–20). The burqa is usually made using warm colours. The colour orange, red and black signify adolescence, being married and elderly or being widowed respectively (Valizadeh 2010: 60).

In the male figure, the horizontal black yarn is used to form the eyebrows, which intensifies the masculine quality. Wherever Islamic rules have penetrated into the art, an abstract style has become predominant such as what is seen in Islamic geometric design (Photo 20). This has led to some difficulties in understanding the nature of the patterns.
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Photo 20 The sun pattern, Molded tile panel, 13th–14th century; Ilkhanid period, Nishapur, Iran.

Source: The Metropolitan Museum of Art, Islamic Art and Geometric Design (2004: 13).




As I have explained in Photo 4, many dolls have amulets on them. Since belief in the “evil eye” (in Persian, chashm-zakhm) is widespread in Iran, there are some types of dolls that are used to protect people from bad fortune and harm. One of the well-known patterns, which is thought to dispel harm is the lozenge (Photo 22). There are also some lobats that have faces embellished with this pattern (Photo 21) and are supposed to be amulets.
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Photo 21 Lobat from the province of Hormozgan.

Source: International Dolls Museum of Iran.
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Photo 22 Evil eye amulet, the province Mazandaran, Iran.

Source: Soleymani, 2014, p. 96



Leyli

The Arabic name leyli’ (leylī) originated from a love poem in ancient Arabia and literally means “what resembles the night”. The story of Leyli was adapted by Nizami Ganjavi, the Persian poet (12th–13th AC), and gained a huge reputation. Leyli is the symbol of the beloved who is spiritually beautiful (Azimpour 2010: 554). According to Nizami, she was black skinned, hence the reference to the ‘night’. To put it in the perspective of the yin and yang, the name leyli indicates the yin qualities of femininity, the earth, darkness, the moon and passivity (Hall 2004: 18). Since Mitra (the sun god) was born from the darkness of the longest night of the year, which is called Yalda in Iran, it suggests that the doll has links to rituals.

Leyli is a hinged dancing doll, which is popular among the people of the Lor tribe that inhabit the provinces Chaharmahal-o-Bakhtiyari, Kohgilouye-va-Boyerahmad, Loristan and Fars (Photo 23).
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Photo 23 Leyli dolls, in the Lor costume, contemporary.

Source: Azimpour (2010: 554) (two on the left); International Dolls Museum of Iran (one on the right).




Children can make the doll dance by pulling a string that is tied to their hands (yellow string in Photo 24). The structure of this hinged doll is simple and noteworthy. Natural materials are used except for the embellishments such as sequins, glass beads and colourful ribbons.
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Photo 24 The skeleton of the doll Leyli, made by a traditional doll-maker Khadijeh Bey’atfar, Gachsaran, the province Kohgilouye-va-Boyerahmad.

Source: Photograph by Leyla Kaffashzadeh.




According to the Islamic rules, the act of dancing in public especially for women, is a taboo. But dolls or puppets have free and independent identities and are able to do what is not feasible for the real person. Dolls, puppets and masks6 allow ordinary people to state what is impossible in the real situation; for example in the Qajar era in Iran, people criticised the politics and social conditions of Ahmad-Shah’s reign via puppetry without any fear of punishment (Beyza’i 2004: 98). Leyli also represents and maintains a cultural tradition, which is gradually vanishing in urban life. Indeed, as they moved from villages to the cities to enhance their living standards, women gradually began to wear the chador and manto (Iranian public overalls) as general outer garments, with a limited range of colours. This has led to uniformity among the newcomers in the city who were originally from different tribes.

Takam

There are some puppets in Iran, which are known as harbingers of Nowruz, the most important holiday in Iran. One puppet that is common among the Turk people in the provinces of Azerbaijan (eastern and western) and Zanjan, is the takam, a wooden goat twice as big as the human hand with four hinged feet. It is usually decorated with pieces of kilim, a bell, coins, and pieces of mirror (Esmaeilpour Motlagh 2000: 17) (Photo 25). The word “takam” in the local dialect means “my male goat” (Azimpour 2010: 34).
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Photo 25 Takam, contemporary.

Source: Azimpour (1389: 51).



According to historical evidence, the goat has been a part of some rites accompanied by the tree such as in the story of Drakht-i Asurig (The Babylonian Tree) from the Sassanid era; it is also painted on pottery vessels from Shahr-I Sokhta (The Burnt City). Although it is the sign of masculinity, it also indicates fertility, femininity and abundance. Moreover four goats on a pottery plate from Mesopotamia stand for Ea-Oannes, the commanders of the water (Cooper 2007: 57) (Photo 26). The ware shows a Swastika (the Mehr Carrousel), an ancient sign of unity and worship in the Mithraism era in Iran and Mesopotamia (Bokhtourtash 2001: 1–33).
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Photo 26 Pottery designs, Samarra ware, 4000 BC.

Source: Cooper (2007: 57).



The goat has also been found in seals and paintings. A seal excavated from Tepe Gawra (an old city in Mesopotamia) illustrates a dancing man or shaman, together with goats, a snake and a fish, raising his hands upward (Root 2005: 62–63). This refers to a shamanic dance that has been changed during the next few centuries; later in the Safavid era, a painting of the Tabriz school led by Sultan Mohammad, demonstrates three dancing men with goat heads (Photo 27). This theme is also repeated in two other paintings, one of them again by Sultan Mohammad (1519 AC, Freer Gallery of Art in Washington) and another one by Mohammadi Mosavvar (1590 AC) (Khazaei, 1989: 81, 130).
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Photo 27 Persian painting by Sultan Mohammad, Hermitage museum, 1519 BC.

Source: Beyza’i (2004: 60).



Among the local people of the province of Mazandaran, there are local plays where dancers (one woman and two men) wear goat masks; one of the men is the woman’s husband and the other is her lover. The woman goes to the center and men turn around her; the latter carry two wooden swords, fasten bells on their waist and dance with the folk music (Sharifpour 1996: 207). This triad evokes one of the basic types of tragedies where the son fights with the father to get the mother as his beloved woman. Some examples include Rostam and Sohrab and Oedipus the King. In these tragedies, the story finishes with the killing of the son who is a sacrificed god; an agricultural god whose blood brings fertility to the soil. The red colour in the takam is the symbol of the sacrificed god, new blood and rebirth from the earth. The red colour is also found in the puppet Mobarak (or Mubarak, an Iranian puppet and the most popular harbinger of Nowruz in Iran represents Haji Firuz, the Persian myth), the goat costume and the board on which the goat stands.

A wooden bar, connected to the goat, passes from a hole at the centre of the board. The puppeteer who is called Takamchi (takamchī) shakes the bar upward and downward so that the goat looks like it is dancing. This can be considered as the symbolic act of mating between the goat and the field to get a good harvest.

In the lyric poem of this play, traditions of Nowruz such as decorating eggs, wishes or beliefs are expressed. Therefore, takam is not only the harbinger of spring, but also the supporter of ancient music, dance and beliefs in the region.

Katra-Gisheh

In the regional dialect Katra (katrā) means big spoon or fish slice, and Gisheh (gīshae) means bride. This is one of the handmade puppets for the tradition of rain-making7 and sun-making8 that is customary in the north region of Iran, in the provinces of Golistan, Mazandaran, Zanjan and Gilan. Woodturners (type of woodwork) make the puppet from walnut, plane tree, buxus or pear tree wood (Azimpour 2010: 38). With a piece of coal, an affectionate face can be drawn on the convex side of the spoon. It is dressed with a miniature chador (chādor), the outer garment worn by Iranian women, but is fastened behind the puppet’s neck and decorated with colourful beads (Photos 28 and 29).

Azimpour has claimed in her book that the katra-gisheh is merely a rain-making puppet; however, this seems unlikely due to the rainy climate of the region and local research that has been carried out. Rather, people of this region use the puppet to stop the rain and prevent rice fields from being damaged. In the rite, children gather and take katra-gisheh around the village or town while they are singing a folklore poem with the content: “Please turn sunny and/ Dry the herd/ Make happy the shepherd” (http://www.iribresearch.ir). In turn, people give the children some grains; finally a traditional meal is prepared and distributed among the residents of the village.

This tradition is rooted in the agricultural and fertility rites of ancient Persia in which dolls or puppets were the medium of communication between humans and gods or goddesses. The doll has been the symbol of celestial presence and it is supposed to be the representation of the grain goddess, the mother or the virgin (Cooper 2007: 258). Likewise, in Iran, the arusak (doll) is the symbol of Ardvisuranahita (one of names of Anahita), the ancient Persian goddess of water (Afifi 1995: 430). It is noteworthy how the dolls help to preserve the ceremony of stopping the rain via a street public play. Children who are the symbols of innocence are the other salient part of the ceremony.
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Photo 28 Katra-Gisheh making process.

Source: Azimpour (2010: 38).
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Photo 29 Other samples of Katra-GiSheh made by a traditional doll-maker Ziba Hosseynjani. Source:

Children’s Book Council of Iran9 (left); International Dolls Museum of Iran (centre).



In addition to presenting the appearance of the northern woman, the doll can be considered as an advertisement for the craft of making wooden spoons of the region, which is financially significant.

CONCLUSIONS

The language of dolls and puppets is the language of symbols, cultures and beliefs. Dolls and puppets originated from rituals that enable them to influence the human mind. Although they are supposed to have lost their ritual power today, the concepts of fertility and jurisdiction are still salient even in modern examples, such as the statue The biggest and the best woman in the world made by Niki de Saint-Phalle (in Moderna Museet, Stockholm) (McLuhan and Fiore 1964). In fact the modern example can be considered as a sequel to early fertility idols with large hips (Photo 1). Furthermore, the concept of fertility has been emphasised in contemporary dolls and puppets utilising special colours (mostly in the warm tonality), patterns (Photos 9 and 25), symbols (the goat), and specific names that indicate the ideal woman as the bride or the sacred marriage tradition. Omitting dispensable components, for example, eyebrows, fingers, feet (in most cases) or head (in early cases) and exaggerating other organs are important properties of dolls and puppets that allow them to be utilised as an educational-advertising medium. In the past, people used to promulgate religious messages and promote reproduction by means of dolls and figurines. Contrary to observing realism and naturalism in industrial dolls, traditional ones can enhance the visual literacy of children though their abstract and stylized expressions; as described in Photos 18, 19 and 21, visual literacy is achieved by the process of elimination and exaggeration.

In its role as a transitional object, the dolls have accompanied humans in different transitional occasions, for example, the transition from infancy to childhood, life to death (grave dolls), and sunny condition to the rainy condition or vice versa. Furthermore, they have served as the medium of communication between god and the human such as the harbingers of Nowruz and takam or messengers like katra-gisheh. Meanwhile, they have conveyed and transferred cultural values through time and maintained folk lyric poems, music, costumes, patterns, rites, beliefs and local crafts (Table 1).


Table 1 The role of Iranian dolls and puppets in preserving different aspects of art and culture.
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As an allegory, the tale of the Trojan horse, shows the ability of dolls and puppets to hide a tumultuous concept behind a tranquil appearance. It has been mentioned earlier that the traditional doll leyli justified the tradition of women’s handkerchief dance behind her innocent appearance, and that takam helped to preserve a shamanic rite in spite of Islamic religious prohibitions. In fact, the dolls protect customs from being abolished due to religious rules or being forgotten due to modernity (Table 1).

Moreover, puppets dolls help to protect the environment as they are made from natural materials. Even though the natural materials do not last long, using accessible and economic materials along with aboriginal patterns and aesthetics, protects the cultural identity and diversity of the traditional dolls and puppets.

On the whole, the traditional doll or puppet is not merely an object but introduces its rich background culturally and aesthetically through colours, patterns, signs and other visual qualities. As a medium, it conveys messages such as fertility, beauty and tradition. As Walter Benjamin says, it preserves the emanation and aura. It also prevents cultures and subcultures from being homogenised in the industrial era of modernism. Making Iranian dolls and puppets incorporates a panoply of traditional arts such as kilim, embroidery, woodturning, metalworking, tailoring and other intangible cultural heritage. Ignoring this valuable function, they are considered worthless by many and seem to be fading away. This study aims to detect the ignored values of some of these dolls and puppets, in the hope that scholars and administrators might pay more attention toward this endangered traditional art.
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NOTES

1.     This paper is adapted from the MA thesis of the first author.

2.     Poupak Azimpour, the Iranian puppet theater researcher and faculty member of University of Tehran University, has taught theory and history of puppet theater at different universities in Iran since 2000 and collected a glorious collection of Iranian tribal and ritual handmade dolls and puppets. The major part of her collection was published in the book Iranian Ritual and Traditional Puppets and Puppet Shows.

3.     Leyla Kaffashzadeh, the former director of the Children and Adolescents Department of Golestan Palace and Director of the research department of children’s education at the Research Center for Conservation of Cultural Relics, has collected about 70 tribal and traditional dolls from different regions of Iran, and cooperated with the virtual museum of Iranak (www.iranak.org) from 2009. She was also the expert for registering the method of doll-making of the province of Khorasan-e-Jonoubi (Southern Khorasan) as a part of the national intangible heritage in 2013.

4.     The International Dolls Museum of Iran, which was opened on the International Day of Peace, is a private museum established through the joint efforts of Masoud Naseri and Ali Golshani, with the support of Farideh Naseri. It was launched on 23rd September, to mark International Peace Day. Many dolls, including puppets and dolls wearing tribal dress, are displayed in the pavilions of the museum, at no. 4, Negarestan 5 (Haj Hadi) Street, Pasdaran Street, Tehran.

5.     Shahr-e Sūkhté (The Burnt City), is an archaeological site of a sizeable Bronze Age urban settlement, associated with the Jiroft culture. The reasons for the unexpected rise and fall of the Burnt City are still unknown.


6.     Developing masks to puppet-masks and then marionettes, is a logical process which occurred in many primitive societies’ (Baird 2002: 36).

7.     Rainmaking is a weather modification ritual in the occasion of famine that attempts to invoke rain using dolls or puppets or holding specific ceremonies and serving ritual meals.

8.     Sunmaking is a weather modification ritual that is accompanied by dolls or puppets, ceremonies or specific meals. It is held in the north of Iran, a wet area, in order to stop the rain and prevent rice fields from being damaged.

9.     The Children’s Book Council (CBC) is a non-governmental organisation created in 1962. CBC carries out its cultural and research activities in the field of children’s literature on a not-for-profit basis relying solely on voluntary contributions of time and labour. It joined the International Board on Books for Young People (IBBY) in 1964 and represents the Iranian National Section.
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ABSTRACT

The baju kurung is a type of traditional dress used by Malay descendants in the Nusantara. The baju kurung is prevalent in countries such as Malaysia and Indonesia (Jambi, Riau, Padang, Bentan). Although these countries might refer to the style using different names, the baju kurung is defined by its similar cut and pattern. The advancement of current fashion has changed the concept and understanding of the baju kurung, which is closely related to changes in Malay cultural phenomena. This study examines modifications to baju kurung designs to determine if the style still represents the identity of Malay women. This study takes a qualitative approach by applying the aesthetic morphology analysis method to understand how design developments correspond to the cultural changes in modern Malaysia. This study focuses on the current development of baju kurung designs by using several samples of baju kurung designs by local Malay designers as the primary data. Historical references of baju kurung are used to identify variables that may have changed in modern designs. The findings indicate that the development of modern baju kurung corresponds to a cultural development process that has slightly altered the visual identity of Malay women living in Malaysia.

Keywords: baju kurung, culture, identity, modern Malay


INTRODUCTION

The word “fashion” implies many related terms such as clothing, mode or costume. Fashion can be divided into two main categories: clothing in general and the logic and ideology that applies to the area of clothing (Svendsen 2006: 12). Clothes consist of whatever material used to cover the body. Any material meant to cover the body can be considered “clothing” artefacts. Because the sole purpose of clothes is to cover the body, without intrinsic cultural or religious significance, clothing is different from fashion. The term “fashion” refers to clothing in an extensive range of domains in various aspects of the arts, politics (economics and social issues) and science (technology and scientific knowledge), and it captures the interest of modern society. The term “costume” typically refers to culture, identity, social fields and structural problems in a marginal society. This study will focus on the use of clothing from a Malay ideology standpoint and how it relates to Malay culture, observed through cultural changes represented in modern fashion.1

Thus, when discussing the baju kurung in the context of cultural changes in modern Malay society, this study will focus on fashion and its link to the universal cultural system of the society, technology and the economy.2 According to Roland Barthes, “Fashion itself is a cultural system of meanings.” Therefore, changes in the form and style of the baju kurung most likely signify cultural changes. This view is also supported by Gilles Lipovetsky who states, “Fashion is a specific form of social change, independent of any particular object…” (in Svendsen 2006: 13).

Malay clothing patterns evolved over a long period of time beginning in the prehistoric era. Malay clothing used natural sources until Malays acquired fabrics such as cotton and silk from Indian and Chinese traders (Groeneveldt 2009: 174–185). Malay fashion subsequently became associated with the culture of the archipelago, resulting in its unique identity. The baju kurung is one of the oldest Malay clothing styles. Because the Malay kingdom is extensive, the similarities in baju kurung patterns can be observed in other regions of the Malay Archipelago such as Bengkulu, Jambi, Riau, Padang, Acheh and Palembang in Indonesia (Ompusunggu 1998).

The Malay baju kurung underwent many changes in form and meaning. The word “kurung” means to “encase the body” of the wearer, which corresponded with Islamic dress guidelines for women. Similar to the Judeo-Christian3 tradition, flaunting the body is forbidden in Islam. This regulation was incorporated in the way Malay women dressed and fashion that was interpreted as “modest”. From the Malay perspective, modesty is synonymous with Islamic teachings that forbid any flaunting of intimate body parts, particularly when a woman is not at home. Sultan Mansur Shah banned Muslim women from wearing only a sarong from the bust downwards during the Melaka sultanate.4

Although the baju kurung was designed specifically for women, the men’s baju kurung became known as “Baju Teluk Belanga” during the era of Sultan Abu Bakar Seri Maharaja in 1862 (Shawal 1994). The top was made from the geometric pattern of the baju kurung, which was usually paired with woven material or batik as the sarong (Photos 1 and 2). The position of the focal pattern on the sarong reflected a person’s marital status or rank in traditional Malay society (Hassan 2013). In addition, making baju kurung from songket silk fabric was often associated with the royal court’s community during the feudal era, and most people would have lacked the permission to wear such clothing due to the social hierarchy. After the British occupancy, starting in 1824, the Malays experienced an early modernisation stage during which the feudal social order was abandoned. The introduction of new technology to deliver information, such as television, movies and printed media, influenced the way people dressed. Previous studies of this period have referred to the “westernisation” of the Malay culture. When Malaysia entered the post-independence years, the Malays lost their identity, as evidenced by various interpretations of Malay women’s identity through fashion.


