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When Holle Verlag asked me to contribute the volume on Indo-
nesian art in the series “Art of the World”, I hesitated for some time.
For I had first to consider whether it would be possible, within the
framework of a book which naturally had to be limited in length, to
give a sufficiently clear and profound picture of an art such as that of
Indonesia, with its immense diversity of modes of expression, tech-
niques and styles. For the history of this region, which commences
with the emigration of the Indonesian people from Yunnan in South
China between 2500 and 1500 B.C., is the history of an archipelago
of vast expanse, which, moreover, by reason of its location has lain
open to all the important cultural and religious influences of the
Orient, such as the Dong-Son culture, Hinduism, Buddhism, and
Islam; in several districts, too, Chinese influences may also be traced.
Furthermore, in the course of the last four centuries the West has
exercised an ever-increasing influence upon the historical develop-
ment of Indonesia, which has also led to some fundamental changes
in the cultural field. Since sea-borne trade naturally opened up the
way to penetration by cultural influences, certain areas — Java in
particular — were especially exposed to all the influences mentioned;
whilst other islands, or parts of islands, on the other hand, were either
so inaccessible or so unattractive to traders, (or both), that the tribes
which had settled there were able to lead an almost isolated,
existence until very recent times. Between these two extremes there is
to be found almost every conceivable degree of direct or indirect
cultural influence. Thus there is hardly any other area in the whole
world which has experienced so many cultural and religious impulses
of such diverse kind and force and of such enduring effect. This most
varied cultural development is reflected in the art of the Indonesian
peoples, although the basic aesthetic conceptions of the indigenous
culture which crystallized there in the pre-Hindu era have of course
remained more or less formative.

Naturally one has to set oneself limits when dealing with such diverse
material, the more so as the art of the Buddhist period will be treated
in a separate book. But on the other hand the picture to be drawn
must not forfeit any of its clarity or scholarly accuracy. Within this
framework space must be set aside for all the important artistic achieve-
ments of mankind in Indonesia. Whilst preferential treatment has gen-
erally been given to the particularly striking architecture and sculp-
ture of the Hindu-Javanese period, in this volume, on the other hand,
no undue attention will be given to any one particular aspect of art.
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I was never in any doubt that this would not be a simple task. But my
decision tc undertake this work was greatly influenced by the fact that
Holle Verlag enabled me to supplement the text with some 60
photographs in colour and some go drawings. Photographs explain
more than long descriptions in words ever can. Apart from this practi-
cal point, I was also motivated by a consideration of a more idealistic
kind. Although an enormous amount of literature has been published
on every possible aspect of.Indonesian art, no attempt has yet been
made to present it in its entirety. And this I regard as a particularly im-
portant and useful task at the moment, when, with turbulent develop-
ments taking place in almost every field, a great deal of beauty which
at one time s_gnified the wealth and happiness of a people has either
been lost or is threatening to disappear, and when every innovation is
often over-rated in a striving after the utmost modernity.

I am especially indebted to Doctorandus R. L. Mellema of the ‘Ko-
ninklijk Instituut voor de Tropen’ in Amsterdam, who obtained for
this book the 48 coloured illustrations of objets d’art, which are
gratifying to the specialist and at the same time excellent both from
the technical and artistic points of view. These were kindly made
available by the Cultural and Physical Anthropology Department of
the Institute. I should also like to express my thanks to Miss Nel van
Dam, who prepared the maps and drawings and undertook a final
critical examination of the text. I also owe thanks to my son-in-law,
Johan Smit, who spared no effort in supervising the taking of the orig-
inal coloured photographs in Java and Bali. Finally, I should like to
express my gratitude to many of my colleagues at the ‘Instituut voor
de Tropen’ who rendered me every possible assistance, to L. Lange-
wis, the textile specialist, who gave me many valuable hints, and also
three of his magnificent fabrics for reproduction, to Dr. Jaap Kunst,
an expert in the field of music, and to my colleague J. A. Mulder.

I hope that this work may contribute to better understanding and
mutual appreciation between the peoples of the world.

Haarlem, Christmas 1958
FRITS A. WAGNER
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I. THE NEOLITHIC AGE

Out of the mists of the distant past indistinct images have been located  cCultural
upon the radar-screen of time. The work of prehistorians and philo-  movements
logists has made it possible for us to penetrate into the life of pre-
historic man. In this way we are able to chart the course taken by im-
portant cultural movements even though the limits of time and place
frequently remain vague and blurred. Stones which have been discover-
ed bearing traces of working by human hands have enabled the prehis-
torian to investigate these cultural movementsand to define them more
precisely, at least within certain limits. No doubt further individual
studies will confirm scientifically much that at present is merely con-
jecture. Comparative philology has also yielded valuable results.

The cultural movement which was of greatest importance to Indo-
nesia emanated from Yunnan in South China. Various groups and
tribes emigrated to Indonesia from this region, where the upper
courses of the great rivers Hwang-ho, Yangtze-kiang, Mekong, Sal-
ween, Irrawady and Brahmaputra are not far distant from each other.
These emigrants first proceeded from Yunnan to Further India, and
then moved southwards into the Malayan peninsula. From this south-
eastern tip of the Asian continent they embarked upon their great
enterprise: in their river-craft, which they rebuilt for the purpose —
slender vessels with curved bow and stern — they sailed out into the
unknown towards the islands of Indonesia.

This migration must have proceeded very gradually, probably over
the course of some thousand years, since large groups will hardly have
been able to leave at the same moment. In view of this long duration,
cultural influences will probably also have made themselves felt at
various stages of the process. The prehistorian R. von Heine-Geldern  Rectangular Axe
puts this movement at between 2500 and 1500 B.C. (Neolithic)
Despite their different development in other respects, these migrants

were in the normal neolithic stage of civilization. The material objects

characteristic of this period are chiefly ground and polished stone

axes, which are to be found in various shapes. Typical of this culture

is the rectangular axe, so called because of its long rectangular cross-

section.

R. von Heine-Geldern considers that the centre from which the rec-

L



Spread of
rectangular axe

o

tangular axe culture spread was Yunnan. Axes of this kind have been
found not only in this region but also throughout Further India, as
well as in the Malayan peninsula. They constitute, so to speak, the
sign-posts on the path taken by the Indonesians towards the south.
The fact that these types of axe have also been found further to the
west indicates that a similar cultural movement took place in the
direction of India. But since this is of no significance, or at least no
direct significance, so far as Indonesia is concerned, the problems
which this raises will not be considered here.

In the Indonesian Archipelago rectangular axes have been found in
central and southern Sumatra, Java, Bali and the other Lesser Sundas,
Borneo, Celebes and the Moluccas. Particularly amongst the finds
in southern Sumatra, Java and Bali, one comes across specimens of
fine expert workmanship and exquisite shape. They are amongst the
most magnificent artifacts ever found.

It is beyond all doubt that neolithic man lived in permanent settle-
ments. There must have been special reasons for the migration from
Yunnan to the Indonesian islands, but these can only be guessed at,
not ascertained with certainty. It is thought that the Indonesians were
expelled from Further India by Austro-Asiatic peoples, amongst whom
were the Khmer in Cambodia and the Mons in southern Burma.
Neolithic man is generally thought of as barbaric and scarcely civi-
lized. It is hard for modern man to detach himself from his own world,
in which technology has opened up possibilities for advance hitherto
undreamed of, and to appreciate adequately the progress achieved
during the neolithic era.