PROBLEM STATEMENT

The current explanation perceives tradition as shifting and continuously defining new meaning based on what is inherited from the past. The artefacts produced by Malay society are also prone to changes because they must incorporate the factor of “newness” to stay relevant or “modern”. Because the Malay community is dynamic and open, changes in their clothing also reflect the changes in their cultural phenomena (Yusof 2009). As such, their identity continues to develop by creating cultural objects, such as clothing, that fit the current environment and time. Changes to fashion among the Malays signal a shift in support of tolerance towards values and divergent thinking. This occurred when modern Malays based in Malaysia started to explore global possibilities in the economy, technology and knowledge. These explorations motivated them to face the advent of modernity and contributed to an unclear notion of one’s identity (Svendsen 2006: 64). In the past, baju kurung or “baju Melayu” were worn by Malays as a “tool” of identity. As time progressed, modern fashion created a homogenous look that resulted in less variety in fashion. Trans-ethnic marriages had also changed the physical look of typical Malay features. Hence, the changes to the Malay environment definitely emerged from the development of thoughts and actions by the Malay society that consequently inspired their cultural objects, such as clothing. In the modern environment, creativity relies upon whether the society is able to expand. The problem began when modernity and creativity faced stigma from customs and traditions, which halted the development of creativity without recognising that the custom itself was a mixture of many cultures (Hoed 2002: 108–109). By maintaining a custom based on sentimental values, many failed to understand the changes to the existing society that were occurring. This effect may have shaped different cultural objects to suit current needs. For instance, the development of the modern baju kurung was a mixture of aesthetic elements that may contradict the concept of “traditional beauty”. New designs blended selected elements to accommodate the current context, which may have involved a different interpretation of beauty. To determine which elements have been preserved, omitted or modified, Derrida suggested selected item(s) be deconstructed similar to a “text” to understand the components.5 According to him, any form of text (including visuals) was related to signifiant and signifié; however, the relationship was not static and unstable. For example, certain types of motif placement on Malay sarong denoted rank or status in the traditional era, but they may no longer have similar connotations in modern society (Hassan 2013). The sarong was used in the past by Malay society as a social code. This example demonstrates that the relationship between a “text” and its meaning may not be relevant at all times, and it may be interpreted differently by the society as time progresses. Therefore, this study aims to identify the current elements found in modern baju kurung design that have similar cultural connotations as in the past and to identify how the designs reflected the identity of Malay women.

To understand the development and changes in modern baju kurung design, compound and component analysis will deconstruct each design into smaller elements so that the changes in the visual text can be understood and recognised. Munro introduced this suggested methodology in Aesthetic Morphology, and it will be explained further. The findings of this study will indicate that modifications to the modern design of baju kurung suggest the connection between cultural transformations in Malay society and that the elements in the baju kurung visually form the image of Malay women. Thus, this study aims to address the following questions:


	What has changed in modern baju kurung design and how do new styles differ from the traditional form and style?

	How do the changes in designs reflect the identity of Malay women and cultural changes in the modern setting?




METHODOLOGY

A qualitative method was used to analyse the components of baju kurung by applying the method introduced by Munro (1970: 387)6. A case study approach was selected because this study focuses on a specific sample of designs selected from the top three Malay designers in Kuala Lumpur. The selected designs, which were used as primary data, were collected from local fashion magazines and websites and compared to the traditional baju kurung to identify the new elements. The changes were interpreted using related theories that support the findings of this study.

THEORETICAL BACKGROUND

Clothing is one of the many artefacts produced by any society; it is a cultural phenomenon that indicates the level of civilisation in a society. An artefact is a product of thought and activity of a society that reflects cultural phenomena7 that may vary from one culture to another. For example, the form and style of the baju kurung worn by the northern women in Peninsular Malaysia, such as Kedah, reflects their participation in agriculture, mainly rice cultivation. Their activity is reflected in the style of their baju kurung, which was made practical for such activity. The top blouse has shorter sleeves and blouse length than baju kurung Teluk Belanga used in the southern part of Peninsular Malaysia.

The processes of learning our own culture, such as adaptation, acculturation and enculturation, were derived from the “culture existence phenomena” that incorporate thoughts, activities and artefacts of a society. For example, acculturation is a process of ‘renewal’ that blends or adapts local elements from different culture(s) (Herskovits 1958: 2). The adaptation happens voluntarily, unlike “assimilation”, which always involves “domination” of a minority community, eventually leading to involuntary changes that create a “new culture”. Conversely, ‘enculturation’ is the process of selecting certain cultural elements that are either being used or abandoned by the current society. Thus, the form and styles of today’s baju kurung (the artefact) may vary as society constantly adjusts its thoughts and activities based on current lifestyle.

In addition to the concept of cultural existence phenomena, J. C. Flugel also discussed changes in clothing in his book “The Psychology of Clothes”. He mentioned that humans cover their body for three main reasons: decoration, protection and modesty. Many scholars overlooked his point in “decoration” and suggested that the main reason for covering the body is to protect the body from extreme weather conditions (Ismail 2006; Shawal 1994).

The decorative aspect produces decorated textiles with a myriad of motifs and colours that suggest another method of “protection”. In some cultures, this method of protection was referred to as animism. They believed that certain motifs in the textiles have powers of protection or healing from spirits. Many types of ancient textiles, such as Pua Kumbu in Borneo or Endek in Bali, had such motifs, and this differs from the main purpose of clothing as many scholars have suggested.8

This observation is also supported by a theory that suggested clothing that covers the entire body came from countries with colder climates.9 This phenomenon can be witnessed through the Hindu-Mahayana artefacts found across the archipelago that represented women with bare tops and sarongs covering them from the waist down. Minimal body coverings suggested warm climates in such regions. Sarongs were no longer used to cover only the torso and below; an additional piece was introduced to cover the body (kemban cloth) and head (kelubung cloth). The Malays might have adapted the form by shortening it and wearing it with a sarong. The sarong is the oldest form of textile10 representing the Malay identity. It is normally made from hand-made materials such as songket, tenun limar (ikat-woven) or batik, which was introduced to Tanah Melayu/Malaysia by the Indonesians.11

Given the presence of traders from throughout the world in the Malay Peninsula as early as 1300s, some scholars have suggested that the form of baju kurung might have been inspired by Middle Eastern merchants who wore robes (Shawal 1994). The women’s form of baju kurung was initially a long, loose tube-like shape made from a thin cotton-based material such as calico (unbleached cotton), chintz (glazed calico) and printed cotton, obtained through barter trade from Indian traders (Groeneveldt 2009). This view has been supported by other writings. Hai Goa Kuan Chi mentioned that the Sultan wore a thin white cloth with green floral motifs that was similar to a “robe” (jubah/abbaya), draped his head (with a turban) and wore shoes (Ismail 2006). Groeneveldt (2009) also wrote that “the elements of Persian-Arab was a long robe made by calico”. All these specifications of baju kurung were based on Islamic guidelines.

However, the Islamic guidelines contradicted the Malay interest in body embellishment, such as women wearing excessive accessories or revealing their body before Islam, which was then later translated onto textile decorations, such as in songket and ikats. Islam also forbids living motifs such as animals and humans, nature became the major source of inspiration. Many motifs on traditional textiles, such as pucuk rebung (bamboo shoots), tampuk manggis (mangosteen), awan larat (clouds) and gigi yu (shark’s teeth), were nature inspired.

ANALYSIS

The Traditional Form of Baju kurung Teluk Belanga and the Modern Style

Photos 1 and 2 are examples of the most traditional baju kurung. Its original form was made from geometric patterned fabric in a loose and long shape. For commoners, it was usually worn with a plain material or batik sarong whereas songket woven fabric and silk materials were only for the royalties. A shawl or headscarf usually completed the baju kurung, which was normally worn when a woman left the home.
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Photo 1 Baju kurung for commoners, the dress is usually plain cotton, with batik sarong.

Source: Busana Melayu: Zubaidah Syawal (1994).
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Photo 2 Baju kurung worn with weaved songket, brocade or telepuk (weaved Indian cloth).

Source: Busana Melayu: Zubaidah Syawal (1994).




Photos 1 and 2 also reveal the neck style called “leher Teluk Belanga,” which was made famous by the Sultan of Johor (Shawal 1994). The neck was always completed with a special technique of complicated stitching called “tulang belut” (Photo 3).
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Photo 3 Tulang belut stitching on collar of baju kurung.

Source: http://repairseluarluiselatan.blogspot.com/2011/09/ruang-kemahiran.html (accessed 19 April 2015)



The sleeves were sewn to a “kekek” - a panel at the underarms of both sides, which were also attached to the pesak (Photo 4). The top blouse was purposely made loose so that it still fit women when they were married and became pregnant. The baju kurung was usually worn with a sarong sewed in a tubular form on each side. The sarong was always worn with pleated fold on the side in a style called “ombak mengalun”.

Traditional baju kurung usually had a patch pocket on the front or side pocket between the pesak. For commoners, the top blouse was completed with a sarong, shawl and a simple sandal made from leather or wooden block such as “terompah” (Photos 5 & 6). During the Malaccan Empire, leather sandals were considered an exclusive gift, normally presented by merchants, which were only worn by the royalties and their close family members.
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Photo 4 Traditional pattern of baju kurung (Ismail 2006).



The traditional fabric was normally narrow due to the use of body looms. Therefore, most traditional materials, including sarongs, were attached to make the material sufficiently wide to comprise a complete outfit. Photo 4 explains the master pattern to construct a traditional form of baju kurung Teluk Belanga.
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Photo 5 Wooden slippers used in traditional era. Source: National Museum Indonesia, sandal from Lebak Banten (n.d).

Photo by Hanisa.
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Photo 6 Another form of wooden slippers with leather strap on top. Source: National Museum Indonesia, sandal from North Sulawesi (n.d).

Photo by Hanisa.




Table 1 Summary of pattern seen in baju kurung Teluk Belanga



	Component
	Form / pattern
	Effect on body



	Bodice
	Geometric- rectangle
	Gives a loose fitting effect on body, concealing the body in a tube-shaped top.



	Sleeves
	Geometric- rectangle
	The shape of arm is concealed.



	Kekek (similar function to gusset)
	Geometric- square
	Gives an allowance for underarm to make the sleeves more comfortable to move.



	Pesak (panel on the side of bodice)
	Geometric: trapezoid when sewn together
	Expands the size of bodice to give allowance for a loose-fitting shape. Furthermore, traditional weaved fabrics always had smaller width which had to be attached with other pieces/panels to accommodate the size for bigger bodice.



	Neckline
	Organic: circle with front slit for opening
	Basic shape to ease the head to slip from the top.



	Sarong
	Long rectangle shape that is sewn together at the end which is formed into a sarong.
	Sarong is normally pleated manually on the side of the waist and held with a belt, called ‘ombak mengalun’ style. It is still loose fitting; it is easy to walk since there is a big allowance at the bottom of the sarong.




Comparison of the Traditional and the Modern Baju Kurung Style

Samples of modern baju kurung designs were collected from fashion magazines (namely Nona by Karangkraf) and the Internet. Images of modern baju kurung were collected from renowned local designers, such as Salikin Sidek, Dato’ Radzuan Radziwill and Rizalman Ibrahim, who specialise in traditional-style designs (Table 2–4). The following main findings are based on the analysis.


Table 2 Designs by Salikin Sidek



	Compound analysis
	Component analysis
	Cultural interpretation



	[image: art]

Source: Salikin Sidek


	Head

Decorated with golden hair accessories (cucuk sanggul) complete with a hair bun, without head covering. Other accessories are spotted (earrings) but they are not as dominant.

Bodice

The neckline style remains as Teluk Belanga. The pattern that formed the bodice is similar to the traditional cutting; however the side panel or pesak is made slightly curvy so that it will somehow show the waist in a subtle way. Material used is made from traditional weaved songket with light blue background decorated with gold thread flower motif.

Replica of 3-tier gold dokoh or traditional necklace is worn as an accessory.

Bottom

Sarong is still being used with traditional songket material but the pattern is similar to a long skirt. Pleated style of ombak mengalun is not in used for this design. The length of the skirt reaches the ankle, not to the floor.


	
Absence of long shawl or selendang indicates that the piece might not always accompany baju kurung as a set. It also indicates that, without the presence of a shawl, modern women may opt not to cover their hair.

Accessories such as cucuk sanggul or 3-tier dokoh were formerly used by the royalty. Having such accessories in common models suggests that such a regulation is no longer observed by modern society. The same goes with the use of songket material, which was only reserved for royalty and their family; now it is available for those who can afford it. This is an indication that current society no longer practices discrimination through materials made in modern settings.

The simpler way of wearing the sarong shows that practicality is most important for busy women in current settings. The waistband replaced the belt that also affects the styling of sarong that omits the ombak mengalun pleating. However, by having the same visual effect of sarong underneath the top, the look of sarong remains relevant in the Malay society.
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Head

The hair is straight and long, without any bun (sanggul). Absence of hair accessories and shawl creates a casual or simple look on the model.

Bodice

The top tunic has similar basic geometric patterns like baju kurung, but the neckline is made wider without the Teluk Belanga styling. The length of the top is still similar to the traditional length of baju kurung, but the sleeves are made shorter. The end of the sleeves is decorated with beading (or maybe lace). Visually, it shows the absence of pesak and kekek since the width of the bodice is already big enough to cover the whole body. Motif-wise, it looks like tie and dye (ikat-celup) with white horizontal lines on beige. Material looks like silk crepe with semi-transparent effect, creating softness that can be visually felt by viewers. The inner yellow corset worn with similar colour as the outer tunic gives a resemblance of traditional kemban usually worn during the pre-Islamic era.

The usage of 3-tier dokoh with smaller decorations makes it more modern compared to the previous ones.

Bottom

The way the sarong is draped shows that the model was asked to wear the sarong using a belt. This can be seen in the picture since the fold is not made neatly like a skirt that normally has a neater fold.

The design on the sarong, however, is using the traditional pattern of samrinda; with horizontal and vertical lines, which are very prominent in most traditional textile designs.


	
Simpler hair styling indicates the life style of modern women who prefer minimal or no ornaments on their hair. Such look also suggests a simpler lifestyle and freedom among modern women who are no longer tied to certain guidelines set by their society. However long hair indicates a perfect Malay image rather than short hair; the latter is preferable among modern women or those familiar with the West.

Kaftan-like tunic, with more room to move suggests agility and freedom among modern Malay women. Semi-transparent material, which is worn with a corset is a marriage between modern Western influence and traditional pattern on top. As many would say the design may not conceal the body, the style however is similar to kemban that reveals the upper body among women during pre-Islamic era in the Malay Peninsula.

The tunic is loose, made more like a blouse rather than baju kurung. The sarong which is paired with the tunic was not sewn like a skirt which indicates that it can also be paired with trousers or skirts. The different motifs between the tunic and sarong also indicate that the pairing is quite flexible.

In the past, a shorter length sarong indicated an unmarried maiden; nowadays, it is mere styling that is purposely made to show off the shoes.







Table 3 Designs by Rizalman Ibrahim



	Compound analysis
	Component analysis
	Cultural interpretation
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Source: http://bmalaysia.com/pages/4848912-rizalman-x-tesco-raya


	
Head

Absence of shawl or any form of head covering in this dress may suggest that the design is not made only for Malays. Netting as an accessory instead of traditional ornaments on the hair shows adaptation to modern fashion, which is also interpreted through the shorter cut and blonde hair style.

Bodice

The top piece has similar length (knee length) as the traditional form but is slightly curvy (rather than a loose fitting). The neckline still uses the Teluk Belanga shape with piping/satin tape finishing. Absence of pesak and kekek on the side has made the silhouette of the wearer more dominant, with synthetic material that looks soft and clings onto the body.

The plain greyish blue tunic top, decorated with horizontal black lines at the bottom of the tunic and on the sleeves looks modern, even though traditional motifs are not used. Sleeves are kept long and loose with black coloured ribbon decoration on the shoulder to enhance the design of the tunic.

Bottom

The sarong is made in the form of a long skirt, with similar fabric and design that matches the top. The length is up to the ankle and matches the black shoes. This simple, straight skirt replaces the side pleated sarong that used to be worn together with the traditional baju kurung.


	
Without the hair being covered, the design of this outfit does not imply that it is only made for Malays. Simplicity of hair decoration and blonde hair also suggest modernity and the target market for this design that focuses on modern Malays in urban areas and also for non-Malays. The appearance of netting on the face is merely decorative, but it reflects western influence in local designs.

The hourglass silhouette of the top is a total opposite from the loose-type tunic shape; this indicates the shifting of the concealing concept to revealing the shape of body. Absence of traditional motifs shows versatility of the baju kurung that can be styled with any kind of materials to suit the trend. The main element of baju kurung such as the length of the sleeves and top are still relevant until today; the appearance of Teluk Belanga neckline connects the past to the present.

The long skirt that replaces the sarong shows practicality. Even though it is a skirt, visually it looks similar to the sarong when it is paired with the long top. Even though modern material replaced the traditional fabric, the look and feel of the overall design still resembles the baju kurung but with a more modern styling.
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Head

The head does not apply any component of accessories. Basic and simple hair style with neither accessories nor shawl accompanies the outfit.

Bodice and bottom

This outfit is actually a piece of abbaya or robe. It uses baju kurung elements as inspiration such as Teluk Belanga neckline but is decorated it with beading/buttoning.