Those migrants who came to the Archipelago were no longer nomad-
ic. They built rectangular houses supported on piles and developed
the planting of rice in artificially irrigated fields. They kept pigs and
cattle, but owing to the lack of suitable pastures cattle-raising was of
insignificant importance over vast stretches of the Archipelago. They
made articles of clothing from the bark of certain trees and recept-
acles from clay. But as there existed many kinds of bamboo, the canes
of which could easily be worked into wooden vessels, pottery was re-
stricted to the so-called coiling technique: the clay was coiled upon
itself in concentric rings until the desired shape was obtained. A pot-
ter’s wheel was not employed in this technique. For the firing of pot-
tery, naturally, only a fairly primitive process was known.

Whether these tribes were versed in the art of weaving cannot easily
be ascertained, although this is probable, since ancient receptacles




Spread of the rectangular stone axe from Yunnan, so far as this is ascertainable.

have been found which still bear the imprint of plaited work and
woven fabrics. However, it has not yet been possible to date these
remains with absolute certainty. Besides the rectangular axes already
mentioned, the largest specimens of which were undoubtedly used in
agriculture as hoes, one also finds adzes — axes used for the purpose of
working wood. This follows from the manner in which these stone
implements must have been secured at the haft. These kind of quad-
rangular axes, which have come down to us in various sizes, testify
to the fact that the Indonesians of the neolithic period must have
been fairly skilled in the working of wood, as is shown by the finds of
small adzes which can only have been employed for woodworking of
a more delicate kind.
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Detail of woman’s cotton skirt. Pattern woven by ikat oi the warp and supplementary warp weaving tech-
nique. Design: ancestral figures, tree of life, birds. A multi-coloured band of beads (katipa) with a bird
motif is sewn on to the lower border. (East Sumba, Lesser Sunda Islands). Collection of J. and L. Langewis.
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As is only to be expected, objects made of such non-durable material,
or remains of such objects, have not been preserved. But artistically
worked objects in stone — beads and bracelets, evidence of various
stages of technical development — have been found. From this it
follows that people who could master technical difficulties in pro-
ducing magnificent artifacts of this nature were certainly capable
of making beautiful objects from wood, which was so much easier
to work.

The question arises as to where neolithic man found the hard types
of rock which he required for his implements. Excavations at many
sites have brought to light whole collections of stone implements
which have only been partly worked. Only the rough primitive shape
had been hewn out; no ground or polished pieces are to be found, or
remains to show that these sites were inhabited. In all probability
these are workshops dating from the neolithic period, since they are
always situated where there are plentiful supplies of the appropriate
kind of stone, silicated limestone. One may presume that the stone
implements were only worked upon provisionally here, so as to
reduce the weight of this heavy material as much as possible before
transport. The grinding and polishing, on the other hand, required
much more time, and could be carried out more easily at the place
of destination. At the same time it should be borne in mind how
dangerous it must have been for these men to stay away from their
homes for a long period of time.

But the finds in Java also point in another direction. Workshops have
been discovered here where highly skilled stone-cutters have appa-
rently been at work, for the same kind of implements are to be found
over and over again. The stone-cutters may have carried on their
craft here, and the semi-finished pieces brought by means of barter
trade to those villages where the hard stone required was unobtain-
able.

All this enables us, perhaps, to visualize the material culture of the
neolithic era. But it is not so easy to form an adequate picture of
spiritual life at that time. The only means of doing so is by way of
analogy. For in our own day communities exist which are still in the
neolithic age. The question remains wether conclusions can be drawn
from the spiritual culture of such communities with regard to the
Indonesia of the neolithic period.

Amongst the many stone implements found there were also some
which were clearly not used for any immediate economic purpose.

Grooved axes

Spiritual life

17



Types of
community
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These were not only made from magnificent semi-precious stones, but
were also not worn at all, which indicates that they were not in every-
day use, but served other purposes of some special kind.

Such beautifully-worked implements are also to be found in neolithic
communities at the present day. They have, as we know, a sacral sig-
nificance, and are used in religious ceremonies. We may assume that
cultures in which implements of this kind apparently served a similar
purpose were themselves of a similar type.

But one can go further. There exist in Indonesia groups of people
who, up to the latter half of the last century, remained virtually un-
affected by the cultural influences which reached Indonesia during
the course of the last two thousand years. Amongst these peoples, too,
implements for the performance of religious rites were used, and fre-
quently are still in use today, whilst the civilization of these groups
resembles that of the neolithic cultures which still exist.

The significance of this becomes all the more apparent when we con-
sider that the culture of those groups mentioned which remained in-
dependent for so many centuries is rooted in the long since extinct
neolithic culture of Indonesia. A strong and persistent tradition has
apparently kept alive the characteristics of neolithic culture as it de-
veloped thousands of years ago. The neolithic cultures which still
exist, together with the cultural phenomena of the groups of people
referred to above, enable us to obtain a rough idea of the spirit and
essence of neolithic culture in Indonesia.

Neolithic man formed village communities and lived chiefly from
agriculture. Genealogical communities, clans, are to be found in areas
where agriculture remained extensive, as was the case wherever ladang
cultivation alone was practicable: i.e., where rice was planted in dry
fields, and where hunting and the collection of roots, fruit, etc., still
helped to provide the barest necessities of life. Here the community
is held together by common descent, or merely supposed common
descent, from the same ancestors. On the other hand, territorial com-
munities were formed in areas where the soil was tilled intensively
and where rice was planted in artificially irrigated fields. These agrar-
ian communities feel themselves bound by a religious tie to their
communal land. In addition there also existed hybrid forms, in which
— within the village as a territorial community — a division into ge-
nealogical groups is met with.

Whatever the outward form of these communities, the inner bond
is always one of sacral nature, which finds expression in mythical tales




and images. These reflect the way neolithic man conceived the world
about him.

Each community is, so to speak, a world of its own, an entity modelled
on the universe: everything is connected with everything else. The
medium of this mystic union is a living force, generally referred to as
mana. It is an indispenable prerequisite to gain control of mana if one
is to obtain those guarantees which, it is believed, will ensure the con-
tinued existence of the community. But control over mana and in-
fluence upon it require an external sign.

The actions and symbols with the aid of which man believes he can
influence mana or obtain certain things he desires can be summed up
in the term ‘magic ritual’.

It should be made perfectly clear that the ritual means used can vary
greatly, although the basic idea of men who practise magic is every-
where the same. For all this great variety, one point stands out in
relief: those expressions of men who think and act magically and which
can be termed ‘artistic expressions’ were originally firmly rooted in
magic ritual.

This is why L. Levy Briihl, writing about Australian art, could re-
mark: “le dessin ne les intéresse que par la participation mystique
qu’il réalise”. This also applies to man of the neolithic era, with
regard to music, dancing and games in the same way as to architecture
and sculpture.

Neolithic man regards the material things he creates, and which the
Westerner habitually terms ‘artistic expression’, in the final instance
simply as a means of attaining a particular aim, of achieving some-
thing he desires, in an irrational way. In his case “art springs un-
consciously out of collective perception, out of an irresistible mystical
impulse, a primitive demonic urge to seek fellowship with the powers
that encompass him, the powers which he cannot comprehend, by
means of magic. He is driven by a strong impulse to give expression
and shape to feelings of his which are outside reality, to very complex
metaphysical and emotional sentiments, such as fear, or the desire to
obtain protection from some tutelary power in order to ward off un-
propitious spirits, etc. This kind of creation is a sacred act.’

It is easy to imagine that social conditions within the community are
likewise determined by this myth-enshrouded outlook. Thus, for ex-
ample, clan elders infer their social function of being primus inter
pares from the office which they perform of supervising the obser-
vance of the sacral prescriptive right, adat, which is rooted in myths

Magic ritual

Outlook on life
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and sacred traditions. Unwritten laws have to be observed — and,
indeed, observed extremely strictly. For the mythical deified ancestors
who have made these laws are watching carefully to ensure that they
are obeyed exactly. Thus these ancestors occupy a very significant place
in the universe asneolithic man imaginesit. Theyare regarded as mana
bearers of highest rank, and are at the centre of the actions whereby
living man hopes to gain influence over mana by magic means. Ances-
tor- worsth is thus also a sublime ‘confirmation’ of the living group.
A special position within the community is also held by those magi-
cians, medicine-men, and shamans who, because of their special tal-
ents, are qualified to practise magic rites, or to lead the community
in performing them. These men, it is believed, are capable of influenc-
ing mana by means of concentration and outward signs. The means
applied are of many different kinds, as are also the effects which it is
hoped to achieve. Accordingly those who possess strong magic powers
have very varied functions.