The robe looks like a two-piece outfit because the placement of the lines is vertical for the top and sewn together with horizontal lines at bottom piece.

The sleeves are still made long and slightly loose with vertical lines. Brown shades with a hint of light blue makes the design look simple but pop at the same time.


	
Absence of shawl or head covering suggests two things;


	It shows that wearing a shawl or head covering is an option to modern Malays, since many also opt not to wear them.

	The dress is made not only for Malays but for other races too.

	Simple hair style without accessories suggests a modern professional working woman with sleek appearance.


Abbaya is a popular style that hit the local market recently. It is very popular among Malay women because of its flexibility and easy to wear character.

As many designers tried to copy the abbaya style from the Middle East, the designer has localised the design by incorporating local elements to the outfit.







Table 4 Designs by Dato’ Radzuan Radziwill



	Compound analysis
	Component Analysis
	Cultural interpretation
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Source: http://www.thestar.com.my/story/?file=%2F2006%2F10%2F19%2Flifearts%2F15740473


	
Head

The hair is decorated with flowers; similar to the traditional era, the positioning of the flower indicates status. In this case, however, the flower decoration is meant to beautify the overall look of the model, without any relation to her marital status.

Bodice

The neckline retains the Teluk Belanga style with a brooch to cover the collar slit. The top is similar to the traditional style of baju kurung but the pesak (translate) and kekek (gusset) are made smaller in “pesak gantung” (translate) style; the kekek is also made in the shape of a trapezoid rather than a square. In this pattern, the top is made smaller at the bust line and loose at the hips.

The sleeves are made long but most probably the alteration has been made to the pattern sleeves so that they look a bit slimmer on the arm with a bigger wrist.

The motif used is ‘bunga tampuk buah kesemak’ or persimmon fruit; this used to be a very popular motif in traditional songket fabric. The colours include a grey background with golden thread songket motifs.

Bottom

The designer is using a similar type of songket material to match the top, with the main (head) design placed at the front. The sarong does not use the ombak mengalun (translate?) style but has a simple pleat in front. The sarong is made using a pattern of long skirt, with proper waistband and opening. It is not worn with mere sarong and belt like the past.


	
Again, the absence of head covering or hijab shows that the traditional outfit no longer has to be paired with it. It also indicates the head covering is still an option by many even though it is a must to cover the hair and neck for Muslim women. However, not wearing the hijab may also be a sale strategy; this does not limit the design to the Muslim market only.

Adjustment from the loose pattern to a slightly fitted one at the bust line shows that the design accommodates current trends.

Adjustment made on the sarong, using a skirt pattern instead of a typical sarong shows practicality to suit the current lifestyle of women.

Placement of motifs or usage of songket does not imply any social status like in the past, but merely shows the design that suits the current fashion.





	
[image: art]


	
Head

Simpler hair style with minimal accessories. Again, the absence of the shawl or hijab is common in current designs.

Bodice

The top blouse has very few elements taken from the traditional styling of baju kurung. From the overall look, the only element remaining is the long sleeves. However, the material is made from black lace with a see-thru effect that shows the skin colour.

The neckline is modern, with the opening most probably at the back.

The overall fabric is made from synthetic material with light blue and black finishing and decoration. A belt with decorative ribbon is a modern addition to the blouse. The shorter length of top blouse is not familiar in baju kurung except for Kedahan baju kurung which has a shorter top.

Bottom

The skirt has a trumpet shape that gives a flair at the bottom. The skirt uses a totally modern cutting without any elements of traditional sarong in terms of motifs, type of material or cutting. The soft fabric gives a nice flair effect when walking.


	
The blonde hair and modern styling suggest that this design is meant for everybody, without limitation of race or religion.

The only element retained is the two-piece outfit with a long sleeve blouse; the rest is inspired by modern styling.

The bodice and skirt resemble an hourglass shape, which differ from the original loose pattern in baju kurung. It shows that femininity is shown through the shape of women’s bodies, which dominate current fashion worldwide.

 

 

 

 

 

 

 

 

The blouse and skirt have similar inspiration as the concept of the 2-piece baju kurung; however when too many elements are compromised, the look and feel of the baju kurung have been diminished in this design.







Table 5 Comparison on each component of traditional vs modern baju kurung



	Component
	Traditional style
	Modern style



	Headgear (shawl, selendang, kain kelubung [sarong], etc)
	Always accompany the set of baju kurung among women, especially when going out.
	An optional piece.



	Hair style

	Length of hair normally long, bun is common among Malay women. Accessories such as hair pin (cucuk sanggul) and positioning of flower on the hair bun indicate marital status among the ladies.

	Most models have shorter hair or long hair is tied in neat hair bun. A traditional replica of hair accessories (not worn daily) is normally adorned in photo-shoots. Indication of status no longer appears through hair style or its accessories.




	Neckline

	Teluk Belanga with finishing using Tulang Belut stitches.

	Some designers still incorporate the traditional style, but some also opt to style the clothes according to current trends.

Tulang Belut stitches are rarely used nowadays, due to its complicated and time-consuming stitching. Instead, many modern designs use piping, lace or beading as finishing and decorations on the neckline.





	Bodice shape

	Loose fitting tunic that hides the shape of the body

	Varies from loose tubes to hourglass shape.




	

	Geometric pattern

	The usage of modern pattern with dart emphasizes the body shape rather than concealing it.




	Pattern: Pesak (side panel), kekek (gusset), kocek (pocket)

	The side panel and gusset are used as the width of traditional fabrics is too small (since body loom is used). The extension on each side using pesak and kekek are to enlarge the top blouse, making it more comfortable to wear.

	Some designers still incorporate the pattern in their modern design with slight alterations. But many opt to dismiss that part since modern materials have wider length (up to 60 inches or more).




	

	

	Hourglass-shaped top does not need separate pieces as the pattern is organic, not geometric.




	Sleeves

	Rectangular shape, giving a loose effect to the sleeves.

	Still loose but some adjustment has been made which is not necessarily in rectangular shape.




	

	The length is long until the wrist.

	Most designs still keep the length of sleeves up to the wrist.




	Sarong / skirt

	Ombak mengalun folding style on the sarong is common, whereby one side of sarong is pleated together and tied on the waist using a belt. Another common one is folding the end to the front and securing the top with a belt. Positioning of the main motif is important since it will indicate marital status and rank of the wearer in the community.

	Most modern designs are practical, to suit the active lifestyle of modern women. Therefore, the sarong is made like a skirt with proper opening using zip and waistband. It is more convenient to wear and easier to maintain the fold as it is already sewn together.




	Materials

	Traditional types of woven fabric such as songket, Samarinda weave, with techniques like telepuk, limar (tie-dye), ikat pelangi (rainbow), batik and many more are used.

The fabrics are normally made from natural fibres such as imported cotton and silk (via trade).

	Some traditional materials are still used and produced by artisans in the East Coast of Peninsular Malaysia; however the price is rather costly. Due to that, many designers opt to use modern materials (such as polyester, satin, etc), which are cheaper, easier to maintain and more durable.




	Motifs/ lines

	Most designs in traditional textile such as songket or tenun (weaved) materials had limitations in the loom; most patterns used in vertical or horizontal lines. Some motifs in traditional ikat (tie) also have organic lines or lines such as in limar ikat or batik lukis.

	Modern techniques allow the fabric to have unlimited motifs, which are no longer limited to certain types of designs. This has provided designers the flexibility in choosing the motifs and colours,




	Colours

	Colours are limited due to natural dye used.

Certain colours were meant only for royalty such as yellow or white. Golden thread materials such as songket with full weaved motifs also indicate status in the traditional society.

	Unlimited colours due to modern technology that has produced a wide range of hues.

Colours and materials no longer have relation to status. But for some occasions related to palace ceremonies, certain dress codes or colours (such as not wearing full songket materials, or one colour) still apply.




	Footwear

	Terompah (wooden sandal) or leather sandals. During the Malacca sultanate, sandals were just worn among royalty and their family members.

	Many choices and styles range from cheap materials to the expensive brands. Footwear are worn by all, without discrimination based on their status, whether they are royalty or commoners.





Based on the visual analysis, the adjustments made to the form and style of the traditional baju kurung Teluk Belanga (in particular) are summarised in Table 5. Unnecessary or irrelevant pieces of clothing or accessories were no longer used in current designs due to several factors. Trends influence the styling in fashion, whereas technological factors change the way the pattern is constructed. New knowledge regarding proportion based on mathematical configuration12 has made the top blouse shorter than the skirt to display balance in height through visual perception13 (Horn & Gurel 1981: 317–319). To reduce costs, timely tailoring of unnecessary parts (such as patch pockets or tulang belut finishing) were omitted to accommodate mass-market sales and current trends. However, such finishing is maintained in some custom designs at additional cost. Such detailing can be found in most Salikin Sidek designs.

Previous indications of “code” pertaining to status through motifs or accessories that were linked to social connotation were no longer relevant in modern society. For example, the positioning of the main design in the sarong (kepala kain) during the traditional era, which was used to informally indicate marital status or rank, is no longer pertinent. This phenomenon was mentioned by Derrida who wrote, “When the signified object no longer gives meaning to the society, such practice will cease to exist”.

The noticeable variation to the shape of the baju kurung from a tube silhouette to an “hourglass” is the most significant element in the modern trend. The shift indicates that the inner beauty is now translated into a physical look, perceived through the hourglass shaped dresses that dominate the markets. Although most Malay women in Malaysia know that revealing their bodies is forbidden in Islamic teachings, many seem to neglect it. Designers also opt to disregard this guideline based on the modern perception of beauty. The global trend has influenced changes in the local fashion scene where the concept of beauty is often associated with having a sexually attractive figure.14 The phenomenon of having a perfect figure has influenced the styles of women’s fashion worldwide and has also acculturated into the modern baju kurung form. This result indicates that the body has taken the focus in shaping Malay fashion. Jean Baudrillard made a similar observation that, “the body has taken over the souls, moral and ideological role as an object of salvation.” The body has become a particularly privileged fashion object (Svendsen 2006: 76).

Flugel explained this matter. He believes contemporary society feels trapped between decorum and the whims of the latest fashion (Barnard 1996). Consequently, a compromise is made between custom, religion and current trends, and it is interpreted by modern fashion. It is similar to the compromise made to allow Malay women to work, which was not a common practise in the traditional era.

Interestingly, based on the analysed data, a few elements are still relevant to modern designs, such as the length of sleeves (which should still be long) and the long skirt. Every part of the body is covered thoroughly, even if lace or sheer materials are used on uncritical parts of the body such as the sleeves. It indicates that the Malays do not accept revealing one’s skin through clothing, but revealing the arms is somewhat tolerable. This signals that although many elements contradict Malay customs, the designers play an important role in selecting the appropriate elements to be incorporated into their designs. Such consideration demonstrates that the enculturation process occurs when particular elements are selected based on customs and current acceptance level of changes by the Malays.

Non-Malays donning baju kurung is also a sign of other races recognising Malay artefacts. Thus, the style is no longer exclusive to Malays. However, when it is paired with a headscarf, it automatically represents the image of a Malay-Muslim, therefore making the style an identification tool for ethnicity. This observation indicates that the modifications to baju kurung in today’s context (when it sometimes looks similar to a blouse and long skirt) has weakened the visual identity of Malay women, unless it is combined with Islamic elements such as a head covering. Other elements that may enhance the Malay characteristics in clothing are classical materials such as woven textiles (i.e., tenun Pahang or songket, locally made batik) or traditional techniques used (i.e., the Teluk Belanga collar with tulang belut finishing). When these traits are combined with other styles, they may enrich the Malay elements but not necessarily enhance one’s ethnicity.

The baju kurung is still relevant for many Malay ceremonies such as engagement, weddings and funerals. Traditional attire is also worn as uniforms, particularly in schools, the government sector and government agencies. Even so, the interpretations of the “Malay image” remain in the modern version of the baju kurung with the addition of the head covering that enhances the Malay Muslim identity. Alterations on its form and styles were made relevant to accommodate modern settings and the lifestyle of current Malay society.

CONCLUSION

The changes in Malay women’s identity through the evolution of the baju kurung indicate the creative developments designers have made in an attempt to sustain culture with a modern twist. The changes should not be viewed as an opposition towards Malay customs but rather as a positive input that will enrich Malay artefacts. This view is appropriate to the characteristics of Malays who are open to other cultures.15 However, changes in the forms and styles of Malay baju kurung should always be based on the values prescribed by Islam, such as modesty, decency and appropriateness. Because the Malays in Malaysia are bonded by Act 160 (2) of the Federal Constitution that ties religion and race,16 local designers should consider appropriateness when styling given that they also represent themselves as Muslims. Inappropriate ways of dressing (i.e., those that are vulgar or revealing) will create confusion among non-Muslims because such images are of Muslim and Malays are incongruent.

The development of the modern baju kurung is also an evidence of change in dynamic cultural systems, particularly knowledge, technology and economics, which can be seen through the ideas, artefacts, and activities of society. Further research on the current development of Malay clothing in relation to current designs is constantly needed because fashion changes continuously. This research was based on a case study, therefore the findings may not represent general discoveries, but they may suggest similar outcomes in other related studies.
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NOTES

1.     Being modern became synonymous with being new (Lipovetsky in Svendsen 2006, 25).

2.     The universal cultural system consists of language, knowledge, social issues, technology, economics, religion and arts. In most modern societies, the concerntration will be on the scope of knowledge, technology and economics (Koentjananigrat 2008).


3.     In the Judeo-Christian tradition, Flugel indicates particularly provocative body parts must be obscured from view. Common decency developed after the collapse of the Greco-Roman civilisation. Flugel (1971).

4.     The Indian way of dressing called “pakaian cara keling” was banned starting in the era of Sultan Mansur Shah when Islam became the official religion. Sejarah Melayu: 60 in Ismail (2006).

5.     Derrida mentioned that each culture can be as structured as language, where it can be divided and deconstructed to understand its meaning. Meaning must be understood by society to be useful. Hoed (2002: 66–67).

6.     Compound analysis will distinguish the main parts of each design (such as the top, bodice, and skirt/sarong). Each compound will later be analysed into smaller details on each component by breaking the elements into designs, such as form, colour, and texture, to determine the differences or similarities in the modern baju kurung.

7.     The Concept of Culture and Social System by A. L. Kroeber and T. Parsons in American Sociological Review, XXIII-5 (1958: 582–583) in Koentjaraningrat (2011).

8.     The “protection” reflects the animism beliefs that certain motifs or colour in tradition textile may have the power of healing or protecting the wearer. It can be witnessed in many traditional textiles across the archipelago. Kartiwa, 2010.

9.     Tailored garments were developed first in cold climates. They were cut and sewn to the shape and body, thus creating clothing with greater insulating abilities. Marilyn J. Horn (1981: 41).

10.   Azah Aziz, 2006: 139.


11.   The batik trade in Pekalongan is an important factor of the expansion of batik designs to other regions that was made to suit the design preferences in other regions. Hasanudin (2001: 203).

12.   Golden Mean Rectangle theory in (Marilyn J. Horn 1981, 317–319).

13.   Because the waist length is normal and the legs are slender and well shaped below the knee, the alteration in visual length should be concertrated between waist and knee (Marilyn J. Horn 1981, 384).

14.   Women’s sexuality and women’s dress in Western art have always been potrayed as one. The conception of female nudity conformed with the aesthetic favoured in the period. The nude is seen in the imagination, and it is likely to replicate the ideal form bestowed on women’s body dress styles of the day. Hollander (1980) in Davis (1992: 81).

15.   The Malays have a compromising characteristic that opens them to other cultures. Yusuf (2009: 125).

16.   Article 160(2) defines a “Malay” as a person who professes the religion of Islam, habitually speaks the Malay language, conforms to Malay customs and (a) was born before Merdeka Day born in the Federation or in Singapore or born of parents one of who were born in the Federation or in Singapore, or is on that day domiciled in the Federation or in Singapore; or (b) is the issue of such a person. http://www.kptg.gov.my/sites/default/files/article/perlembagaanpersekutuan.pdf (Accessed 3 January 15).
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ABSTRACT

Rối nớc (water puppetry) is a national art of Vietnam that represents the traditions, folklore, beliefs and lifestyle of the local people. This qualitative research is conducted in the context of Hanoi, Socialist Republic of Vietnam. The research objectives are to understand the history, status and role of the water puppet show, its music and inheritance. This article shows that the water puppet shows are widely found in many villages and provinces in the alluvial plains of the Red River Delta. The important elements of the water puppet show are the puppets, music, puppeteers, mechanisms and manipulation methods, theater and story. The music in water puppet shows was formerly produced by percussion instruments, such as Trổng Cái (drum), Chúm Choẹ (cymbals) and Mỗ (wooden percussion instrument). Presently, many more musical instruments have been added to create more melodies. The sound of music in the water puppet show is from the folk song called Chèo, which is a short melodic verse played repeatedly. The melodic verse style is matched with the dancing posture of the puppets. The music of the water puppet show has been adapted to the changing social and western influences through conservation, rehabilitation, musical application and new generation compositions.

Keywords: conservation, inheritance, music, Vietnam, water puppetry


INTRODUCTION

The performing arts of Southeast Asia are a reflection of local lifestyles, beliefs and traditions that have been inherited across generations (Pongpaiboon 1999). The arts of each location tell a specific story of the ethnic groups that have influenced the area (Nutong 1988). Puppetry is an example of a performance art created by one’s ancestors and passed down by word-of-mouth, observation and apprenticeships; it plays a prominent part in local entertainment throughout the world.

Initially, puppets used in performances were unable to move but as time progressed adaptations were made so that the figures could make rudimentary movements and develop a character of their own (Gaboriault 2009). There is little documentation to confirm when puppets were first popularised but paintings on the interior chamber walls of the pyramids indicate that puppetry was prevalent in ancient Egyptian communities over five thousand years ago. The writings of Aristotle, Horace and Plato suggest that early puppetry was purely for aesthetic and ceremonial purposes rather than for entertainment (Department of Fine Arts 1982).