The creative artist, too, as might be expected, is firmly rooted in this
social pattern. It is he, after all, who creates those objects which have
their indispensable role to play in the customary rituals. Since social
relationships are in the last instance based on the same mythical and
magic basic concepts as the veneration of ‘works of art’, the latter are
also closely connected to the social framework.

Communities of this type are always strongly influenced by tradition.
“Tradition is unshakable; strictly speaking, it is not permissible to
touch it at all. Constant repetition is significant as a confirmation of
continued activity.” 2

Artistic achievements in particular are exposed to the influence and
pressure of sacred traditions for the very reason of their pronouncea
magic character. Here, too, pressure for constant repetition manifests
itself very clearly.

Not, of course, that changes are ruled out altogether. They can result
from external cultural influences. But in essence the spirit of the old
traditional culture remains unaffected. A kind of assimilation will
always ensue, whereby the stylistic elements introduced, though not
changed, are nevertheless organically integrated into the inherited
totality of traditions.

Changes are also conceivable without external cultural influences,
but the process is then extremely slow. Moreover, in this case they will
affect — to a far greater extent, if not exclusively so — the external
shape of the artistic work concerned, and not the magic idea behind
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Detail of cotton fabric, ornamented with human figures woven in by pilih-technique (Iban Dayak,
North-west Borneo). Collection J. and L. Langewis.

21



it. For the art of neolithic man serves a practical purpose, and is thus
always ideoplastic, a rendering of ideas. Ideoplastic art is not im-
plicitly bound to any particular form. But there probably originally
existed, and in many cases there still exists, a convincingly identifiable
connection between some particular form taken from nature and the
magic idea symbolised in it.

Thus the human figure is frequently the starting-point for three-
dimensional, as also for purely ornamental, works of art. In the course
of time the human figure can undergo changes, and can finally be-
come so ‘estranged’ that its original prototype can hardly be recog-
nized. By this it is not, of course, implied that the functional signifi-
cance of the work would also have to undergo a change.

1 Drs. P. W. van Milaan: Indonesische Kunst. Oosthoek’s Encyclopaedie. Utrecht, 1950.
2 Prof. C. T. Bertling in ‘Sociale werkelijkheid bij de primitieven’, 1947.



II. MEGALITHIC CULTURE

As has already been mentioned above, during the neolithic period
there came to Indonesia not only stone implements for immediate
economic use, but also beautifully shaped stone axes which served a
sacral purpose. Both types were, however, tools according to their
shape and purpose. The former were used by all in the performance
of their everyday tasks in agriculture, tree-felling, hunting, etc., whilst
the latter, the ‘irrational’ implements, were in the hands of those who
performed certain sacral actions, such as sacrificial slaughter of an-
imals.

But other objects made of stone also play a considerable part in neo-
lithic culture. They represent something special in so far as they have
not the slightest connection with the term implement as such. They
are to be found practically everywhere in the world where civilization
has developed. Colossal and mysterious, they exite the imagination
of the observer of today. Thus in northern districts of the Netherlands
we find tumuli, and in Brittany table-shaped stones and tall upright
monumental stones, as silent witnesses of a neolithic culture long ago
extinct. And the Breton terms dolmen and menhir are employed by
archaeologists when referring to similar objects the world over. These
megaliths, i.e. large stones, are so widespread, and are so much alike,
that it was even thought that they had been brought to far distant parts
of the earth from Egypt, the land where megalithic culture developed
on the most grandiose scale.1 Be that as it may — and the last word has
by no means been said on this theory — the fact remains that, apart
from the single exception of Australia, megalithic culture has existed
throughout the world,and here and there is still in existence even today.
In Indonesia, too, megaliths are to be found in many places. In most
cases they bear witness to civilizations which have ceased to exist. Buton
Nias Island, on the other hand, an island off the west coast of Sumatra,
megaliths are still venerated objects, whilst on Sumba and Flores in
the Lesser Sunda group stone sepulchral monuments are still being
erected at the present day.

But it should not be supposed that megaliths are necessarily always
stones of considerable size, although the term ‘large stones’ might lead
to this misconception. On the contrary, smaller stone objects must also

‘Large’ stones
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Detail of woman'’s cotton skirt woven by supplementary warp weaving technique. Design: stylized female
and animal figures. Artistically knotted fringe on both sides. (Sumba, Lesser Sunda Islands.) K.I.T.
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be classed as megaliths,inasmuch as they were evidently made with
some particular sacral purpose in view, and have no connection with
implements in the ordinary sense of the word.

In Indonesia these are to be found in many shapes and sizes: dolmens,
menhirs, and terraced burial-mounds, both unworked or worked
only superficially; large stones, upon which human beings and animals
are often depicted with surprising realism, as the specific shape of the
stone permits; stone cist graves, sarcophagi, and troughs in which
skulls were probably buried.

R. von Heine-Geldern distinguishes at least two groups among the
megaliths found in Indonesia. To the oldest group, the monumental,
belong primarily the menhirs, dolmens, and terraced burial-mounds.
These date from the neolithic period, an era when polished rectangu-
lar axes were also known. Examples of the more recent group, the dy-
namic, are to be found amongst the worked stones mentioned above.
The oldest megaliths undoubtedly date from the neolithic period.
Several megaliths, however, have been found in regard to which it can
be ascertained with certainty that they were not made until a time
when metal had already been known in Indonesia for some centuries.
Thus iron implements were found in a stone sarcophagus in eastern
Java beside glazed Chinese pottery. This even made it possible to date
the sarcophagus: it must have originated in the ninth century A.D. at
the earliest. Iron objects were also found in various stone cist graves
in the mountains on the south coast of central Java. Metal, after all,
had already been known for a long time on Nias, Sumba and Flores.
On the basis of the above it can be said that megalithic culture did in-
deed originate in the neolithic period, but that it continued in some
places to form part of the living culture at a time when the stone age
had given way to the age of bronze and iron.

It was, no doubt, in the making of implements that metal first took the
place of stone. This can be taken for granted in view of the better
results achieved by using metal implements. Probably this improved
result was attributed to the fact that metal was more heavily ‘charged’
with magic. If one follows up this line of thought, it becomes apparent
that ceremonial implerhents were also made of metal, even when no
material reason for this existed. The sacred tradition which consent-
ed only with reluctance to the acceptance of anything new in matters
of magic ritual, would otherwise probably have opposed the change
of material. On the other hand, it was difficult to replace the megaliths
by similar objects made of bronze or iron, owing to their size, which

Groups of
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After-life

was usually considerable, and the fact that metal was very costly. These
stone megaliths therefore continued to exist, and were accorded a
firmly allotted place amongst the sacral customs that were observed.
But bronze urns have been found which must have served as ceremon-
ial objects, as is clear from the decoration upon them.

The importance of megaliths in neolithic culture can perhaps be as-
sessed by studying the megalithic civilizations which still exist at the
present day.

The construction of stone cist graves, sarcophagi, etc., is indisputably
connected with worship of the dead. Neolithic man believed in an
after-life. The dead were interred with a special ceremony, and objects
such as weapons, implements, etc., which were deemed indispensable
for the life to come, were placed in their graves.

Megalith memorials were certainly not erected for every person who
died; this will have depended upon the social, and consequently the
magic, functions of the deceased.

The erection of menhirs and dolmens, etc., obviously served the pur-
pose of honouring the living as well as the dead. Thus chieftains and
other important men in the community erected them as memorials
of a consecration ceremony, an investiture, or as monuments to their
own rank and dignity. This event was usually accompanied by great
festivities; the person in whose honour the stone was erected was
obliged to distribute precious gifts, and cattle or pigs were sacrificed.
Other ceremonial customs will also have played a part, head-hunting
not excluded. Where stones of this kind were dedicated to the dead,
it was as an outward sign of the connection between the existing com-
munity and its ancestors. When certain ceremonial actions were per-
formed, it was believed, the spirits of the dead descended upon the
living.

Megaliths are to be found in particular profusion at a site in the
Pasemah country of southern Sumatra. Here, in addition to menbhirs,
dolmen, stone cist graves and terraced sanctuaries, there are also huge
stones which have been carved into the shape of human beings and ani-
mals such as buffaloes and elephants. The variety and skill with which
the single figures have been incorporated into the whole are both sur-
prising and impressive; they are, moreover, valuable for us since the
sculptured figures carry swords, and wear helmets, necklaces, anklets
and bracelets. These megaliths have consequently been erected at a
time when metals were already known. It is especially noteworthy
that some stones are to be found with figures of men holding objects



Small basket with lid plaited from veins of lontar palm leaves. Design: small human figures in black and
red. (Kisar, Lesser Sunda Islands.) K.I.T. (Height 1214 ins.)
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ITII. DONG-SON CULTURE

If the Indonesians had developed the technique of working bronze on
their own, bronze axes would undoubtedly have been found which
would have greatly resembled ordinary stone axes in shape. For one
can hardly imagine that in so vast an area, once the technical difficul-
ties of metal-working had already been overcome, a sudden deviation
would have been made from the traditional shape, and a transition
effected to an entirely new shape of axe, and yet one which had the
same shape wherever it was found. But the bronze age in the Indone-
sian archipelago did not apparently produce any rectangular axes in
bronze, but only so-called socketed axes, and these most accomplished
in their manner of execution. The shape of these socketed axes is very
different from that of the rectangular axes dating from the stone age.
The most essential innovation is that they were fixed to the haft in an
entirely different way: for with the socketed axes the haft is inserted
into the blade, and not vice versa, as was the case with the stone axes.
From this the conclusion must be drawn that the working of bronze
did not develop locally, and that the socketed axes were brought to the
islands from somewhere else; the technique of bronze casting must
have become familiar in Indonesia at the same time.

This cultural innovation also came to the Indonesian archipelago
from South-east Asia, in particular from the area of Tonking and
northern Annam. Here, close to the village of Dong-Son, such an
abundant variety of artifacts has been found that prehistorians regard
this area as the cradle of bronze culture throughout South-east Asia
and Indonesia, so that the site of these discoveries has given its name
to the whole culture as such.

Certain finds show that the Indonesians were able to give an individu-
al touch of their own to this new addition to their culture — although
this was not the case with the socketed axes, which were used in every-
day toil, because the shape of this implement was determined by
considerations of practical utility, and in this respect the socketed axe
could not be surpassed. But there have also been found bronze equi-
valents to the stone axes mentioned above which were used for cere-
monial purposes, and in the case of these ‘implements’ the function
which they performed was completely different: since it was irrational,

Bronze-working

Socketed axes

Ceremonial axe (Roti)
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(Pedjeng)

the shape acquired characteristics of its own. Although the axes used
for ceremonial purposes which have been found in Indonesia corre-
spond to a certain extent with those from Dong-Son, both types being
asymmetrical, in the case of the Indonesian axes this asymmetry is
striking, and often touches upon the bizarre — in contrast to the axes
from Dong-Son.
In addition to the above-mentioned axes, other bronze objects of great
importance for the history of Indonesia’s cultural development have
also been found: the kettle-drums mentioned in the last chapter, which
have been found both in Indonesia as well as in Further India and
some other areas of South-east Asia. But it is difficult to decide whether
these bronze drums were actually produced in Indonesia, or whether
they were imported from South-east Asia. In order to appreciate the
complexity of this problem, one has to know how these drums were
made.
When casting bronze objects, one can either use and re-use stone
moulds, or else apply the so-called a-cire-perdue (waste mould) process,
i.e.asfollows. Upon acore of clay wax or other grease is moulded to form
the shape desired. To form the outer covering a fairly thick layer of
clay is applied, in which the necessary funnels are left open. With the
application of heat the clay becomes solid, the mould melts away, and
is removed. The molten metal is now poured in through the funnels;
when cool, the outer casing is broken away. Thus the mould goes waste.
Whether this process was applied can be established by the existence
of irregularities in those parts of the object adjacent to the funnels.
Thus it is obvious that whenever the a-cire-perdue process was applied
it can hardly now be ascertained wheth-
er the object found was really made
= = in this area, since the original mould
has been destroyed. This was also the
case with a particularly fine kettle-
Lovy B drum, ‘The Moon of Bali’, which was
found near the village of Pédjeng on the
. | island of Bali. Prof. T. P. Galestin re-
marked in this connection: “it is clear
§ 8 that some drums were imported, and,
; 8 . in the case of a few of them at least, it is
assumed — and attemps to prove this
point have been made — that they were
cast in Indonesia either by means of




the da-cire-perdue process or by means
of stone moulds. For in the neigh-
bourhood of the village in question
fragments of one of these stone
moulds of tuff have been found,
which, to judge by its decoration and
general appearance, was designed for
a drum similar to the one found in
Pedjeng, but smaller. One thing is in
any case certain: the drum in Pedjeéng
is the largest kettle-drum in the
world, and is one of the most magnif-
icent masterpieces ever created by
man. Whether this gem of bronze
casting — the surface implies that no
moulds were employed — originates
from Bali is of course quite impossi-
ble to prove.” 1

And he goes on to say: “If the drum was brought to Pédjéng, possibly
from Java or an area to the east of Alor (where smaller specimens
dating from more or less modern times were used in bride purchases,
and where some of them were imported by the Chinese at a compara-
tively recent date) then the opinion expressed above about the old
drums is valid with regard to both districts. The assumption that the
‘Moon of Bali’ may have been brought to Pédjéng in historic times,
that is to say, in the course of Hindu-Indonesian history, cannot be
entirely dismissed.”

This does not mean that it is ipso facto excluded that ancient kettle-
drums found in Indonesia were also made there. It should merely be
stressed that one cannot be certain about this point. The use of these
drums on Alor Island, north of Timor, referred to in the passage
quoted is a clear example of the persistent way in which certain cere-
monial objects have remained in use to the present day. Their use on
Nias Island, where megaliths still play an important role, has already
been noted. ‘

It is worth drawing attention to the representation of figures on cer-
tain drums from the region in which the Dong-Son culture originated.
Victor Goloubew has examined these in his study ‘L’age du bronze
au Tonkin et dans le Nord Annam’. On the drumhead of a kettle-
drum preserved at Hanoi are represented strikingly attired figures,

“Moon of Bali”.
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apparently performing a dance. Amongst them are men with axes of
asymmetrical shape. This depicts a ceremony at which drums were
probably also used. The most interesting thing is that the typical
decorations permit comparison with a very similar dance which is
still performed today on the Mentawei Islands off the west coast of
Sumatra.

Fic. . 174 Other figures are playing a kind of mouth-organ, which has a reso-
nance box. Instruments of this kind are still met with among cer-
tain Dayak tribes in Borneo. An instrument of this sort is also to
be found depicted on a stone relief at Borobudur, the Buddhist mon-
ument in central Java, which can be dated to the middle of the 8th
century A. D. The mouth-organ, therefore, was still a familiar instru-
ment amongst the population of Java at that time.
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So-called ‘ship cloth’ of cotton woven by floating weft technique. Design: ship of the dead, stylized human
beings, animals and birds, tree of life. (Kroé, southern Sumatra). K.I.T.