Puppet shows require the expertise of artists in many different fields, from sculpture to costume design, from dance to music (Maijaroen 2009). Music is especially important for puppetry shows because it can create the mood and emotion of the performance and allow the audiences to connect with and relate to the story and characters. Puppetry is a particularly popular form of entertainment in the countries of Southeast Asia. Many forms of puppetry are known; they include the Indonesian animal-hide shadow puppetry called Wayang Kulit, and the fabric-based Cambodian shadow puppetry known as Sabek Thom. The most common stories enacted during the puppet shows are regional adaptations of the Ramayana.

Water puppetry is unique to the Northern region of Vietnam in the communities around the Red River Delta. In the rainy season, the area is prone to flooding and the people have strong ties to the water. Out of local creativity and a respect for the mystical power of the river, water puppetry was born. The puppeteers stand in a hip-height pool behind a backdrop, which is fixed in the water. Each figure is made from wood weighing approximately 15 kilograms and controlled by four people using bamboo rods. The stories retell aspects of local Vietnamese lifestyle and also recount local legends. Each village has its own puppet troupe, which performs in pools outside the central administrative building in the area. The local puppetry techniques are often closely guarded but the essential component of the performances is music.

The musical accompaniment to water puppet performances acts as a medium for telling the story. However, the music that has been inherited from past societies has also been altered from its original format due to influences from China. In the past, the three musical instruments used to maintain the rhythm of the performance were the Trống Cái (drum), Chúm Choẹ (cymbals) and Mõ (wooden percussion instrument), which were all played by skilled local instrumentalists. Nowadays, these instruments have been supplemented by the Đàn Tranh (16-string zither), Đàn Nhị (2-string fiddle), Đàn Bồu (Monochord zither), Đàn Nguyệt (2-string guitar), Đàn Tam Thập Lục (36-string hammered dulcimer), Sáo Trúc (Flute) and local singers. In addition, modern sound and lighting systems are used to enhance the volume and quality of the performances. These changes have made the water puppetry of Northern Vietnam more interesting for audiences (Nguyễn 1996). The increase in attractiveness has also caused water puppetry to become a major cultural tourist attraction. Given the ever-expanding tourist industry, water puppetry has allowed the musicians and artists to pursue their hobby as a career. In the last 30 years, water puppetry has also been recognised on the international stage, ever since the first international performance in Europe in 1984 (Teekantikul 2002).

After reading about the development of water puppetry in Vietnam and observing performances, the research team realised the importance of music to the shows and became interested in examining the inheritance of music for water puppet performances in Hanoi. The researchers consider this a particularly important endeavour considering the impending concentration of the Association of South East Asian Nations (ASEAN). In 2015, ASEAN member states will be fully integrated as an ASEAN Socio-Cultural Community and there is a danger of countries neglecting traditional local and national practices and customs once full cooperation and participation of the ten ASEAN nations is in place. This qualitative investigation was thus conducted in the National Puppet Theatre on Trường Trinh Road and the Thang Long Puppet Theatre on the banks of Hoan Kiem Lake, Hanoi. The investigation gathered data from interviews and observations, with two objectives: (1) To study the background, current condition and role of water puppetry in Hanoi; and (2) To study the music of Vietnamese water puppetry and its continuity as an intangible cultural heritage.

THE HISTORY OF VIETNAMESE WATER PUPPETRY

Water puppetry is a traditional art that serves to promote the identity and lifestyle of Vietnamese people (Photo 1). The first physical evidence of water puppetry dates back to the Late Lê Dynasty (1428–1778) when performances were held in the Thầy Temple, which was located in the historical Hà Tây Province. The Fuda Water Puppet Troupe was closely linked to the Thầy Temple and performed a special show on the anniversary of the death of a former temple abbot (Teekantikul 2002). To Sanh (1976) reminds us that although the first documented evidence places water puppetry in the 15th century, it was probably performed much earlier than that, even as far back as the Hồng Bàng Dynasty in 1000BC.

Water puppetry, as recognisable in its modern form, became more prevalent when Emperor Lý Công Uẩn relocated his administrative seat from Hoa Lư to Thăng Long in the 11 century. The period was renowned for its skilled artisans who contributed to the design of the new governmental seat and influenced the growth and popularity of art in the area. The water puppet performances reflected the beliefs, culture and lifestyle of locals in communities of the Red River Delta. The golden age of water puppetry was from the rule of the Hồ Dynasty in 1400 to the end of the Late Lê Dynasty in 1778. During the 19th, 20th and 21st centuries, the art form declined to a position where it is now reserved for festivals and special occasions rather than for more general entertainment.
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Photo 1 A water puppetry performance in Northern Vietnam.




In 1956, then President, Hồ Chí Minh watched a puppetry performance by the Radost troupe from Czechoslovakia. Following the performance, the President invited the Radost troupe to help establish a national Vietnamese puppetry group to entertain the public (Teekantikul 2002). By the end of the project, a group of Vietnamese performers had been selected and trained to participate in the national troupe. When the Radost group returned to Czechoslovakia, the Vietnamese puppeteers experimented with their techniques and adapted the performances to their own style. From 1957 to 1958, the Vietnamese government introduced a policy to resurrect and revive interest in traditional water puppetry in the country so that the art did not disappear. The national artists went to the local villages and rural parts of Northern Vietnam to study and analyse the practices of the local people and water puppeteers. This initiative, instigated by President Hồ Chí Minh, was the start of a transformation that saw water puppetry become the national performing art of Vietnam.

PERFORMANCE PROCESS OF WATER PUPPETRY

There are now two water puppetry theatres in Hanoi that hold shows for foreign tourists. These are the National Puppet Theatre on Trường Trinh Road and the Thang Long Puppet Theatre on the banks of Hoan Kiem Lake. Several performances are held every day in the two theatres. Although the performances at the two theatres are very similar, the performance sequences may differ slightly. Each theatre now uses modern technology in lighting and sound to enhance its shows. The sequence of the shows is as follows:

Performance of the traditional Home Rong musical prelude – a traditional Vietnamese song.

Opening announcements – introduction of the program


Act 1 – Elevation of the dragon

Act 2 – Rural life, children blow recorders on the back of buffalo and farm the land

Act 3 – Catching frogs

Act 4 – Grandparents raising ducks and chasing away foxes, children playing in the water and catching ducks

Act 5 – Dragon breathing water and fire

Act 6 – Fishing

Act 7 – Customary singing and dancing

Act 8 – Swan dance

Act 9 – The story of the lake returning the sword

Act 10 – The dragon headed unicorn seizing the ball

Act 11 – Angel dance

Act 12 – Coloured sacred animal dance (dragon, dragon-headed unicorn, turtle and swan)


 

The water puppet figures are usually made from light hardwood, such as Tiger’s Claw (Erythrina variegata) or Fig Tree (Ficus carica). There are two parts to the puppets, the main body and the moving rods. Usually the body and lower limbs of the puppets are sculpted separately from the upper limbs and head, allowing the puppets to move freely. The puppets must be waterproof. Rods are attached to the legs and bottom of the puppets and controlled underwater. The rods are also used to make the puppets stand upright.

In the past, water puppetry was not a professional art and the puppeteers were members of the local community. The puppeteers were all male. Women were banned from taking part as puppeteers due to the physical strength required to control the figures. There was another reason for the ban on female participation. Traditionally, women were expected to marry and move away from their parents to raise a family. If women knew the puppetry techniques, the secrets of their fathers and grandfathers could be in jeopardy. Age was another factor in determining an individual’s readiness for work as a puppeteer. People with experience were preferred for the role. Thus, puppeteers were generally middle-aged men. Nowadays, women and young people take part in the shows and are acknowledged when the curtains are raised at the end of the performances. Nevertheless, social expectations and traditions have caused very few women to take up roles as puppeteers because they are viewed as too weak to stand in water for prolonged periods of time controlling heavy wooden figures (Nguyễn 2014). Puppeteers learn their art by observing, practicing and building their techniques through experience.

During the performances, the puppeteers must stand waist-deep in a pool of water (Photo 2) (Nguyễn 1998). There are three principle techniques used: (1) By holding long, simple, bamboo rods, the puppeteer can control puppets at long distances and use the rods to make the puppets change direction and posture; (2) By using long rod and rope systems, the puppeteer can control the position of the puppet and its head and arm positions simultaneously; and (3) By using rope systems, the puppeteer can generate many intricate movements from the figures.
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Photo 2 Puppeteers taking a curtain call at the end of a production.



All water puppet arenas are composed of three component parts: a 36m2 backstage section where the puppeteers control their figures, a front water stage and an audience seating area. Initially, water puppet shows were performed with no accompanying words and retold local stories and legends. Now, there are three types of story content based on traditional beliefs, history and everyday lifestyle.


MUSICAL INSTRUMENTS AND MUSIC IN WATER PUPPETRY

Originally, there were three instruments used in the music of the water puppet shows:

Trǻng Cái (a large drum), Chúm Choẹ (cymbals) and Mõ (a wooden percussion instrument). Now, the following 15 types of instruments are used (Table 1) (Photo 3).
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Photo 3 Positioning of the orchestra during the modern Vietnamese water puppet shows.




Table 1 Instruments used in the music of modern Vietnamese water puppet shows.



	Class
	Name
	Description



	Chordophone
	Đàn Tranh / Thập Lục
	A long zither with 16 brass strings that are plucked using a thimble worn on the thumb, forefinger and middle finger.



	Chordophone
	Đàn Nhị / Nhi
	A vertical violin deriving from China and India with two strings and played with a bow.



	Chordophone
	Đàn Bầu
	A four-part monochord zither.



	Chordophone
	Đàn Nguyệt
	A crescent-shaped lute with two strings, previously plucked with the fingernails but now more commonly played with a plastic pick.



	Chordophone
	Đàn Tam Thập Lục
	A 36-string hammered dulcimer played with bamboo sticks.



	Aerophone
	Sáo Trúc
	A 40–55 centimeter long bamboo flute.



	Membranophone
	Trống Cái, Trống Bản and Trống Đế.
	Drums played with sticks and often accompanied by cymbals.



	Membranophone
	Trống Cơm
	A hand beaten rice drum.



	Idiophone
	Chùm Ma Hình
	A brass instrument of the Tai ethnic group in Vietnam played by shaking in groups of five to eight people.



	Idiophone
	Chiêng
	A metal gong with a raised centre that is beaten with a stick.



	Idiophone
	Tíu Cảnh
	A traditional Vietnamese metal plate beaten with a stick.



	Idiophone
	Thanh La
	A traditional Vietnamese metal bowl beaten with a stick.



	Idiophone
	Chũm Choẹ
	Metal cymbals.



	Idiophone
	Sênh Tiền
	A 25 centimeter long coin clapper.



	Idiophone
	Mõ
	A wooden percussion instrument.





In the past, the musicians were local people (Nguyễn 1996). Presently, the music has been adapted and developed to include the sounds of the increased variety of additional instruments, including Đàn Tranh (plucked zither), Đàn Nhị (bowed, two-string fiddle, related to the Chinese huqin instrument family), Đàn Bầu (monochord zither), Đàn Nguyệt (moon lute), Đàn Tam Thập Lục (36-string hammered dulcimer) and Sáo Trúc (bamboo flute)1. There is a musical prelude before the beginning of the water puppet show and the rest of the performance depends on the story being told. There are usually six musicians at the national theatre, which include two singers and four instrumentalists. “The singers also play percussion instruments”.2 At the Thang Long Theatre, there are nine musicians: two singers and seven instrumentalists. The lyrics and music have been inherited from traditional folk songs and national compositions.

The name for the music used in water puppet performances is Chèo, which derives from the traditional folk music of Northern Vietnam. The objective of Chèo music is social observation and the music allows the artists to reflect the lifestyle of the Vietnamese communities. The music involves short melodies and allows for repetition, which is key in creating a variety of characters and moods for the puppets. Most pieces are in the hemitonic, pentatonic scale. The melodic verse style is matched with the dancing posture of the puppets. The rhythms are slow, moderate and fast, and can be switched from slow to fast (Photo 4). Today, the music of the water puppet show is inherited from past folklore, knowledge and wisdom to add more value to the culture.
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Photo 4 Sheet music from Ru Con, a folk lullaby played as the third piece of the water puppet performance at The Thang Long Water Puppet Theatre, Hanoi.

Source: http://damsan.net/showthread.php?google_seo_thread=Ru-con-D%C3%A2n-ca-Nam-B%E1%BB%99.




There are four methods used to ensure the cultural continuity of the music used in water puppetry. The first method is conservation. The traditional music techniques, instruments and songs have been inherited from the past and, although other Vietnamese instruments have been added to the performance, western musical influence has not yet crept into the performances. The conservation of Chèo music is currently achieved by word of mouth, observation and experience. The second method of ensuring cultural continuity is restoration. The art has twice undergone periods of intense focus and revival, first under the watch of Lý Công Uẩn, who reigned Đại Việt from 1009 to 1028, and later in the 1950s and 60s under President Hồ Chí Minh. The third method of ensuring cultural continuity is adaptation. The music has been adapted to incorporate more instruments to make the performance more interesting for modern audiences. The final method of ensuring cultural continuity is new composition. The artists of the 1950s revival added their own creative influence to the water puppet music so that the modern version of the art is a true Vietnamese creation.

CONCLUSION AND RECOMMENDATION

Water puppetry in Vietnam is a national cultural symbol and plays three important roles in Vietnamese society. Firstly, the art form is instantly recognisable around the world as Vietnamese heritage. “It is unique to the Red River Delta and [secondly] helps preserve a number of cultural and artistic traditions, including puppetry, costume design, dance and music” (Trung 2014). Finally, water puppetry is a cultural product that attracts tourists to Northern Vietnam. This enables the artists and performers to pursue careers and dedicate their lives to the art because they are able to generate a decent income (Hà 2014).

The music that is played as an accompaniment to water puppetry performs a vital role in building the characters and moods of the stories. It makes the entire performance more exciting and dramatic (Sriniwarsan 1991). As such, the music has been central to the revival and popularity of water puppetry in Northern Vietnam. In fact, as many scholars in the growing school of ethnomusicology have attested, the changing nature of music is a reflection of wider changes in society (Maceda 1981; Nettl 1964; Samrongtong 2004). In this case, the revival of Vietnamese water puppetry and the importance of its music can be linked to external political motives. In the first case of revival, Emperor Lý Công Uẩn was determined to create a legacy and make his own mark on Vietnamese history by moving the capital and focusing on the culture and art of his people. The second case of revival was driven by the progressive thinking of President Hồ Chí Minh and a need to create entertainment and cement an identity amid the atrocities and upheaval of war and revolution. All the while the continuous adaptation and creation of the music reflects audience need for excitement in a faster and more hurried world.

It would be of use for people concerned with the conservation of Vietnamese water puppetry to analyse and apply the research of Bunjaroen Bamrungchu (2010). Bamrungchu studied a method of conservation and development of Isan Nangpramotai (a type of folk performing art) for adding value to local culture. She concluded that conservation should be divided and targeted into four areas: (1) Conservation of performance components, including music, stories and performers; (2) Conservation of presentation, including theatre, staging and lighting; (3) Conservation through public relations and advertising; and (4) Conservation of performance times and events. This systematic form of conservation may be of use to Vietnamese water puppetry and could help identify specific areas in need of attention. From the findings of this investigation, the research team would also like to make the following three suggestions for further investigation:


	Research should begin with the creation of a curriculum for primary and secondary school students that incorporates the art of water puppetry in Northern Vietnam. This will help the conservation process from a grass roots level.

	Other types of traditional music in Vietnam should be investigated as part of a dedicated study to broaden the knowledge of indigenous Vietnamese culture.

	A comparative investigation should be conducted to examine the differences between water puppet performances in different parts of Vietnam.


Although the addition of musical instruments may be seen as a divergence from traditional water puppet music, the sound of the music is now more complete. As supported by the research of Bennett (1998), this is due to a fuller character in six musical areas: melody, harmony, rhythm, timbre, form and texture. Moreover, the musical instruments that were added to the performance came from the traditional ethnic groups in Vietnam rather than from foreign cultures. In this way, the essence of the water puppetry has been retained. The music has been complemented by new lighting designs and sound technologies, which make the entire production seem more professional and modern. Such additions have been found to benefit other forms of traditional performing arts as well (Upatamnarakorn 2009).

The music of modern water puppetry in Northern Vietnam was created in the twentieth century as part of the restoration drive of President Hồ Chí Minh. Having said this, the majority of the music, aside from the singing and lyrics, was largely based on the original Chèo format. As Wongpaiboon (2010) has argued, if the principle of the music remains the same, new creations are not always harmful to the original art. Indeed, in the case of Vietnamese water puppetry, the singing and new music have allowed water puppetry to become well recognised across the globe; income is generated for the performers by the tourist industry, which helps to ensure the continuation of this particular form of Vietnamese culture. Moreover, music and culture are interrelated (Nettl 1964). As culture continuously evolves, so too does music. These changes and additions to Vietnamese water puppetry music are part of this ongoing evolution of culture.


NOTES

1.     Nguyễn, H. T. 2014. Interview. Hanoi.

2.     Nguyễn, T. D. 2013. Interview. Hanoi.

3.     Trung, T. 2014. Interview. Hanoi

4.     Hà, M. H. 2014. Interview. Hanoi.
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ABSTRAK

Keunikan reka bentuk rumah tradisional Negeri Sembilan melambangkan masyarakat adat perpatih atau sistem kekerabatan matrilineal yang diamalkan oleh masyarakat di Negeri Sembilan. Selain itu, reka bentuk bumbung panjang yang lentik dengan kedua-dua hujung bumbungnya naik ke atas sedikit telah menjadi identiti seni bina di Negeri Sembilan yang tersendiri. Adat perpatih dan faktor kedaerahan telah mempengaruhi reka bentuk rumah tradisional ini. Namun keaslian konsep dan falsafah reka bentuk seni bina rumah ini sering dikatakan menyamai reka bentuk rumah adat di Minangkabau. Oleh itu, penyelidikan dijalankan bertujuan untuk mengenal pasti perbezaan dan menganalisis beberapa rumah yang terdapat di Sumatera Barat, Indonesia dan Negeri Sembilan, Malaysia. Kajian ini akan melihat kepada evolusi reka bentuk rumah tradisional Negeri Sembilan yang berasal dari Minangkabau. Lokasi kajian melibatkan beberapa buah kampung iaitu rumah-rumah tradisional di Padang, Bukit Tinggi, Kampar Kiri, di Sumatera Barat, Indonesia dan Rembau, Kuala Pilah, Tampin di Negeri Sembilan, Malaysia.

Kata kunci: adat perpatih, sistem kekerabatan matrilineal, kedaerahan dan Minangkabau.

ABSTRACT

The unique design of Negeri Sembilan traditional houses represents the indigenous perpatih custom or matrilineal kinship system practiced by the society in Negeri Sembilan. In fact, the design of the roof with its long tapering ends raised slightly at both sides has become the unique architectural identity of Negeri Sembilan. Although customs and regional factors have influenced the designs of the traditional houses, nevertheless the originality of the concept and philosophy of the architectural design of the house are often said to match the design of customary house in Minangkabau, Indonesia. This research aims to identify and analyse some of the differences in the traditional house designs in West Sumatera, Indonesia and Negeri Sembilan, Malaysia. This study will look at the evolution of the Negeri Sembilan traditional house design that originated from Minangkabau. Location studies involve several villages of traditional houses in Padang, Bukit Tinggi, Kampar Kiri, in West Sumatra, Indonesia and Rembau, Kuala Pilah, Tampin in Negeri Sembilan, Malaysia.

Keywords: Perpatih custom, matrilineal kinship system, regional and Minangkabau


PENGENALAN

Masyarakat di Negeri Sembilan terdiri daripada penghijrahan dan kedatangan masyarakat Minangkabau. Terdapat dua kumpulan penghijrahan Minangkabau yang datang ke Negeri Sembilan iaitu yang datang dari daerah pedalaman Sumatera mengamalkan sistem Adat Perpatih sementara kumpulan kedua datang dari daerah persisiran Sumatera dan mengamalkan Adat Temenggung. Di samping orang Minangkabau yang menduduki Negeri Sembilan, terdapat juga etnik-etnik lain yang menetap lebih awal di Negeri Sembilan seperti orang Melayu yang menetap di sekitar Sungai Linggi, Sungai Ujong dan Rembau di mana daerah ini terletak berdekatan dengan Melaka. Orang Melayu yang menduduki kawasan tersebut merupakan penduduk kerajaan Melayu Melaka yang melarikan diri setelah Melaka ditawan oleh Portugis pada tahun 1511. Kedatangan orang Minangkabau ke Negeri Sembilan berlaku sewaktu Melaka dikuasai oleh Portugis. Sungai Ujong dijadikan sebagai jalan masuk ke kawasan-kawasan persekitaran serta menetap di daerah Sungai Ujong, Rembau, Naning, Inas dan Jempol. Penawanan Melaka oleh Portugis telah menyebabkan Kesultanan Melayu Melaka berpindah ke Johor. Ungkapan adat Negeri Sembilan yang berbunyi “Beraja ke Johor, Bertuan ke Minangkabau, Bertali ke Siak” membuktikan bahawa Negeri Sembilan menerima pelbagai pengaruh serta mempunyai budayanya tersendiri seperti dalam Rajah 1.

Adat merupakan satu garis panduan kehidupan yang merangkumi peraturan adab dan amalan yang diamalkan oleh sesuatu kelompok masyarakatnya di dalam menjalani kehidupan seharian. Negeri Sembilan mempunyai keunikannya tersendiri yang terletak pada adat yang diamalkan oleh masyarakatnya iaitu adat perpatih. Adat perpatih ini merupakan kehidupan seharian yang lengkap dan sistematik, mempunyai sosial dan kebudayaannya tersendiri. Adat dan kebudayaan ini sering dikaitkan dengan masyarakat Minangkabau kerana ia merujuk kepada Dato’ Perpatih Nan Sebatang yang berasal dari Sumatera Barat, Indonesia seorang pengasas ideologi adat Perpatih dan pembesar di Tanah Minang kira-kira 500 tahun dahulu.
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Rajah 1 Penghijrahan dan kedatangan masyarakat Minangkabau dari Sumatera Barat, Indonesia ke Malaysia.




Adat perpatih merupakan satu struktur sosial yang melibatkan perhubungan dan proses-proses sosial dan ekonomi berasaskan nasab ibu sebagai dasar utama. Sehubungan dengan ini, pengaruh rumah di Negeri Sembilan dapat dilihat berlainan dengan rumah tradisional di negeri-negeri lain di mana ia mempunyai identiti yang tersendiri sebagai lambang kebudayaan masyarakatnya. Menurut Raja Nafida (2007), seni bina dan ciri-ciri reka bentuk rumah tradisional Negeri Sembilan berkait rapat dengan adat Perpatih. Lambang keagungan sesebuah budaya masyarakat suatu ketika dahulu adalah terletak pada keunikan seni bina rumah tradisionalnya. Menurut Norhalim (2007), pada umumnya adat bersistemkan kekerabatan matrilineal mengamalkan sistem adat yang unik dan berbeza dengan sistem adat lain. Unsur-unsur dalam sistem kekerabatan matrilineal seperti sistem ekonomi, sosial dan kepimpinan telah menjadikan kehidupan masyarakat Negeri Sembilan sebagai sebuah kehidupan yang lengkap dan sempurna. Sistem adat ini telah memberikan keharmonian dan kesejahteraan kepada masyarakat sejak ratusan tahun yang lalu dan pengaruhnya dapat dilihat pada seni bina rumah tradisional masyarakatnya hingga kini.

PERMASALAHAN

Antara isu yang menjadi persoalan adalah tafsiran, istilah, kefahaman dan perspektif telah diberikan kepada rumah tradisional yang berbeza mengenai identiti reka bentuk rumah tradisional Negeri Sembilan, Malaysia dengan Rumah Minangkabau di Sumatera Barat, Indonesia seperti dalam Rajah 2(a) dan (b).

Rumah tradisional Negeri Sembilan sering dikaitkan dengan rumah adat Minangkabau di Sumatera Barat. Menurut Hajeedar (2014), identiti ciri-ciri seni bina Minang pada rumah tradisional Negeri Sembilan harus diwarisi dan difahami sebagai satu identiti budaya yang bernilai, agar tidak menjadi kekeliruan kepada masyarakat. Pada satu masa yang lalu, kebanyakan masyarakat umum lebih mengenali rumah tradisional Negeri Sembilan dengan rumah Minangkabau Negeri Sembilan (Yaakub 1996; Raja Nafida 2007). Menurut Zulkifli (1985), reka bentuk bumbung rumah tradisional Negeri Sembilan yang melentik seakan bergonjong menyerupai bentuk rumah adat Minangkabau di Sumatera Barat. Reka bentuk fizikal secara umum rumah tradisional Negeri Sembilan dikatakan menyerupai bentuk rumah adat Minangkabau telah mempengaruhi kepada masyarakat umum. Kepelbagaian jenis dan istilah telah diberikan pada rumah tradisional ini mengikut kefahaman masyarakat sendiri. Identiti asal rumah tradisional tempatan semakin dipinggirkan disebabkan oleh perubahan zaman dan pelbagai campuran budaya dalam masyarakat (Zulkifli 1985). Terkesan dari isu ini, pelbagai krisis identiti seni bina rumah tradisional telah muncul dalam kalangan masyarakat secara umum dan ahli akademik secara khusus (Kamarul Afizi 2007). Oleh itu, penyelidik telah membuat kajian reka bentuk beberapa buah rumah dari Sumatera Barat, Indonesia dengan rumah tradisional di Negeri Sembilan, Malaysia melalui evolusi dan perkembangan reka bentuknya.
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(a) Rumah Gadang, Bukit Tinggi, Sumatera Barat, Indonesia
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(b) Rumah Tradisional Negeri Sembilan, Malaysia

Rajah 2 Persepsi rumah Minangkabau bergonjong dan Rumah Negeri Sembilan melentik.




OBJEKTIF DAN METODOLOGI KAJIAN

Matlamat kajian adalah untuk meneliti reka bentuk rumah Negeri Sembilan yang mempunyai seni bina rumah kesan dari pengaruh Minangkabau. Kajian penyelidikan reka bentuk adalah berdasarkan beberapa faktor yang menyebabkan berlakunya evolusi dan perkembangan rumah Melayu tradisional yang terdapat di Negeri Sembilan. Antara faktor-faktor yang mempengaruhi reka bentuk ini adalah adat dan kedaerahan yang menyebabkan reka bentuk rumah Negeri Sembilan mempunyai identitinya yang tersendiri. Objektif kajian penyelidikan ini adalah untuk mengenal pasti rumah asal Minangkabau dengan rumah tradisional yang terdapat di Negeri Sembilan. Selain itu, penyelidikan ini adalah untuk mengkaji dengan mengklasifikasikan rumah Minangkabau dengan rumah tradisional Negeri Sembilan. Aspek ini melibatkan kajian mengenai pengaruh adat dan kedaerahan yang mempengaruhi rumah tradisional Negeri Sembilan. Adaptasi rumah tradisional Negeri Sembilan dapat dilihat pada bumbung yang bergonjong atau reka bentuk bumbung panjang yang bersifat Minangkabau atau mempunyai lentik yang bervariasi. Ia melambangkan keunikan masyarakat adat perpatih yang diamalkan oleh orang-orang Negeri Sembilan. Kajian ini merupakan kajian pembentukan, perkembangan dan pembangunan bagi membuktikan bahawa adat dan faktor persekitaran serta kedaerahan telah mempengaruhi reka bentuk rumah tradisional Negeri Sembilan. Untuk mencapai objektif kajian, metodologi kajian berkaitan melalui pengumpulan data menerusi proses pemerhatian, literatur, temu bual dan pengambilan foto-foto yang berkaitan. Selain itu, kajian lapangan dilakukan pada reka bentuk rumah-rumah tradisional di Padang, Bukit Tinggi, Kampar, Sumatera Barat, Indonesia dan beberapa daerah di Negeri Sembilan seperti Rembau, Kuala Pilah dan Tampin. Analisa perbandingan mengenai reka bentuk rumah mengikut evolusi Minangkabau melalui gambar foto, lakaran “sketch” di tapak serta sesi temu bual telah dijalankan terhadap beberapa penduduk tempatan, tukang rumah dan ketua adat untuk dijadikan sebagai dokumen kajian ini.

ADAT DAN KEDAERAHAN

Penghijrahan awal masyarakat Minangkabau ke Rembau pada awal abad ke-15 dan kedatangan Raja Melewar telah menambahkan lagi ramainya orang-orang Minangkabau berhijrah ke Negeri Sembilan dan menjadikan negeri kedua bagi masyarakat Minangkabau (A. Samad 1994). Penghijrahan masyarakat Minangkabau ke Negeri Sembilan sedikit sebanyak telah mempengaruhi reka bentuk rumah tradisional di Negeri Sembilan. Menurut Yaakub (1996), rumah Melayu adalah rumah tradisionalnya yang terbentuk di dalam masyarakat Melayu bersama-sama dengan evolusi kebudayaan Melayu itu sendiri. Walau bagaimanapun reka bentuk rumah tradisional seperti pada (Rajah 2b), telah diasimilasikan dengan budaya tempatan mengikut kesesuaian persekitaran, pengaruh budaya dan adat resam. Masyarakat kini telah menyalahertikan rumah tradisional Negeri Sembilan dengan mengatakan rumah Minangkabau atau bumbung Minangkabau seperti pada (Rajah 2a). Rumah Negeri Sembilan merupakan satu-satunya rumah bumbung panjang yang melentik di Semenanjung Malaysia. Ciri-ciri inilah yang membezakan rumah Negeri Sembilan dengan yang lain, unik yang melambangkan keunikan masyarakat adat perpatih yang diamalkan oleh masyarakatnya.

Adat bersistem nasabkan ibu atau sistem kekerabatan matrilineal merupakan sistem adat yang diamalkan oleh masyarakat adat perpatih di Negeri Sembilan. Sistem kekerabatan matrilineal dalam adat perpatih ini telah menjadi sistem kehidupan masyarakat Minangkabau di Negeri Sembilan sejak dari nenek moyang ratusan tahun yang lalu (Rais 2007). Adat perpatih telah dibawa dan dikembangkan oleh masyarakat Minangkabau dari Sumatera Barat yang datang bermigrasi (merantau) ke Negeri Sembilan mempunyai ciri penting dalam sistem kekerabatan matrilineal ialah hak keturunan dan pewarisan harta diserahkan kepada kaum ibu dan perempuan. Sistem seperti sosial, ekonomi dan organisasi kepimpinan merupakan ciri penting yang diutamakan dalam sistem kekerabatan matrilineal. Walau bagaimanapun, sesuatu yang unik dalam sistem kekerabatan matrilineal ini ialah kaum ibu, anak perempuan dan keturunan kaum kerabatnya telah diberi kelebihan dan keistimewaan untuk menguasai keturunan, harta pusaka, dan kekuasaan pemerintahan (Norhalim 2007).

Kebudayaan orang Melayu agak tersendiri dalam banyak perkara termasuk bahasa, adat resam, pemakaian, pemakanan, persenjataan, pertahanan diri, pengangkutan dan sebagainya. Orang Melayu berjaya membangunkan tamadunnya menurut acuan tersendiri sehingga menyerlahkan identitinya dalam kalangan masyarakat antarabangsa (Mastor, Rosdan & Mohamad Tajuddin 2007). Menurut beliau lagi ramai masyarakat yang tidak mengetahui dan masih kabur dengan latar belakang rumah Melayu tradisional kerana ia dianggap usang, ketinggalan zaman dan kekampungan. Walaupun tipologinya kelihatan berbeza menurut kedaerahan tetapi konsep ruangnya adalah sama kerana berhasil menggunakan prinsip asas dan pemikiran yang sama. Faktor-faktor alam seperti iklim dan alam persekitaran merupakan faktor yang mempengaruhi bentuk seni bina rumah Melayu tradisional pada bumbungnya yang condong, cucur atap yang lebar untuk mengalirkan air hujan turun dengan cepat. Selain itu, terdapat bukaan pada lantai, dinding dan juga bumbung bagi sistem pengudaraan silang yang baik bagi mengatasi masalah keselesaan terma. Rumah awal yang mula-mula digunakan oleh orang-orang Melayu adalah dengan bentuk bumbung panjang dan bertebar layar mengikut alam persekitaran atau kedaerahannya. Perkembangan reka bentuk dan gaya rumah Melayu seterusnya berlaku melalui proses asimilasi antara satu sama lain apabila mereka saling berhubung merentasi daerah dan kawasan kediaman mereka.

ANALISA REKA BENTUK RUMAH TRADISIONAL NEGERI SEMBILAN

Reka bentuk rumah tradisional Melayu boleh dilihat beberapa jenis dan tipologi di seluruh Malaysia. Setiap negeri-negeri di Malaysia mempunyai bentuk-bentuk rumah tradisionalnya yang tersendiri. Permasalahan rumah Minangkabau sering dikaitkan dengan rumah tradisional di Negeri Sembilan oleh masyarakat adalah disebabkan pengaruhnya yang hadir dalam sistem pemerintahan di Negeri Sembilan. Budaya bangsa itu mempengaruhi bentuk seni binanya. Pengertian kebudayaan adalah sangat luas, merangkumi segala aspek hidup sesuatu kelompok manusia atau masyarakat, merangkumi sistem-sistem atau amalan hidup sehari-hari, sistem kepercayaan dan agama, adat istiadat, pendidikan, kesenian dan sosiopolitik masyarakat itu. (Yaakub 1996). Seni bina Melayu di semenanjung adalah di daerah Riau jelas serumpun dengan rumah-rumah tradisional suku bangsa Melayu yang lain seperti suku-suku bangsa Aceh, Minangkabau, Bugis, Banjar dan lain-lain di seluruh Kepulauan Nusantara. Faktor-faktor ini telah mempengaruhi reka bentuk awal rumah tradisional Melayu (Rajah 3) seperti bertiang serta lantai yang tinggi, bentuk bumbung panjang yang mempunyai tebar layar selain menggunakan bahan seperti kayu dan tumbuhan yang terdapat pada alam persekitarannya. Walau bagaimanapun bentuk bumbung di Negeri Sembilan yang melentik adalah pengaruhpengaruh yang datang kemudian mengikut evolusi yang berlaku dalam pembentukan rumah tradisional pada masyarakat di Negeri Sembilan.
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Rajah 3 Reka bentuk rumah tradisional Negeri Sembilan berumur lebih 100 tahun di Kg. Penajis Bandar, Nerasau, Rembau.




Evolusi merupakan perkembangan, pembangunan dan perubahan yang berlaku akibat faktor-faktor yang tertentu seperti faktor budaya, tempat dan juga kedaerahan. Kehidupan sesuatu tempat dan adat resam juga telah mencorakkan perubahan yang berlaku di sekelilingnya. Menurut Raja Nafida (2007), evolusi merupakan pembangunan yang berlaku kepada corak kehidupan manusia, haiwan, flora dan fauna. Corak kehidupan manusia adalah pengaruh yang datangnya dari asal usul di mana berlakunya kehidupan harian. Masyarakat Minangkabau adalah etnik yang sering dikatakan orang merantau. Menurut Mochtar (2014), orang Minangkabau yang merantau sangatlah tinggi, bahkan tertinggi di Indonesia. Mereka bergerak di seluruh negara mencari kehidupan yang lebih baik, pendidikan, dan pengalaman. Melalui aktiviti merantau, masyarakat Minangkabau membawa budaya dan tradisi mereka. Apabila seseorang merantau dari tempat asal usulnya, mereka membawa budaya, adat yang diamalkan di tempat yang baru, kehidupan mereka telah berubah dan berlakunya evolusi. Adat yang diamalkan oleh orang Minangkabau adalah adat perpatih dan kebudayaan bersifat keibuan (matrilineal), masyarakat matrilineal yang terbesar di dunia di mana harta dan tanah diwariskan dari ibu kepada anak perempuan, sementara agama dan politik merupakan urusan kaum lelaki. Adat ini dikatakan yang menyebabkan tradisi ramai kaum lelaki Minangkabau sebagai perantau. Tradisi ini berhasil mendirikan beberapa masyarakat “perantau Minangkabau” di tempat-tempat lain di Indonesia hinggakan budaya dan reka bentuk kediaman telah mempengaruhi kawasan yang didiami mereka dengan mengamalkan adat serta budaya Minangkabau seperti di Kampar-Siak, Jambi, Riau dan telah membawa evolusi tipologi rumah hinggalah ke Negeri Sembilan.