Particularly worthy of note are the designs on the upper rim of the
drum-shell. These represent flat-bottomed ships and human figures
attired and adorned in the same way as on the drumhead. One can
also identify various objects, such as oars, a shield, a ceremonial axe,
and a kettle-drum; the animal depicted is presumably a pig.

This is a so-called ‘ship of the dead’, which plays a part in ‘transition
rites’. The belief that the souls of the departed go to the land of souls
by ship is still current among various peoples of the archipelago. Com-
parable designs are to be met with even today amongst certain Dayak
tribes in central Borneo; and the Kroé country in south Benkulen,
south Sumatra, is famous for its magnificent textiles, on which such
ships are portrayed.

In the bronze age axes and drums were naturally not the only objects
known. Other bronze implements, and in addition jewellery of all
kinds, have also been found. The ornamentation on these objects has
had an enduring influence upon the development of decorative art,
which up to the present day has remained an important component
part of the Indonesian artistic tradition.

1 Indonesié. Algemene Kunstgeschiedenis, Volume 6, Utrecht, 1g51.
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IV. GENERAL OBSERVATIONS
ON DECORATIVE ART IN INDONESIA

When one surveys the artistic achievements of the peoples of Indo-
nesia, one notes their obvious predilection for decorative art — a par-
tiality which in many cases’is expressed with consummate artistry.
The techniques employed are of very different kinds, and naturally
vary according to the material used: stone is cut, wood, bone and ivory
carved, fabrics skilfully woven and dyed, metals cast, corroded, en-
graved, incrusted, chased and finished, parchment beaten, and so
forth.

On closer examination we are very forcibly struck by the great variety
of styles which are to be found in Indonesia, especially in the field
of decorative art. One of the most important reasons for this phenome-
non may perhaps be the diverse cultural influences from abroad.

R. von Heine-Geldern writes on these questions: “the 8th century
B.C. was one of those periods of unrest which from time to time shook
ancient Asia and Europe and during which large groups of tribes, torn
from their homelands, migrated over the vast expanses of the Old
World. At that particular period tribes from the Caucasian region,
from South Russia, and from the lower Danubian countries moved
eastward. Some of them settled in Central Asia, some entered China,
while others branched off toward the South and by way of Szechwan
and Yunnan eventually reached northern Indo-China. In China and
Indo-China they were soon absorbed by the local population, how-
ever not before they had introduced various new forms of tools, weap-
ons, and ornaments and, above all, their own style of art. The latter
was a late branch of the Mycenean style which in their lands of origin
had survived long after it had disappeared from Greece and the Aege-
an region. It was a highly decorative style, abounding in spirals, cur-
vilinear designs, and meanders.

In China, where a rich decorative art had been flourishing for nearly
a millennium, the western elements were transformed according to
Chinese aesthetic ideals and integrated into the native art, thus pro-
ducing what is known as the Late Chou or Huai Style. In Indo-China,
where purely ornamental designs previously may have been practi-
cally unknown, those introduced from the West were adopted with



Woman’s hat of veins of lontar palm leaves, leaf work. Decorated with gaily-coloured small pieces of cotton,
snippets of paper and mica discs. (Southern Celebes). K.1.7. (Diameter 1614 ins., height 514 ins.)

very little change. There, a new, bronze-using civilization arose, usual-
ly termed the Dong-Son Culture, from the place of Dong-Son in north-
ern Annam, the first of its sites which has been excavated. It flourished
from an unknown date, possibly the 7th century B.C., until Tonkin
and North Annam became Chinese provinces in the 1st century A.D.
Outstanding among its products are bronze axes, beautifully deco-
rated bronze daggers and battle axes, belt-buckles, primitive bronze
figures, and above all large, magnificent bronze drums, covered with
decorative designs and with representations of boats, of warriors
wearing feather head-dresses, and of festive scenes relating to the cult
of the dead. Although the style of the Dong-Son culture and that of
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Late Chou China have many elements in common and thus are to a
certain extent related, the former is by far simpler and lacks the more
sophisticated and more typically Chinese motifs of the latter.
Both the Dong-Son and the Late Chou styles have deeply influenced
the art of the Indonesian peoples. They were introduced in the archi-
pelago in the latter half of the first millennium B.C., together with
the art of casting tools, weapons, ornaments, and drums of bronze. As
far as the present and still very imperfect state of our knowledge allows
us to judge. they seem to have been brought to the islands not by large
scale migrations of whole tribes. but rather by merchants, artisans,
and small groups of settlers from the coasts of Indo-China and south-
ern China. The culture of these groups must have been superior
> X enough to impress the native population, but they were not numerous
CRERRRE  enough to impose their languages. The whole process may therefore
be compared to that of the Hindu colonization which occurred a few
{
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centuries later.
The enormous success of the decorative designs of Dong-Son and Late
: Chou origin with the peoples of Indonesia was probably due to the
fact that prior to their introduction purely ornamenzal art, as far as
Ornamented bamboo  jt existed at all, was of a very simple geometric character. In contrast
Tor2did) 5 the commemorative and symbolic motifs of the original, monu-
mental style of the Indonesians the creations of present day decorative
artare to a considerable extent “art for art’s sake”. This does not mean
that religious and magic ideas do not play an important role in Indo-
nesian art. However, it is significant that motifs relating to ancestor
cult, sacrificial feasts, head-hunting, or the magic propagation of fer-
tility and wealth are in many cases derived from the older, monu-
mental style.” 1
Three styles  According to the above writer, there are thus three stvles, which
have each contributed something of their own to the formation of
the multiform decorative art of the Indonesian peoples: the monu-
mental style, connected with the original neolithic culture of the
indigenous population, the Dong-Son style, and the late Chou style.
As Heine-Geldern also explains, the Dong-Son style made its influence
felt almost everywhere in the Archipelago, whereas the Late Chou
style only penetrated to some islands, particularly Borneo.
Cultural influences which appeared later, such as Hinduism and
Buddhism, will not be examined for the present.
Neolithic style . The oldest of the three styles, hereafter referred to as neolithic, is
characterized by conventionalized frontal-tvpe figures of ancestors,
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often of startling realism, as well as by magic symbols such as buffaio
horns, human heads, various animals, renderings of the so-called tree
of life, etc. In addition fairly simple geometrical ornaments are also
to be found.
In the Dong-Son style the tendency towards decoration is accentuated.
A whole series of new motifs, in particular the spiral, and other pat-
terns of curved lines, are added to the traditional basic design. At the
same time this design tends to depict human and animal figures to-
gether with ornamentation, rather than on their own. Decoration is
also present in the strictly geometrical segmentation of the entire
surface; in the fields thus formed the individual motifs are repeated,
set against one another, and varied regularly.
The two styles mentioned prefer symmetrical composition, both in
their general design and in detail. The Late Chou style, on the other
hand, stresses rhythm rather than material composition, and has no
place for symmetry. Where one finds an asymetrical pattern, one can
attribute this with certainty to the strong influence of the Late Chou
style.
Considering the fact that the influence of the Dong-Son and Late Chou
styles manifested themselves in various degrees, partly by immediate
contact but in many cases only by means of the links existing between
the Indonesian peoples themselves, it becomes clear that this inevita-
bly led to a great variety and considerable differences in decorative
art. Each tribe has left its imprint upon its ornamentation, and
amongst many Indonesian peoples the characteristic features have
not changed up to our own day. They are determined by the special
motifs which are chosen, often (but not always) connected with the
way in which they are integrated into the decoration as a whole, and
also by the technique employed in working the materials, as well as
by the dyes used.
In this chapter we will examine more closely a few examples of
the textile design of those peoples which were not directly influ-
enced by Hinduism or Buddhism, or were only influenced by them
to a slight degree. This form of dec-
| - 'Pw"""f& !flmwwuﬂa}ﬂ ii‘"wm’"g] orative art, which can be regarded
!

i ﬁiw .L;:‘u:u"iﬁ.w,:....m.'.v“.ff.'f%..n' as Indonesia’s most varied and attrac-
oy ey tive artistic achievement, has several
!h‘hﬁl m‘l & d‘ S o ,,uw".,m”w different characteristic features. Since
o tradition was particularly strong, the

Evolution ofkey-shaped figure original character of their work has

Dong-Son style

Late Chou style

Textile design

37



ggis and tumpal.

southern Sumatra). K.I.T.

g man

Gold-threaded fabric (songkét) woven by floating weft technique. Design: kemban
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been preserved in an extremely pure form. But Java and Madura, for
example, will not be dealt with in this chapter, since the most im-
portant method of textile design, i.e. batik, developed much later, and
deserves a chapter to itself.

I shall deal later with the question of the technical processes and dyes
used. But some examples of bamboo work will be discussed here, since
these are intimately connected with our subject.

On fabrics made everywhere between Sumatra and the eastern islands
motifs are to be found which have a remarkable affinity with one an-
other and which are composed of the same elements. The most charac-
teristic of these elements is the key-shaped figure, combined with other
geometrical figures, amongst which the rhomb occurs most frequently.
The key-shaped figure most probably developed in the following
manner. From the straight line, which with the dot is the most simple
basic form, there developed hook- and key-shaped figures. Two of
these key-shaped figures may then have been combined to form double
key-shaped figures of various types.

Two motifs may also be combined to form, for example, the thomb-
and key-shaped figure shown in the fig. on page 37.

The key-shaped figure may perhaps also have developed as a simplifi-
cation of the spiral-shaped figure introduced along with the Dong-Son
style. This is implied, in particular, by the fact that the key-shaped
figure is so frequently to be found in woven fabrics in which, for
technical reasons, only simple contour lines were possible. In this case
its widespread distribution is connected with the fact that the Dong-
Son style was able to penetrate throughout practically the whole of the
Archipelago.

The combination of simple geometrical forms such as the key and the
rhomb, sometimes with the addition of a straight line, an equilateral
triangle or a square, permits an enormous number of variations: not
only a wealth of motifs, but also stylized renderings of human beings,
crocodiles, lizards, trees, etc. Various tribes have no doubt made use
of such geometrical motifs and adopted them in their ornamentation.
But it is easy to be tempted to read too much into them, and by exer-
cising a little imagination.to see in every rhomb- and key-shaped figure
a human being or an animal. It is even more difficult to make out
whether one is dealing with a purely decorative ornament or a repre-
sentation of a particular object, since in the course of time the original
significance may have been lost, by the form having become divorced
from the content and having been subjected to gradual change.

Geometrical

composition of motifs

Fic. p. 37
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_homb- and key-shaped
figure (Kantuk Dayak

Fics. pp. 40, 41

Influence of Dong-Son
end Late Chou styles
PLaTE P. 16

PLATE P. 21
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Dr. J. H. Jager Gerlings explains in this connection: “It has already
been noted that the weaver feels herself limited by the ornaments
traditional wichin her group, but this does not mean that she actually
understands them or that she always copies them exactly. Thus with
the passage of time changes also take place within certain groups. In
general a tendency prevails to make the figures ever more complex.. . .
The original meaning of the simple forms which are the basis of the
more complex figures are no longer comprehended at all. This is
quite clear from the fact that the borders are often cut off in an arbi-
trary manner. Occasionally they are actually torn into pieces and then
made up into new patterns.

In doubtful cases one therefore has also to consider first of all the part
which the fabric played in the religious conceptions of the tribe in
question before any conclusions can be drawn as to the nature of the
objects represented upon it.” 2

The accompanying figures show the rhomb- and key-shaped combi-
nations which are to be found on the fabrics woven by peoples often
living at a great distance from one another. In each case the origin is
indicated, and the area inhabited by each of these tribes is also shown
on the attached map on p. 36.

On fabrics from Sumba Island the stylized human figure of the fron-
tal type appears alternately, either as sole ornament or accompanied
by other figures, in a regular pattern. The whole area is segmented in
a very simple manner into uniform bands of different width. On tex-
tiles of this type the artistic motif is unmistakably the salient point
of interest, and the planning of the whole area is of subsidiary signif-
icance.

The neolihic style exerts a strong after-effect upon the manner in
which the human figures are represented, whereas influence of the
Dong-Son style is apparent in the pronounced rhythmic decorative
element.

The human figure is treated quite differently on fabrics woven by
certain Dayak groups in central Borneo. The Iban Dayaks in north-
west Borneo, in particular, have produced magnificent work of this
kind. The conventionalized human figure is correlated to the decora-
tive planning of the whole area, and in many cases the composition is
more rhythmic than metric. One finds no trace here of the often
extremely impressive representation of human figures on the fabrics
woven on Sumba Island. The design is purely ornamental, and har-
monizes with the rhythm of the whole. Even when human figures



adorn the border, the treatment remains purely ornamental both in
character and design, just as with the figures incorporated into the
composition as a whole. The influence of the Dong-Son style is un-
mistakable. The manner in which the figures are fitted into the deco-
ration as a whole, and the regular repetition and distribution of
motifs in the border ornamentation, both point in this direction. If
one compares these compositions with the artistic textiles of other
Indonesian peoples, it is striking how much more animated the
ornaments of the Dayaks are. This, taken by itself, does not suffice to
infer the influence of the Late Chou style. But if we also take into
consideration the style in which the Dayaks decorate wood, bamboo
and bone, then I think it becomes clear that we are indeed dealing
here with the influence of the Late Chou style. The plate on p. 58 gives
an example of asymmetry in the motifs applied and in the manner in
which details have been integrated rhythmically into the decorative
ornamentation of a bamboo quiver. The motifs overlap one another
as well as the principal lines of segmentation passing across the area
to be decorated in a manner which one does not find anywhere else.
A comparable arrangement of patterns is also to be found on Dayak
masks and shields, but nowhere else in the entire Archipelago is there
decorative work of such individual character, in which the influence
of the Late Chou style is so clearly manifested.

If we now examine more closely individual textiles woven by the
Toradja in central Celebes, we perceive how completely the rendering
of human figures merges with strictly geometrical patterns. Only an
accomplished expert is just able to pick them out from the interplay
of lines. In this case the influence of the Dong-Son style can be clearly
demonstrated. In the two most important centres of this type of art,
Rongkong and Galumpang, very different means of solving the prob-
lem have been adopted. On textiles from Galumpang the basic motif
does not stand by itself, but is integrated into the geometrical arrange-
ment of the area as a whole, which always bears the same features. In
Rongkong, on the other hand, it is precisely the basic motif, the so-
called sékon motif, which dominates the entire composition. This
motif has developed almost wholly out of a single unbroken line, and
only on closer examination does it become evident that we are dealing
here with a rhomb- and key-shaped figure woven in two parallel lines.
With its predominantly geometrical design, the Toradja style is bas-
ically static. This can be especially clearly seen in the bamboo work

PLATE p. 24

AATAA AAVAYS
Rhomb- and key-shaped
figure, ragidup

(Toba Batak)

PLATE p. 58

figure (Timur Dayak)
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produced by this tribe, which differs markedly from the decorative
bamboo work of all the other Indonesian peoples.