Rumah Minangkabau mempunyai bumbung ditarik balik sebagai bentuk tanduk kerbau dan lebih dikenali sebagai “Rumah Gadang” serta dipanggil sebagai rumah adat kerana rumah yang dijadikan tempat menjalankan kegiatan tempat muafakat dan tempat upacara adat. Menurut Sudirman (2007), rumah adat ialah rumah yang didiami menurut aturan dan norma-norma adat yang disebut “babiliak ketek, babiliak gadang” (berbilik kecilnya, berbilik besar). Rumah gadang adalah dalam bahasa Minangkabau yang bermakna rumah besar bagi etnik orang Minangkabau dikenali juga sebagai rumah adat Minangkabau yang mengikut sistem kekerabatan matrilineal. Menurut Sudirman (2007), seni bina tradisional Minangkabau terutama rumah gadang atau juga rumah adat dapat disebut sebagai bangunan vernakular yang lahir dari budaya masyarakat yang mengamalkan sistem kekerabatan matrilineal.

Rumah adat ini dikenali juga rumah gonjong atau “rumah bagonjong” (rumah bergonjong), kerana bentuk atapnya yang bergonjong runcing menjulang, mempunyai struktur bumbung melengkung dramatik (Rajah 4) dengan tebar layar dan rabung melengkung serta terdapat juga prinsip-prinsip tertentu dalam pembinaan rumah adat Minangkabau (Syamsul 2004). Walau bagaimanapun reka bentuk rumah Minangkabau di Kampar-Siak melalui perkembangan reka bentuk yang hampir sama dengan rumah di Negeri Sembilan rumah di seperti dalam Rajah 5. Reka bentuk rumah selain dari tipologinya ruang seperti serambi, ruang-ruang lain seperti rumah ibu (tengah rumah dan bilik) serta loteng (peran) juga terdapat pada rumah tradisional Negeri Sembilan dan mempunyai fungsi yang sama seperti pada rumah induk dan Kampar-Siak.

Reka bentuk dan tipologi ini berlaku adalah disebabkan pengaruh dan budaya masyarakat setempat yang datang dari pelbagai unsur. Setiap struktur binaan yang dihasilkan mempunyai nilai dan falsafahnya yang tersendiri seiring dengan gaya hidup masyarakatnya. Secara umumnya, istilah atau bahasa panggilan bagi nama rumah-rumah tradisional Melayu dapat dikenal pasti mengikut bentuk elemen-elemen seni bina seperti bumbung, dan tiang (Zulkifli 1985). Menurut Raja Nafida (2007), rumah tradisional Negeri Sembilan lebih dikenali dengan Rumah Bumbung Panjang Negeri Sembilan (Rajah 6). Pada awal sejarahnya, rumah ini lebih dikenali dengan nama rumah Minangkabau Negeri Sembilan. Oleh itu, boleh dikatakan Negeri Sembilan mempamerkan secara keseluruhan reka bentuk bumbung panjang yang melentik sedikit bersifat Minangkabau. Reka bentuk atap yang bertingkat seperti pada Rajah 6(a) yang dialas daun rumbia mempunyai rumah yang sama dengan rumah induk, serambi, dapur yang bergabung dengan rumah ibu. Berpanggung serta dikaitkan dengan 12, 16 dan 20, tiang berlantai tinggi dari tanah dan bertangga kayu merupakan imej dan elemen yang kuat yang diperkatakan sebagai rumah Melayu adat Negeri Sembilan. Menurut Yaakub (1996) rumah Negeri Sembilan, bumbungnya kelihatan sedikit rendah dan lentik sedikit, mempunyai bumbung bertingkat antara atap bumbung rumah ibu dan atap serambi. Lazimnya rumah beranjung bagi rumah ketua-ketua adat dan pembesar-pembesar (Raja Nafida 2007) yang lain mempunyai saiz dan gaya seni bina yang berbeza dan ini dapat dilihat dengan jelas pada ruang serambinya (Rajah 6b).

Reka bentuk bumbung rumah tradisional Negeri Sembilan selain melentik kiri dan kanan sedikit, mempunyai dua kecerunan dan tebar layar di kedua-dua hujung bumbung (Rajah 6a). Rumah bumbung panjang atau rumah perabung panjang merupakan warisan seni bina Melayu tradisional dan reka bentuk terawal. Evolusi bumbung telah berubah dari zaman-ke zaman dipengaruhi oleh unsur-unsur budaya etnik Melayu mengikut daerah atau kedaerahan. Kedaerahan adalah kehidupan atau cara hidup harian seseorang terhadap komuniti setempat yang di pengaruhi oleh persekitaran atau lingkungan kawasan yang diduduki. Jadual 1 menunjukkan perkaitan adat dan kedaerahan di mana suku, status, kategori dan peletakan rumah tradisional Negeri Sembilan di tanah adat. Adat yang diamalkan oleh suku di tanah adat sedikit sebanyak mempengaruhi rumah yang di diami berbanding dengan rumah yang terdapat di Sumatera Barat. Suku Biduanda merupakan suku asal yang terdapat di Negeri Sembilan (Norhalim 2007). Kajian mendapati pengaruh kedaerahan orang Melayu biasa antara teramai dari suku biduanda dan rumah berserambi satu merupakan reka bentuk rumah tradisional. Ini membuktikan bahawa masyarakat dan suku asal telah mempengaruhi reka bentuk rumah tradisional di Negeri Sembilan. Kehidupan orang Melayu terhadap persekitaran sentiasa bertindak balas dengan meminda, mengubah dan memperbaiki melalui adaptasi agar bersesuaian (Zulkifli 1985). Keperluan ruang bagi kehidupan harian orang Melayu telah menambahkan serambi hujung atau pangkal dan juga anjung pada reka bentuk rumah tradisional Melayu di Negeri Sembilan.
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Rajah 4 Rumah gonjong atau “rumah bagonjong” (rumah bergonjong), kerana bentuk atapnya yang bergonjong runcing menjulang.
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Rajah 5 Rumah tradisional, Kg. Lipat Kain, Kampar Kiri mengalami evolusi reka bentuk rumah Minangkabau.
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(a) Reka bentuk serambi: gaya dan saiz serambi
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(b) Reka bentuk rumah yang beranjung

Rajah 6 Reka bentuk rumah tradisional Negeri Sembilan mengikut adat dan kedaerahan – Reka bentuk dua serambi dan reka bentuk berserambi dua beranjung bagi yang berstatus melakukan aktiviti adat.




Jadual 1 Pengaruh adat dan kedaerahan melalui suku, status, kategori rumah dan peletakan rumah tradisional di tanah adat



	Suku
	Bil
	%

	Status
	Bil
	%

	Kategori
	Bil
	%

	Tanah adat
	Bil
	%




	Biduanda
	58

	61.1

	Biasa
	86

	90.5

	1 Serambi
	45

	47.3

	Ya
	94

	98.9




	Anak Melaka
	4

	4.2

	Berada
	7

	7.4

	1 Serambi dan anjung
	37

	39

	Tidak
	1

	1.1




	Tiga Batu
	6

	6.3

	Bangsawan
	2

	2.1

	
	
	
	
	
	



	Batu Hampar
	1

	1.1

	
	
	
	2 Serambi
	4

	4.2

	
	
	



	Paya Kumboh
	5

	5.3

	
	
	
	2 Serambi dan anjung
	4

	4.2

	
	
	



	Mungkal
	16

	16.8

	
	
	
	
	
	
	
	
	



	Seri Melenggang
	4

	4.2

	
	
	
	Serambi tengah
	5

	5.3

	
	
	



	Tanah Datar
	1

	1.1

	
	
	
	
	
	
	
	
	



	Total
	95

	100

	Total
	95

	100

	Total
	95

	100

	Total
	95

	100





Reka bentuk rumah Melayu dengan adat tempatan yang dilaksanakan telah mempengaruhi pelan dan aktiviti yang berlaku di dalam ruang yang menyebabkan perkembangan dan pembesaran ruang rumah Melayu melalui status seseorang. Di samping itu, rumah tradisional Melayu sering dikaitkan dengan alam persekitaran iaitu pakej pada rumah tradisional Melayu yang tidak dapat dipisahkan. Oleh sebab itu reka bentuk rumah ini mempunyai serambi hadapan dan anjung serta tingkapnya rendah dari aras lantai agar dapat mengadaptasi persekitaran serta direka untuk paras orang duduk dan bukannya berdiri. Serambi dihiasi ukiran kerawang yang bercorak silang-menyilang. Variasi hiasan ukiran dan ornamennya dipengaruhi oleh agama serta budaya tempatan atau kedaerahan itu sendiri.

Reka bentuk rumah Negeri Sembilan mempunyai beberapa tipologi (Rajah 7) seperti rumah serambi satu, rumah serambi satu dan beranjung dan serambi dua beranjung seperti dalam (Rajah 8). Menurut Raja Nafida (2007) reka bentuk rumah Negeri Sembilan adalah mengikut ruang serambi di mana serambi yang dekat dengan tangga dipanggil serambi pangkal dan serambi yang jauh dengan tangga dipanggil serambi hujung. “Pangkal untuk orang adat, hujung untuk orang syarak dan penghulu”. Reka bentuk pelan lantai, tingkap dan gerbang pada rumah itu jelas menampakkan prinsip reka bentuk berdasarkan fungsi. Budaya dan adat serta aktiviti semasa penghuninya menjadi tunjang kepada reka bentuk pelan lantainya. (Kamarul Afizi & Ibrahim 2007). Rumah ibu mempunyai ruang yang terluas dan tertinggi. Terdapat bilik di rumah ibu dan tangga menghala ke loteng. Loteng ini mengambil lebihan ketinggian dan tingkat atap yang diberi ruang oleh struktur rumah ini. Rumah ibu bersifat terbuka dan disambung ke rumah dapur melalui pintu yang menghala ke selang. Selang tidak berdinding dan merupakan pelantar kepada sebahagian fungsi dapur. Ianya berperanan sebagai ruang bagi kaum perempuan untuk bersembang. Pengasingan dan ruang privasi lelaki dan perempuan dapat dilihat dalam ruang rumah tradisional Melayu di Negeri Sembilan.
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Rajah 7 Reka bentuk rumah tradisional yang banyak terdapat pada daerah Rembau.
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Rajah 8 Pengaruh adat dan kedaerahan melalui reka bentuk rumah Minangkabau dengan tradisional Negeri Sembilan mengikut perkembangan dan evolusinya.




Rumah tradisional Negeri Sembilan telah dikenal pasti evolusinya pada bumbung yang bergonjong atau reka bentuk bumbung panjang yang mempunyai lentik yang bervariasi. Ia melambangkan keunikan masyarakat adat perpatih yang diamalkan oleh orang-orang Negeri Sembilan. Rumah Melayu tradisional adalah warisan orang Melayu dan merupakan salah satu keperluan asas dalam kehidupan orang Melayu. Reka bentuk rumah Melayu tradisional banyak dipengaruhi oleh keadaan persekitaran, cara hidup, taraf ekonomi, keadaan iklim dan sebagainya yang dikenali sebagai kedaerahan. Rumah awal yang dibina di Minangkabau sedikit sebanyak telah mempengaruhi reka bentuk rumah tradisional Negeri Sembilan. Pengaruh seni bina yang berlaku pada rumah dan kediaman masyarakat di Negeri Sembilan telah bermula dengan kedatangan perantau dari Sumatera hinggalah sampai ke Negeri Sembilan adalah dipengaruhi oleh faktor adat dan kedaerahan yang menyebabkan terbentuknya identiti yang unik dan tersendiri.

KESIMPULAN

Reka bentuk rumah di Negeri Sembilan telah mengalami perubahan atau evolusi yang dipengaruhi oleh adat iaitu adat perpatih yang dibawa oleh masyarakat Minangkabau dari Sumatera. Penghijrahan orang-orang Minangkabau telah membawa adat dan budayanya ke Negeri Sembilan walaupun reka bentuk rumah awal di Negeri Sembilan telah wujud. Apabila seseorang berhijrah atau merantau dari tempat asal usulnya, mereka membawa budaya, adat yang diamalkan di tempat yang baru, kehidupan mereka atau kedaerahan yang ada pada sekelilingnya telah berubah dan berlakunya evolusi. Berpindah atau penghijrahan dari sebuah lokasi geografi yang satu kepada yang lain telah mengubah kehidupan. Perubahan reka bentuk rumah tradisional telah berlaku mengikut sejarah, budaya, sosial dan juga kedaerahan sesuatu tempat tersebut. Tempias perubahan reka bentuk rumah tradisional Negeri Sembilan berlaku dari Tanah Minangkabau ke Kampar-Siak dan hinggalah ke Negeri Sembilan. Evolusi reka bentuk ini akan dapat memberi penjelasan bahawa adat dan persekitaran daerah atau kawasan telah mempengaruhi rumah tradisional Negeri Sembilan. Walau bagaimanapun, rumah tradisional Negeri Sembilan mempunyai ciri-ciri keunikan tersendiri apabila seni binanya sering dikaitkan dengan adat perpatih bersistemkan kekerabatan matrilineal. Reka bentuk ini dapat memberi kesejahteraan dan keharmonian setiap individu, kekeluargaan dan kemasyarakatan. Keseragaman reka bentuk rumah tradisional Negeri Sembilan dapat dilihat di mana-mana, tidak terjadi secara kebetulan tetapi dirancang dan difahami menerusi sudut pandang yang mempunyai falsafah yang serupa.

Oleh itu, warisan dan imej adalah gambaran berkaitan pembentukan sesuatu rupa muka dan reka bentuk rumah tradisional. Faktor kedaerahan atau faktor alam sekeliling telah memainkan peranan yang sangat penting dalam membentuk reka bentuk rumah selain dari pengaruh kedudukan sosial dan adat istiadat. Seni bina rumah Melayu tradisi telah dicipta dan dibangunkan oleh orang Melayu daripada modul yang mudah sehinggalah kepada kesempurnaan dan keselesaan ini dapat dilihat dari zaman ke zaman, generasi ke generasi dengan penyesuaian kepada kehendak, budaya dan persekitarannya.
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ABSTRACT

A roundtable session on the topic of “Negotiating the Borders of the Academia, Industry and Community in Terms of Musical Arts” that was held in the School of The Arts, Universiti Sains Malaysia on the 24th of November 2015 was supplemented by a performance event that was meant to illustrate and reflect on the same theme. Three sets of performances were The Sound of Silence a devised play, Wayang Chulia shadow puppet performance, and Samuel J. Dass’ and Michael Veerapen’s solo and duo performance. By way of alluding to issues and arguments raised during the roundtable discussions, this critical review examines the varying ways that these performances demonstrate the outcome of a traversing between the academia, industry and community. It can be seen that it is possible for the practitioners of the performing arts to simultaneously represent their respective disciplines and negotiate adapting approaches and raising awareness of one another’s discourses while compliant with the normalcy of the difference between the sectors of the academia, industry and community.

Keywords: community performing arts, music industry, academic performing arts


The performance event that supplements the Roundtable on the topic of “Negotiating the Borders of the Academia, Industry and Community in Terms of Musical Arts” held in Universiti Sains Malaysia on the 24 November 2015, consists of three sections of performance – Wayang Chulia, The Sound of Silence, and Samuel J. Dass’ and Michael Veerapen’s solo and duo pieces. These performances explore various creative approaches of the three sectors – the academia, community and industry. These works also reflect varying implications of the act of traversing between the academia, community and industry. As such, this review presents a reading that responds critically to how these performances illustrate the negotiations between these three differing sites.

Wayang Chulia is an original shadow puppet performance based on original texts by school children that illustrates stories derived from the community, in particular, the multiethnic residents of Chulia Street and Armenian Street in Penang. This project is directed by Tan Sooi Beng in collaboration with Dalang Juffry and Murshid; all three collaborators are from Universiti Sains Malaysia. Although this shadow puppet performance was initiated for the Armenian Street community, nevertheless, the context of the performance within the theme of the roundtable – transgressing the spaces between the academia, industry and community – will be discussed.

To date, Wayang Chulia has had three performances. Its first inception was in the form of a street performance at Armenian Street, Penang, on the month of June 2015; six months before its second performance in Universiti Sains Malaysia. Subsequently, in December 2015, this shadow puppet play was performed for the third time for the community in Balik Pulau, Penang. All three performances took place within varying contexts. Firstly, a performance for the community – situated within the site of Armenian Street – constituting mainly of the public and relatives of the children performers of the shadow puppet play. This performance was further developed and performed for an academic audience at the Universiti Sains Malaysia roundtable event. The result of the developed form of the performance was then taken to Balik Pulau for its community in December 2015. At this point, it can be seen that, although the text of the play that constitutes the stories of the local community of the Chulia Street and Armenian Street was initially intended to be received by the respective community, however, the “imaginative creativity”, easily and attractive “communicability” (Freeden 2003) of the narrative, demonstrate the performance’s adaptability to varying performance contexts; the possibility of being performed in the community setting as well as in the academia.1 In this regard, in the context of the performance’s reception within the Academia, even though the shadow puppet play portrays simple and localised attributes of the play – the appropriation of the language of the street and the construction of the puppets illustrating fictionalised examples of characters from local Penang – also allows for the possibility of a more complex reading by the academics who attended the performance.