Out of the vast number of artistically woven fabrics we have selected
examples which clearly demonstrate the various cultural influences
of the pre-Hindu era. In the case of some of these, their place of origin
can be ascertained without difficulty. The fabrics from Sumba Island
reveal their origin by their prominent motifs, which have not been
fashioned in a similar manner anywhere else, whilst the textiles from
Rongkong also have the easily recognizable s¢kon motif.

It is similarly not difficult to identify fabrics woven by the Iban
Dayaks, inasmuch as human or animal figures (or both) appear in the
ornamental pattern. These motifs are incorporated into the orna-
mental composition as a whole in a particularly successful way, and in
this connection the figures introduced have been re-fashioned in a
typical manner. Both these characteristics give these fabrics an indi-
vidual cachet.

But it is not so easy to identify the fabrics from Galumpang, since
there is a close affinity between these and the fabrics woven by the
Iban Dayaks in so far as ornamental designs and patterns are con-
cerned. In cases such as this one has to examine the technical process
employed and, where necessary, also take into consideration the dyes
used, in order to ascertain their place of origin.

One of the most widely distributed ornamental designs is the decorat-
ed triangle, or so-called tumpal motif. This ornament is not only very
ancient, but was even able to survive in regions where ornamental art
was exposed to the lasting influence of Hinduism.

It can no longer be ascertained with certainty what served as a model
for the development of this motif. Some experts interpret it as a
human figure which has become unrecognizable owing to far-reaching
stylization, whereas others have suggested that it is a stylized bamboo
shoot. In the former case the ragic character of this motif would be
obvious: it is an ancestral figure. But the same would also apply in
the latter case, for the bamboo shoot has an unusual vitality and
grows rapidly; thus the tumpal motif could be a fertility symbol.

1 Introduction to the Catalogue of the Exhibition ‘Indonesian Art’, New York, 1948.
2 Dr. J. H. Jager Gerlings, ‘Sprekende weefsels’, 1952.



Masked dancer at funeral of a prince wearing chest ornament composed of strings of pearls fastened on a
cotton backing with small brass bells (Timur Batak, northern Sumatra). K.1.T.
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V. APPLIED ART
IN ISLANDS OTHER THAN JAVA
AND BALI UNTIL CIRCA 1850

At the beginning of the Christian era extensive areas of Indonesia
embarked upon a path of cultural evolution which was to add new
and very varied features to the traditional cultural scene. Hinduism,
Buddhism and, many centuries later, Islam were to introduce new
themes and techniques, but the original pattern still remained a major
formative influence and may still be recognized amongst the new
trends.

Those tribes that were scarcely, if at all, affected by the new move-
ments retained their ancient culture, which had taken shape in the
neolithic age, almost unchanged up to modern times.

Since tradition was very tenacious, we can assume that the artistic
creations of these 1solated tribes, which have been studied at first hand
in comparatively recent times, have not diverged in essentials from
the style developed two thousand years ago, which was formed under
the influence of the Neolithic, Dong-Son and Late Chou styles.

R. von Heine-Geldern draws the following picture of the effect which
this persistent tradition had upon the art of these isolated tribes, even
upon those originating from areas which were exposed to the new
cultural stimuli: “While the persistence of a style of art introduced
more than two thousand years ago is a sign of the conservatism of the
Indonesian peoples, the fact that they were able to develop it in an
original manner, to create a large number of local styles of specific
character and beauty, and to keep them alive and vigorous for such a
lengthy period testifies to their deep aesthetic sense and their inborn
artistic talent. When the Hindus came to the archipelago they found
the various local styles of Dong-Son or Late Chou derivation already
well established in the islands. There are many indications that such
styles existed also in Java and Bali, and it is of them that archaeologists
chiefly think when they speak of native influence in the development
of Hindu-Javanese art.”1

Java and Bali are thus especially important, for it was here that the
effect of Buddhism and Hinduism was most persistent. On these is-
lands, owing to various circumstances, art acquired such distinct
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characteristics that it will be treated separately here. In this chapter
we shall examine the art, and in particular the applied art, of districts
other than Java and Bali, emphasis being laid upon the artistic
achievements of those areas which remained more or less isolated. Ex-
amples will also be given from tribes which were probably influenced
by post-Dong-Son civilization. This will show that a distinct con-
nection can be established with primitive conceptions and decorative
techniques, in many cases both with regard to the ceremonial and/or
social function of the objects concerned, the decorative motifs em-
ployed, and the technique applied in ornamentation.

If occasional reference is made to a work of art from Java or Bali and
to the influence exerted by these islands upon other areas of the

Earthenware jar with decoration cut in the clay whilst damp. (Southern Celebes). K.I.T. (Height 63/ ins.)
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Archipelago, this is a consequence of the fact that they are treated
separately here.

Of the great number of technical processes only the most important
ones will be mentioned, and technical descriptions which the lay-
man would find difficult or impossible to follow will be omitted.
The place of origin of the tribes mentioned is shown on the map
on p. 56.

This chapter is arranged according to the various materials worked.
In conclusion it should perhaps be noted that especially in the present
century many of the techniques described have fallen into disuse. The
reasons for this will be discussed in the final chapter of this work.
Already in the neolithic era the Indonesian undoubtedly used vege-
table fibres to make various everyday objects. The tropies yielded in
abundance materials requiring little or no preparation and which
could be worked into simple tools. Thus articles of clothing were
produced from beaten bark and bast, and palm-leaves (especially from
the pandan palm), generally several together in layers, were made into
all manner of articles, ranging from head-gear to resonance-boxes for
certain musical instruments. Plaiting was also practised; fibres and
ribs of bamboo, as well as the leaves of the lontar palm being available
for the purpose. Up to the present day leaves and bast are used in this
way, predominantly amongst the isolated tribes; plaiting is generally
known, and among the Menangkabau in central Sumatra plaited mats
play an important part in family life even today.

But it is not the method used that is really important so much as the
attractive way in which these objects are decorated. The plaited basket
from Kisar is a good illustration of this: knotting and simple human
figures go to the making of a most appealing work of art. A Toradja
hat made from leaves shows what beauty in form can be achieved even
with simple means.

Although plaited work, in a material so excellently suited to such
various purposes, can be put to all manner of uses, there is, however,
one indispensable quality which it lacks, namely sufficient pliability,
for articles of clothing to be made from it. One could make do some-
how by making the strips of material thinner and narrower; but al-
though fine plaited work can be very pliant, it nevertheless has its
limits. Furthermore, plaiting is done by hand, and the finer the single
strands used, the more difficult it becomes to keep them apart with
one’s bare hands. The need thus arises for some mechanical appliance,
i.e. for a loom.

USE OF BAST
AND LEAVES;
PLAITING

PLATE p. 27

PLATE P. 35

WEAVING AND
TECHNIQUES
OF TEXTILE DESIGN
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The floating weft
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Fortunately there was to be found in Indonesia the cotton-plant with
its downy fibrous substance, the very thing needed to obtain in a
simple way, viz. by means of a spindle, a thread of any desired length
and of almost perfect pliability. Only if these prerequisites are met
is it possible to produce a good-quality fabric. One must therefore
make a digression, and examine the technique used in weaving.

The most simple fabric consists of numerous threads of a certain
length running parallel, termed warp, crossed at right angles by an-
other floating thread, the weft, which holds it together. The warp
threads are made fast to the loom. In order to interweave the weft
thread by means of a spool (or shuttle), a device is necessary to raise
every second thread of the warp at the same time. Having raised the
odd-numbered threads, — 1, 3, 5, etc., — and passed through the shut-
tle containing the weft thread, one then raises the other threads — i.e.,
2, 4, 6, etc., — and allows the shuttle to slide back, and so on alternately.
On both sides of the fabric where the shuttle is reversed, there remain
on the edge small loops, or selvage, which holds it all together. When
the fabric is finished, it has to be fastened along its breadth, so that it
cannot unravel. If a fibrous substance is used for weaving, the selvage
is bound to break — quite apart from the difficulties involved in ex-
tending the length of the fibres.