How do we locate Tan Sooi Beng as an academic in relation to her position between the academia and the community of Penang within the basis of her shadow puppet performance project? It can be inferred in this instance, the position of Tan as an academic in relation to the community, in particular the young community, takes advantage of soliciting knowledge and mobilising culture – exposition of the origins and contemporisation of the Malay shadow puppet theatre reified as shadow puppets as subjects of local Penangites, and a genealogical tracing and placement of its subjects’ culture in the narrative – by way of advocating the empowerment of the young. Tan’s objective of “giving back” to the community, comprising sharing with the public the products of research by the children through the shadow puppet theatre, illustrates her enforcement of an academic method of formatting and strategising an approach towards the community; inadvertently also stressing on the importance of research, which is already a pertinent action of an academic.2

The second performance – The Sound of Silence – is a devised play, directed by A. S. Hardy Shafii along with Johan Awang Othman as music director, presents another example of how academics fuse their creative approaches by way of utilising a contemporary and controversial story/topic known by the public, exploring the usage of few languages and dialects, movement, sounds and music while combining professional actor with drama students for a public performance. This performance was premiered at La Salle College of The Arts, Singapore in June 2015 in conjunction with the 6th UNESCO Asia-Pacific Bureau Theatre Directors’ Conference and Theatre Festival and subsequently restaged at the School of The Arts, Universiti Sains Malaysia in November 2015 for the roundtable event.

The narrative explores the power relations between the state and civilians, hence, the latter can be inscribed as the community; a nomination that also alludes to the marking and situating of the community as a regulated site in relation to the state. Inspired by true events3 and other similar cases from other nation states, the director, by way of a devised play, explores the expressing and exposing of a challenging journey in order to address the possibility of either a closed or an open reading of the play, which is represented through the different voices; a wife, son and the community.

As a devised and experimental play, the director, actors and creative team employed a research approach, similar to Tan’s objective of her work with the children of the community, to derive materials through investigating specific and similar cases globally in relation to its respective socio-political scenarios. In turn, these materials informed the devising of the dialogues and movements for the characters. The conceptual design of the play is based on the director’s specific choice of minimal props which consists of three stools representing the three main Malaysian ethnics of Malay, Chinese and Indian; and a square acting space to signify borders and laws within the Malaysian social and cultural context. The costume appropriates white tops to represent the truth, whereas the blue trousers as a metaphor for power or authoritative officers of the State. To narrate and dramatise this story, Shafii and Othman utilise body movements and vocals rather than relying on electronic, pre-recorded sounds or music. Moreover, Shafii who is always fond of using local folk songs and lullabies from the community, has carefully selected related local folk songs – Bangau oh! Bangau (Stork oh! Stork) and a Hokkien lullaby. These songs were cautiously inserted during a child’s play not only to dramatise the scenes but most importantly to “poke” and provoke the audience, in particular the adults, to critically respond and in turn relate the satirical parts of each of the scenes to the meaning of the lyrics. Below is an example of a text which the actors perform as children, singing children’s folk song while playing with their respective props.


Bangau oh! Bangau, kenapa engkau jatuh?

Macam mana aku tak jatuh,orang tolak aku (2x)

Orang oh! Orang, kenapa tolak bangau?

Macam mana aku tak tolak, dia tak nak jawab!

Bangau oh! Bangau, kenapa tak nak jawab?

Macam mana aku nak jawab?…

Stork, oh stork! Why did you fall?

I fell because people disturbed me (2x)

People, oh people! Why do you disturb the stork?

How can I not? The stork does not answer!

Stork, oh stork! Why do you not answer?

How can I answer?…



Essentially, this scene challenges the audience to critically make allusions to the interrogation, which is central to the narrative of the play.

Following the performance above is a segment allocated for the roundtable panellists representing the music industry sector. These musicians are Samuel J Dass, one of Malaysia’s renowned sitar exponents, with over 40 years of experience performing on the sitar both locally and internationally, and Michael Veerapen, a name often synonymous with Malaysian music, and is widely acknowledged as a leading jazz musician and as the driving force behind the Jazz Scene in Malaysia. Dass and Veerapen performed compositions on their respective instruments and later rendered a duet on Dass’ original composition, Dancing Latinas. As representatives of the industry, both Dass’ and Veerapen’s performances were important inclusions to the roundtable’s program as they highlighted a palpable need to expose music students who belong within the environs of the academia to a wider world of music represented by the industry. Within the performance setting itself, the introduction of the sitar to the audience, many of whom may have only seen this instrument for the first time is a fitting example of how members of the academic community along with members of the industry have a vital role to play in bridging the gap between the industry, the academic community and also the wider public.

For his solo performance, Dass chose to perform a composition on raag Darbari Kanada. This is one of the more popular raags in the Hindustani classical system, as it allows an experienced performer to stretch the borders of Hindustani music grammar. Given the theme of the roundtable discussion, this raag was a suitable choice. This is because, one of the main characteristics of Darbari Kanada is evident in the rendition of its flatten 3rd and flatten 6th. When performing this raag, the flatten 3rd and flatten 6th are rendered slightly flatter than usual, thus presenting the performer with an opportunity to negotiate the limits of these two notes (swaras) and explore the various nuances permitted within the structure of this raag. Incidentally, a skill of this nature, which allows the musician to negotiate musical borders acquired through years of training, presents musicians with an inadvertent yet essential ability to understand and eventually negotiate the discernible borders present within the academia, industry and community, and reveals how musicians can play an active role in bridging the gap between these different discourses.

Veerapen’s solo performance, a jazzed rendition of P. Ramlee’s Jeritan Batinku, revealed how his academic qualifications in music continues to play an important role in his career as a jazz musician, thus blurring the borders that delineate the academia and industry. In his sharing after the performance, Veerapen explains that the knowledge gained throughout his academic journey has today made him a better musician and composer. “I understand music better”, he said, when explaining how his diploma in music has helped him improve his voicing techniques and score arrangement. He stressed on the importance of developing an ability to play by ear, but at the same time not neglecting the “bookish knowledge” that is expected and also required within the Malaysian education system and music industry. In highlighting this, Veerapen draws a clear connection between the need for the academia and industry to foster stronger ties as both these institutions ultimately rely on each other to survive as they strive to remain relevant to the community. Samuel’s and Michael’s performances are testaments to why there needs to be greater interaction between the academia, industry and community and how the various boundaries underpinning the three themes should and can be negotiated.

On the whole, Tan’s metonymic position to the academia within the community, Shafii’s consistent situation as an academic throughout the working process of the device play, and Dass’ and Veerapen’s concomitant discourse indissociable to the music industry, imply to a certain extent an immutable approach complicit to their respective sectors when it comes to crossing “borders”. However, it can be concluded that the products of these individuals – the performances that exemplify children performers who are willing to adapt an academic research approach, a device play that challenges the community to critically read cases derived from the community, and Dass’ and Veerapen’s enforcement of the relevance of the music industry to the academia, do betray varying instantiations of a traversing amongst the academia, community and industry, which in turn suggest the possibility of demarcating the tenacity and malleability of the respective “borders” of these sectors.
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Figure 1 Musicians and puppeteer from behind the screen.

Photograph courtesy of Tan Sooi Beng.
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Figure 2 Examples of localising and contemporising Malay shadow puppets.

Photograph courtesy of Tan Sooi Beng.
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Figure 3 Samuel J. Dass and Michael Veerapen crossing borders on the sitar and piano respectively.

Photograph courtesy of Tan Sooi Beng.
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Figure 4 This performance was performed in La Salle College of The Arts, Singapore in June 2015. The actors: Taufiq Sallehudin, Rowena Selvarasan and Mohd. Ednizam Fuarddy, scenography by Wong Lay Chin, music by Johan Awang Othman and A.S. Hardy Shafii as the director.

Photo source: https://www.facebook.com/lasalleapb2015/photos_stream




NOTES

1.     I borrow the terms “imaginative creativity” and “communicable” from Michael Freeden’s discussion on the features of Ideology to demonstrate that, similar to the concept of ideologies, an artistic product can also influence the viewpoint of the public. Freeden, Michael. 2003. Ideology: A very short introduction. New York: Oxford University Press.

2.     This argument alludes to Tan Sooi Beng’s positing of the idea of formatting and strategies in terms of approaching the community in her talk at the roundtable session.

3.     This play was inspired by a controversial case which involved a Malaysian journalist, Teoh Beng Hock who was found dead during the interrogation pertaining to allegations of corruption. All the characters are not intended to be directly linked to persons situated within the research materials gathered by the creative team. These personas are mere generalisations.
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On 27 October 2015, Panggung Pelenggam Cahaya in the School of the Arts, Universiti Sains Malaysia (USM) resonated with a vibrant and energetic cross-genre string quartet performance. An alluring array of sounds filled the hall as four musicians from New York City dazzled the audience for two hours with their new age avant garde music. The quartet comprising of Fung Chern Hwei (1st violin), Gregor Huebner (violin), Ron Lawrence (viola) and Jeremy Harman (cello) challenged our conventional ideas of what a string quartet is, and what it is capable of. As session musicians, members of the quartet have performed alongside highly acclaimed artists like Lady Gaga, Sting, Metallica, Quincy Jones, Peter Gabriel, Elton John, Mary J. Blige and Tony Bennett. The four conservatory-trained musicians are highly accomplished improvisers known to push beyond the conformed boundaries of classical music genres to explore and create a musical fusion between the contemporary classical genre and other contemporary genres like post-rock, metal and avant garde music.

Such notions of “nonconformity” among Western classical musicians, which challenges the boundaries of convention, is a practice that has been widely exercised within various other disciplines, for example in abstract art, literature, social studies, gender studies and Punk Music. Incidentally, the music of Sirius Quartet can be positioned within the terrains of social conformity and nonconformity (Cohen and Lee 1975) as these musicians introduce and offer a new musical soundscape to string ensembles, which in turn challenges our perceptions of a classical string quartet.

During the sound check on the day of the performance, the musicians chose to perform with minimal electronic amplification, as they felt that the hall had the right acoustics to highlight the various tonal gradations of their instruments. This decision worked to the musicians’ advantage, as during the performance, the acoustics in Pelenggam Cahaya presented a fitting environment for the musicians to build on each other’s energy and demonstrate their highly advanced technical ability in controlling the sonority and various tonal colours of their respective instruments.

Siruis Quartet performed a total of eleven compositions that night, with the majority of them being original pieces composed by members of the quartet. They began their performance with a melancholic and intense composition by Jeremy Herman titled Paths Become Lines. The title of this piece was skillfully adopted into the melodic and rhythmic sections, as the driving rhythms and intricate arpeggio patterns on the cello were cleverly interwoven with long melodic phrases that were gradually thinned down into single melodic “lines”. The second piece was an atonal composition by Gregor Huebner that took the audience on a winding journey through the dissonant sounds of avant garde music. At certain junctures of this piece, the skillful techniques of the musicians gave the illusion that there were more than just four instruments on stage, as the low timbre of the cello that accompanied the bright sounds of the two violins created a soundscape of differing acoustic and percussive tones. A number of the compositions that night were atonal in nature, as they lacked definite tonal centres. Such compositions were an interesting introduction for many music enthusiasts in the audience, many of whom had only heard atonal compositions in recordings and almost never at a live performance. Throughout the night, the musicians pushed beyond the traditional vocabulary of a string ensemble and performed genre-defying compositions which encompassed post-rock, avant-jazz and electronic music.
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Performing mainly in the avant garde and new age musical genres, the quartet introduced a number of different bowing and string techniques that were not always familiar to the audience. Col legno also known as a bow chop, is a popular bowing technique commonly found in 21st century compositions. It requires the string player to use the end of the bow and hit the strings near the bridge at an angle, an action that produces a pitched percussive sound. This technique was present in many of the compositions that night and proved to be very popular among the audience, as it was requested to be taught during the workshop, the following day. Such unconventional techniques on a classical instrument challenged the conventional boundaries of what is often regarded as “permissible” and “exceptable” of a classically trained musician. Throughout the night, the musicians kept the audience in awe, as they introduced other techniques such as different bowing approaches and how to produce different percussive timbres on string instruments. In some compositions, while the musicians themselves were very aware of the compositions’ tempo, at times the highly syncopated melodic phrases juxtaposed with polyrhythms created an illusionary space of an unsteady tempo. The mastery of such intricate technical skills and the ease at which they were employed, not only revealed the musicians’ virtuosity, but validated their acclaimed stature as highly sought after musicians.

As the encore, Sirius Quartet chose to entertain the now already exuberant audience with Pharrell William’s Happy. This was a fitting conclusion to a night that surpassed the expectations of the audience as many of them had initially walked into the hall expecting to be entertained by chamber music. Conversations with members of the audience post performance revealed that although a number of them found the music “a little strange”, most likely due to the lack of a definite tonal center and the heavy presence of consonant-dissonant harmonies, they did however acknowledge that the performance that night had expanded their understanding of a string quartet performance. They alluded to the fact that they had a renewed understanding and appreciation for a musical genre that has received little attention within the popular music landscape in the state of Penang let alone Malaysia. This new sonic vocabulary that pushes beyond our understanding of classical repertoires introduced by these musicians from New York City has inevitably permeated through conventional boundaries of other musical events on campus. It has opened up greater avenues for more of such performances to be hosted by the Music Department in Universiti Sains Malaysia.
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ABSTRACT

As the dynamic duo of Malaysian theatre, Dato’ Faridah Merican and Joe Hasham, founders of The Actors Studio, are among the first generation of pioneering theatre practitioners that have toiled to shape the landscape of performing arts in Malaysia. Their insights offer opportunities to the new generation of theatre enthusiasts for the interrogation of theatrical and cultural sources in theatre practice. In 2015, The Actors Studio Seni Teater Rakyat premiered Dato’ Dr. Usman Awang’s Uda dan Dara to the Malaysian audience. This review attempts to unearth and validate the justification behind Dato’ Faridah Merican and Joe Hasham’s adaptation-reinvention treatment of Dato’ Dr. Usman Awang’s Uda dan Dara play.

Keywords: Shakespeare, performance studies, adaptation-reinvention


What immediately envelops my mind when I come across the phrase “star crossed lovers1”, is a myriad of images and colours bombarding my psyche. As in a hail storm, I am bombarded with vivid imaginings of “lovers” across the cosmos, woven in time, be it, by fact or fiction, myth or literature, to mention a few; Orpheus and Eurydice, Odysseus and Penelope, Marie and Pierre Curie, Erotokritos and Arethousa, Cleopatra and Mark Anthony, Ines de Castro and King Pedro, Queen Victoria and Prince Albert, Tristan and Isolde, Paris and Helen, Pyramus and Thisbe, Heloise and Abelard, Salim and Anarkali, Paola and Francesca and from the most famous Western playwright of the renaissance world; Sir William Shakespeare’s Romeo and Juliet.

And of course, in this very train of thought, inspired by Shakespeare’s Romeo and Juliet,2 we now move on to Malaysia’s very own, The Actors Studio’s adaptation-reinvention of Dato’ Dr. Usman Awang’s Uda dan Dara.

In utilising literary devices, the very mention of the phrase “star crossed lovers”, exudes a relationship hindered by external forces, ruled by the fates of others, clouded by a malign star, and destined for doom from the beginning. Alas! The fate of all star-crossed lovers.

“Hujan emas di negeri orang, hujan batu di negeri sendiri, baik juga di negeri sendiri” as the saying goes in the Malay language, means that the grass is always greener on the other side, but nothing is sweet as home sweet home. In this context, the retelling of a Malaysian star-crossed love, offered as a tribute to national laureate Dato’ Dr. Usman Awang, performed at stage 1, PenangPAC from 21 to 25 April 2015 to a packed house, unearths a tragic story of a society in feud.

In establishing the scope of the play’s analysis, my review of The Actors Studio’s Uda dan Dara play will be based on Dato’ Faridah Merican’s and Joe Hasham’s adaptation-reinvention concepts, juxtaposed against the backdrop of Shakespeare’s Romeo and Juliet’s plot structure as an analysis platform for the reconstruction of Uda dan Dara’s reinvention.
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Photo 1 Mark Lim as Uda and Hana Nadira Binti Mohamed Mazlan as Dara.

Photograph courtesy of Ch’ng Shi P’ng, www.shipng.com



Both plays mirror the main theme of “Love conquers all, even death itself”, followed by the secondary themes of “hatred, violence, animosity, falling in love, tragic love, first love and death”.


The play, revolves around Uda, a young Chinese ethnic man and his single mother, from a simple, humble background, moving to the Big Apple of Malaysia; Kuala Lumpur, in search of greener pastures. Fate brings him in contact with Dara, a young woman from a Malay aristocrat family.

In Shakespeare’s Romeo and Juliet, both families come from noble backgrounds, but in an inevitability of fate, have an ongoing feud. Both Romeo and Juliet were destined to be with another; upon their first gaze, love beckoned, and their hearts followed.

While the narrative in both plays may be different, the conflicts are similar; resulting from love, family honour, pride and ego. In Romeo and Juliet, both characters face adversity from their families with regards to their love, which follows a similar vein in Uda dan Dara; they received objections from both mothers. In Romeo and Juliet and Uda dan Dara, the characters are informed that they should reject each other, but in both plays, they surrender their will to love’s call.

In terms of balancing the voices in the script and capturing the aesthetics of the original writing of Dato’ Dr. Usman Awang, was the adaptation-reinvention justified? In elucidation of the play’s reinvention (in collaboration with Mark Beau de Silva), KLPAC’s resident Director, Omar Ali said that:


the hardest part of it was not to go too far because it is such beautiful writing and we didn’t want it to lose its voice. So, the first thing we did was to go over the script countless times, trying to get a sense of what it is trying to say, and what were the possible meanings. At some points, to move the story, we had to – and I say this very carefully – try to understand what Usman meant but at the same time, include other possible meanings to it. It was very tricky!3




As both de Silva and Ali cited the translation as volatile (tricky), we ask the question: Was justice done to Dato’ Dr. Usman Awang’s Uda dan Dara adaptation-reinvention? Based on their statement above, and in attempting to further recover “possible meanings” for the reconstruction of the text, de Silva and Ali say:


There were already questions being asked of and to Usman in the 1972 production about the ending. After Uda dies, Usman wanted […] an uprising of the village folk but Krishen and Rahim very strongly didn’t want that. The compromise was that Dara becomes mad after Uda is killed.4



To this compromise, Faridah interjected by saying,


We had to re-look at the ending for this production. I suppose it fitted very much then for the heroine to go crazy but our Dara is a very strong young woman and she doesn’t have to lose her mind, neither do the people have to fight and rebel.5



More so, the production was aimed at reinventing the play to make it contemporary, current and relevant. The writers recreated Uda of Chinese descent, the settings were changed to juxtapose the rural simplicity of Kampung Penchala against the affluent uptown aesthetics of Taman Tun Dr Ismail.6

Faridah further goes on to add that:


There is so much more to this once upon a time love story that we can present to a current audience. Usman’s work talks about the uncaring people around you, and about those who regard status as something important.




It is interesting to note that both de Silva and Ali executed a commendable reconstruction of the play.
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Photo 2 Foreground Left: Priscilla Wong as Mei Ling, Centre: Mark Lim as Uda, Right: Gani Karim as Utih.

Photograph courtesy of Ch’ng Shi P’ng, www.shipng.com




What about their journey ending tragically in resolute: for Uda in death, and Dara to endlessly mourn Uda’s passing? To answer this question, Faridah adds that:


Our Dara is stronger because of the people around her and that is where we leave her at the end, to fight her own battle.



Leading to the climactic ending, in the catastrophic falling action of the play, one would naturally think that the plot would follow that of Romeo and Juliet’s tragic end, where both protagonists end their lives, but in a twist of fate, Uda is killed and Dara mourns his demise. Bravo!

In conclusion, the directors, Merican and Hasham, in reviewing their overall adaptation-reinvention of Dato’ Dr. Usman Awang’s Uda dan Dara, have achieved a viable artistic modelling in their search for ‘other possible meanings’.

As this was my first ever viewing of Dato’ Dr. Usman Awang’s Uda dan Dara, I must add that the ending took me by surprise, a twist to Shakespeare’s tragic lovers; one of them lives!

NOTES

1.     “Star-Crossed Lovers” was a phrase first coined by William Shakespeare in his play entitled, The Most Excellent and Lamentable Tragedy of Romeo and Juliet, Foster, Ruth, Migliaccio, Eric, Cone, Sharon, & Hedges, Bruce. 2001. Take five minutes: fascinating facts and stories for reading and critical thinking. Westminster, CA: Teacher Created Materials, pg. 112. As such, in utilising literary devices, whenever the phrase “star-crossed lovers” is used, by default, it invokes the influence from Shakespeare’s Romeo and Juliet.


2.     In the 1972 Uda dan Dara Musical, produced by Datuk Krishen Jit and directed by Datuk Rahim Razali, a pristine comparison was made by Maganathan in an interview with Faridah and Joe, citing that the play was a “Malaysian equivalent of Shakespeare’s Romeo and Juliet”, Maganathan, Dinesh Kumar. “Faridah Merican on theatre, her childhood, and directing Usman Awang’s Uda dan Dara”, People: The Star Online, dated 3 April 2015, http://www.thestar.com.my/lifestyle/people/2015/04/03/faridah-merican-talks-about-her-childhood-her-foray-into-theatre-and-directing-usman-awangs-uda-dan/, access date 1 February 2016.

3.     Maganathan, Dinesh Kumar. Usman Awang’s Uda dan Dara deals with issues close to the heart, Arts: The Star Online, dated 3 April 2015, http://www.thestar.com.my/lifestyle/entertainment/arts/on-stage/2015/04/03/the-latest-staging-of-usman-awangs-uda-dan-dara-deals-with-issues-which-are-close-to-heart/, access date 1 February 2016.

4.     Ibid.

5.     Ibid.

6.     Devan, Subhadra. Romance swirls at KLPAC for Uda dan Dara, “Showbiz”, The Malaysian Insider, dated 17 March 2015, http://www.themalaysianinsider.com/showbiz/article/romance-swirls-at-klpac-for-uda-dan-dara, access date 1 February 2016.
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Nama Pameran: Views from the 6ix

Tempat: G13 Gallery, Kelana Jaya

Tarikh: 16–30 Januari 2016

Dominasi catan dalam konteks perkembangan seni sezaman Malaysia adalah nyata. Walaupun seni sezaman menawarkan ruang pengucapan seni yang melangkaui sempadan biasa (bahkan sehingga ke tahap luar biasa), namun jelas kelihatan bahawa pemilihan catan sebagai satu pengucapan seni adalah terlalu dominan. Indikasi dominan itu dapat diukur dengan begitu banyaknya seniman yang memilih catan sebagai pengucapan utama seni mereka selain sebegitu banyak pameran-pameran seni yang juga memberi tumpuan dan pendedahan kepada genre catan. Melihat kepada aspek dominasinya yang ketara itu, adalah menjadi harapan bahawa genre catan dapat dan berupaya menawarkan variasi gaya, tatabahasa dan vitality yang unik dalam konteks seni sezaman Malaysia.

Memahami konteks dan hubungan gaya dalam praktis catan masa kini pula akan membuatkan kehendak atau keinginan untuk meninjau aspek keunikan dan kelainan catan itu menjadi sebuah dilema. Keadaan ini berlaku akibat daripada premis-premis asas dalam memahami dan mempersepsikan catan secara konvensional itu bertembung dengan tekanan konteks, gaya dan idea sezaman. Pada satu peringkat, catan seakan-akan menemui dataran baru untuk membebaskan dirinya daripada kepompong modenisme melalui bahasa seni sezaman. Namun apa yang jelas kelihatan pada catan-catan yang wujud kini adalah lagulagu lama yang diberi gubahan baru dalam nada dan tempo semasa untuk memberi wajah kesegaran. Pada tahap lain di sana sini terdapat nada rindu yang nostalgik mengalunkan gaya lama untuk memberi wajah kenangan atau merindukan sesuatu.

Melalui pameran Views from the 6ix, seramai enam orang seniman catan telah mengetengahkan karya-karya mereka. Umumnya, saya tidak dapat mengesan atau melihat sebarang tautan atau tema yang boleh diambil untuk menyatukan keenam-enam orang seniman ini. Namun, berkemungkinan genre catan itu sendiri yang menjadi medan tautan di antara keenam-enam orang seniman tersebut.

Di antara enam orang seniman tersebut, Chayanin Kwangkaew adalah seniman yang berasal dari Thailand sementara yang lainnya berasal dari Malaysia. Dari sudut penggayaan, hanya seorang yang berkarya dengan bahasa abstrak iaitu Fazrin Abd Rahman. Sementara selebihnya seramai lima orang seniman muda iaitu Chayanin Kwangkaew, Safar Zain, Heikal Taki, Arikwibowo dan Amar Shahid pula berkarya dalam nada figuratif. Seperti yang telah disebutkan sebelum ini, bahasa dan gaya catan yang diketengahkan oleh kesemua seniman ini merupakan suara dalam nada eklektik iaitu nada dalam catan-catan mereka ini berlegar dalam gumpalan suara di antara yang lama dan yang baharu.

Walaupun telah disebutkan bahawa kesan awal kepada keseluruhan karya-karya yang disertakan dalam pameran ini adalah mengulangi ciri catan konvensional dalam topik atau penggayaan baru, penumpuan kepada ulasan ini adalah lebih kepada soal teknik dan ciri representasi imej yang diketengahkan. Pertimbangan ini dibuat berdasarkan pemerhatian peribadi bahawa aspek teknik dan ciri representasi catan telah diberi perhatian yang agak lebih oleh seniman-seniman muda tempatan berbanding soal-soal lain seperti subjek dan konteks catan. Tanpa menafikan kepentingan ulasan terhadap aspek subjek atau konteks, secara peribadi saya berfikir dan mengambil keputusan bahawa penumpuan ulasan kepada aspek teknik dan ciri representasi sudah memadai untuk pameran ini.


Dengan melihat siri karya catan oleh Chayanin Kwangkaew, kita dapat mengesan percubaan beliau untuk mempertegaskan aspek kesatahan catan secara konvensional. Lukisan gadis secara representational realistik dalam nada hitam putih telah menekankan aspek ilusionistik tersebut. Namun, apa yang paling menarik mengenai catan ini adalah sifat gangguan yang dilakukan melalui sapuan berus liar dan sembarangan pada permukaan imej catan realistik yang telah siap. Keadaan ini saya sifatkan sebagai ciri dualistik dalam bacaan ilusionistik catan. Pertamanya, ciri gangguan ini boleh dibaca sebagai penegasan kepada sifat dan ciri ilusionistik itu sendiri dan pada waktu yang sama ciri gangguan ini boleh dibaca sebagai sebuah permainan ilusionistik terhadap aspek pigmen dan kesatahan. Gangguan ke atas imej realistik dengan menggunakan sapuan berus yang kasar dan liar adalah sebuah pemberontakan. Namun pemberontakan yang diketengahkan oleh Chayanin ini bagi saya masih bersifat terkawal. Keseluruhannya, bagi saya walaupun siri catan yang diketengahkan oleh Chayanin mempunyai potensi yang sebegitu besar untuk meneroka dan membedah isu kesatahan atau sifat ilusionistik catan secara lebih jauh dan radikal, namun apa yang dilihat adalah permainan terkawal dalam membedah isu yang dinyatakan tersebut.

Melihat karya Safar Zain pula, saya tertarik dengan kesan kontras yang dipaparkan melalui bahantara akrilik dan arang. Langgam bahasa visual yang digunakan oleh Safar dilihat selari dengan Chayanin dalam meneroka kemungkinan kontras secara hitam putih iaitu melalui penonjolan imej figura manusia secara representational realistic. Namun Safar dilihat bergerak dalam kerangka pemikiran yang lebih konseptual apabila beliau menggunakan teks sebagai salah satu elemen dalam karya. Gabungan teks berwarna merah dengan tulisan seperti I follow therefore I am dan I post therefore I am (Gambar 1) serta gambaran figura manusia secara kontras berupaya menjelas kepada kita fenomena dan dilema manusia sezaman dalam menghadapi arus kehidupan.
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Gambar 1 Safar Zain, Mainstream (diptych), 2015. Akrilik dan arang pada kanvas. 106 × 91.5 cm. Imej: G13 Gallery.



Maka karya Safar saya fikir bergerak dalam konteks idea yang kuat serta releven dalam memberi konotasi dan refleksi kehidupan semasa. Dari sudut penggayaan, ciri teks yang disertakan dalam karya Safar Zain ini mengingatkan kita kepada karya seniman sezaman Amerika pada tahun 1980-an iaitu Barbara Kruger yang menekankan aspek skala, ciri dan kesan grafik dalam menyampaikan pesan (mesej). Ciri teks putih berlatarbelakangkan warna merah telah menjadi trademark unggul kepada karya Barbara Kruger dan sifat ini secara kebiasaannya wujud pada karya Safar Zain.

Sekali imbas karya Heikal Taki menyerlahkan ciri atau isu dalam bidang catan yang telah sebegitu banyak kali diketengahkan iaitu menjelaskan aspek ruang datar atau ilusi. Pada satu tahap dapat dilihat kebijaksanaan Heikal dalam menjelmakan isu tersebut dengan membina dataran latar karya melalui corak berulang seperti kertas dinding. Di atas dataran latar itu beliau kemudiannya membina konstruksi imej secara ilusionistik seperti wajah manusia, tulang manusia atau permainan kanak-kanak (Gambar 2).
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Gambar 2 Heikal Taki, Sheltered Dreams, 2015. Akrilik pada kanvas. 92 × 92 cm. Imej: G13 Gallery.




Elemen atau aspek paling utama dalam karya ini adalah sifat tekanan atau permainan ilusi di antara dataran dan konstruksi bentuk ilusi. Saya fikir pada satu tahap Heikal berjaya membawa aspek atau elemen ini, namun pada tahap seterusnya saya berpendapat Heikal kekurangan idea untuk menggerakkan atau membawa catan ini (termasuk konstruksi imejnya) ke tahap yang lebih segar dan unik. Apa yang dimaksudkan di sini adalah ciptaan catan yang hanya menekankan permainan tekanan ilusi secara asas tanpa sebarang agen sokongan adalah agak simplistic dalam konteks sezaman.

Dalam kalangan keenam-enam orang seniman dalam pameran ini, Arkwibowa telah menggunakan bahantara yang paling biasa iaitu arang dan kolaj atas kertas. Namun kesan yang dapat dilihat agak mempersonakan. Karya arang atas kertas ini bukan lagi atau bukan hanya berkenaan ilusi gambaran representational realistik yang membuatkan pemerhati terpegun dengan kemahiran gubahannya. Bahkan saya amat gembira melihat karya ini kerana Arikwibowa telah meruntuhkan persepsi bahawa karya arang atas kertas hanya membeku tanpa sebarang inovasi dan penerokaan teknik yang signifikan. Dengan menampal dan mengoyakkan kertas lukisan yang kemudiannya dilukiskan imej figura manusia secara realistik di atasnya, saya fikir Arikwibowa telah membawa lukisan ke tahap yang lebih segar dengan kemajuan teknik dalam memberi konteks kepada imej yang direpresentasikan. Ciri atau kesan gangguan ke atas gambaran imej utama melalui jalinan sebenar (actual texture) inilah yang merupakan tumpuan utama dalam karya ini berbanding keutamaan sebelum ini yang diberikan untuk merenung atau melihat kehebatan seniman melukis bentuk tubuh atau subjek karya.

Secara peribadi, karya Amarshahid amat memikat. Ia menyerlahkan sisi nostalgik dalam konstruksi imej yang begitu tersendiri. Dengan menggunakan fotografi berwarna yang telah sedikit usang selain kesan warna magentanya yang agak kuat, catan Amarshid telah menyerlahkan ciri keunikan yang amat menarik. Catan ini mengingatkan kita dengan ciri fotografi lama dalam simpanan keluarga. Fotografi dengan ciri warna yang sedikit meluntur dan kesan hakisan akibat tindak balas terhadap air atau peluh akibat tidak disimpan dengan sempurna telah membawa suatu tanda atau kesan masa yang tersendiri. Apa yang lebih menarik daripada itu adalah kesan rakaman fotografi tersebut yang ditandai oleh ciri amatur yang ketara – gambar biasanya tidak seimbang dari sudut visual, tumpuan atau fokus utama gambar agak tersasar atau gambar diambil secara sembarangan. Ciri atau sifat amatur pada gambar inilah yang merupakan perasa yang membuatkan karya catan Amarshahid ini begitu istimewa. Subjeknya adalah manusia biasa atau masyarakat kampung yang sedang melalui kehidupan hariannya dan ciri ini memberi keunikan yang tersendiri memandangkan catan ini mengetengahkan subjek yang kelihatan tidak penting dalam suasana yang tidak penting oleh pengambil gambar yang tidak diketahui tentunya (juga tidak penting). Ciri ketidakpentingan, kelumrahan, amatur, hakisan dan ketidakseimbangan melalui bidang fotografi dalam karya ini telah memberi tindak balas unik dalam terjemahan bahasa catan.

Karya catan abstrak adalah berkenaan penerokaan bahantara di atas pelantar yang bertujuan mencari esensi kepada ciri bahantara itu sendiri. Karya oleh Fazrin Abd. Rahman dilihat meneroka dan mempertegaskan ciri dataran permukaan. Permukaan yang datar itu diuji dengan penerokaan serta sifat tindak balas bahantara yang dipilihnya iaitu cat sembur (spray paint). Dengan membina ruang seperti kotak-kotak kecil di atas permukaan aluminium yang dijadikan dataran kepada catannya, Fazrin telah membina ruang positif dan negatif yang ketara (Gambar 3).

Ruang-ruang ini yang kemudiannya bertautan dengan elemen warna yang dizahirkan melalui cat sembur telah membina bentuk unik yang berpetak-petak (seakan-akan seperti petak dam atau chess yang diwarnakan). Ciri eksplorasi ilusi ini bagi saya adalah segar dalam konteks catan abstrak kerana ia pada suatu tahap walaupun bersifat ilusionistik namun ia menghadapi masalah dalam membina kedalaman ruang (walaupun wujud ruang positif dan negatif yang ketara). Keseluruhannya, karya Fazrin tidaklah sebegitu berjaya, namun ciri eksplorasi catannya melalui aplikasi cat, konstruksi ruang, pemilihan pelantar dan bahantaranya yang tersendiri membuatkan karyanya itu bersifat tersendiri.
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Gambar 3 Fazrin Abd. Rahman, The Bubbles Series, 2016. Semburan cat pada aluminium. 391 × 91.5 cm. Imej: G13 Gallery.




Pada suatu tahap, pameran View from the 6ix dilihat sekan-akan sebuah pameran seni (dalam kes ini catan) yang biasa dilihat atau diadakan di Kuala Lumpur. Ia tidak mengandungi keistimewaan, kegemparan, kejutan atau ciri novelty dalam aspek dan wacana catan. Namun dari satu sudut, saya melihat bahawa pameran ini dengan segenap kebiasaannya di samping percubaan-percubaan untuk memberi “kesegaran catan” telah membentangkan satu aspek lain yang saya fikir tersendiri dalam ukuran Malaysia. Ia mendedahkan ciri atau keadaan semasa dalam aspek praktis catan di Malaysia seperti sebuah bazar produk (catan) yang dicirikan dengan perbezaan-perbezaan eksplorasi teknik dan ciri representasi. Usaha seniman catan telah seakan-akan tertumpu kepada aspek kesegaran teknik dan ciri representasi dalam membina perbezaan di antara satu catan dengan catan yang lain. Maka pameran ini telah berjaya membentangkan aspek tersebut dengan jelas berbanding usaha-usaha lain. Walaupun pada suatu tahap boleh dihujahkan bahawa aspek subjek dan konteks karya dalam pameran ini sebenarnya boleh diulas dan diperbahaskan dengan lebih lanjut dan mempunyai kekuatan yang juga sama ketara dengan aspek tekniknya. Namun pada tahap ini saya melihat aspek teknik lebih diberi tumpuan dan menguasai ciri pembuatan karya itu berbanding aspek subjek atau konteks.
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