On the Sangi Islands north of Celebes, attemps were made to over-
come these difficulties by using a fibrous substance for the warp
threads, but cotton for the weft threads. Thus for several centuries a
very fine fabric has been woven there, the so-called koffo fabric, which,
however, was not pliant enough for articles of clothing to be made
from it.

If one wishes to make a change from the regular crossing of warp and
weft, in other words if the weft is to ride over several warp threads at
once, the fabric loses much of its necessary strength. But if it is desired
to work in a pattern by means of coloured weft threads, then there is
no alternative. There are two ways of meeting this difficulty. One way
is to pass the weft threads through the warp threads as described above
by moving the shuttle from right to left, and then passing through the
coloured weft threads afterwards, also from right to left. The first
thread ensures that the fabric remains firm, whilst the second one
merely serves to make the pattern. In order to beable to passit through
properly, there must be some means of raising the warp threads in cer-
tain groups. For this purpose each thread of the warp has an adjustable
heddle, and by means of a shed-stick the weaver can achieve his object.




Cooling jar, earthenware, polychrome. (Kei Islands). K.1. T. (Height 734 ins.)
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Tattoo mark
(Makulit Dayak)
ITkat method

Ikat of the warp
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In various areas of Indonesia gold and silver threads are used to work
in the pattern.

Sometimes the coloured weft thread is passed through the warp
threads by means of a long spool carrier. The weaver must then take
special care to pick out the warp threads which have to pass over the
coloured threads. The fabrics obtained in this way — for instance
those woven by the Iban Dayaks — are called kain-pilih (kain = cloth,
pilih = to choose). :

The foregoing merely gives an idea of the basic principles of the tech-
nique. There are, of course, still other methods of introducing a pat-
tern, but these can be disregarded here.

In the last chapter it was pointed out that there is a striking resem-
blance between the patterns customary upon the fabrics woven in
Galumpang in central Celebes and those on certain textiles produced
by the Iban Dayaks. But these two fabrics differ greatly in the methods
of manufacture. The Iban Dayaks employ the pilih technique just
described, whilst the Galumpang fabrics are woven by the so-called
itkat method (ikat = to bind).

By this method the thread is dyed according to a special process before
the weaving begins. For this purpose fibres are wound around small
groups of threads at certain places, so that the tightly bound parts do
not take up the colour when the fabric is dipped into the dye-bath. A
single coloured thread would not show, and it would be much too
troublesome to wind fibre round each thread separately.

This tie-dyeing process constitutes the ikat method, which came to
Indonesia along with the Dong-Son culture. There are three ways in
which it is possible to obtain certain patterns, namely by applying the
ikat method to the warp, by applying it to the weft, or to both.

As the warp has to be dipped into the dye-bath a second time after the
threads have been tied up, the threads are not mounted from the
beginning on the loom, but on a special frame, where they are tied
by their ends. For the purpose of tying the threads, any substance can
be used which does not absorb much dye, usually the so-called agel
thread, obtained from the leaves of the gebang palm.

It is, of course, important to take the necessary care when tying the
threads. If they are tied too loosely, the colouring matter will seep in,
and the pattern will become blurred, thus giving a more picturesque
effect.

There are various methods by which the required colours may be
applied. The choice depends mainly upon the result desired. If one 1s



content with just a simple pattern, a colourless motif on a one-colour

ground, much less preparation is of course required than if one seeks

to obtain more complex patterns in several colours.

Tie-dyeing of the warp is general amongst those Indonesian tribes

living almost isolated from external influences. The Bataks weave

fabrics by this method with a simple arrowhead motif; the Dayaks,

and in particular the Iban Dayaks, weave textiles with magnificent

and fairly complex patterns; the Toradja decorate shrouds with the

motifs already described. Amongst the various fabrics tie-dyed on the

warp to be found in the islands in the south-east of the Archipelago,

those from Sumba are amongst the most precious works of art woven  Prare r. 16
anywhere.

This method is rarer and almost entirely limited to southern Sumatra.  Zkat of the wef:
For this purpose the floating weft thread is wound round a vertical

circular frame, which rotates round a horizontal axis, and the circum-

ference of which corresponds to the width of the fabric to be woven.

It stands to reason that the thread must be wound round absolutely

uniformly, as only then can the pattern desired be brought out. The

method of tying together in groups, winding round with fibre, and

dyeing is otherwise exactly the same as in the previous method.

In this case the two methods described above are combined. The ut-  Ikat of warp
most accuracy and care must be taken, for when weaving the coloured =~ @7 weft
groups of warp and weft must coincide in the right way in order to

obtain the desired pattern. This difficult technique is only practised

in the mountain village of Tenganan Pagringsingan on the island of

Bali. '

As is the custom the world over, textiles are used to make articles  significance
of clothing, in particular clothes worn on festive occasions both sad  of textiles
and gay, for ceremonies, as well as clothes worn to identify the wearer

as a member of a certain class or as holder of a certain rank.

But what makes these textiles so immensely significant is the special

part they play in many ceremonies and customs in the life of the Indo-

nesian peoples. Certain fabrics have a sacral and /or ceremonial func-

tion to fulfil at birth and death, at important events such as circum-

cision and filing of the teeth, in customs connected with marriage,

as well as in certain rites observed when planting rice.

The Indonesian envisages not only the world of nature as male and fe-

male, but also the whole cosmos, including material objects. Sun and

heaven are the masculine counterparts of moon and earth. Textiles re-

present the femaleelement, whereas weapons, on the other hand, repre-
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sent the male element; when both are combined (with the weapon ge-
nerally being a spear, or its harmless substitute, a long stick), this be-
comes a symbol of the universe as a whole. The carrying of flags and
pennons, which is generally considered as merely a festive ornament,
or a means of expressing joy on some special occasion, thus acquires a
symbolic significance in the truest sense of the word.

Such significance attaches to the textiles not only of those peoples
relatively unaffected by later cultural influences, but also to those
strongly permeated by Hinduism, e.g. on Java and Bali. On these
islands certain textiles are still especially esteemed, in particular the
old calico cloths produced by the tie-dyeing process, which are deem-
ed to possess special magic powers.

After what has been said above, it need hardly be pointed out that
the patterns of these fabrics are, or at least originally were, connected
with the magic or ceremonial role for which each particular one is
designed. In this respect the motifs on the fabrics have much affinity
with the tattoos still in vogue among several tribes, including the
Dayaks and some tribes on the Lesser Sundas and the Moluccas. This,
at least, is so with textiles worn as articles of clothing. In many cases,
of course, the pattern has changed so much in the course of time that
it is hardly, if at all, possible to discern the magic or ceremonial pur-
pose for which it was originally designed. At the same time it should
not be forgotten that the ornamental patterns were also held in high
esteem merely on account of their beauty. The religious significance
of these textiles is also indicated by certain ancient customs: for in-
stance, in Pekalongan the weavers keep awake and burn incense
throughout the night before commencing work on a new fabric; the
Sundanese women were not allowed to marry until they had woven
a samping; and the Toba Bataks accompanied the dyeing of the
thread with sacrifices and the prayer, “Come, Spirit of the Father,
bless my work!” Apart from those actually engaged in the work, no
one was permitted to be present; no one might speak of death, preg-
nant women were excluded, and so on.

We can only examine here a few of the vast variety of customs for
which these fabrics were used.

The Toradja ikats, i.e. the textiles from Rongkong and Galumpang
mentioned in the last chapter, play a tremendously important part in
the customs observed by these tribes when burying their dead. Thus in
many areas the Toradja wrap these fabrics around the bodies of the de-
ceased, calling them ‘cloths of the dead’, and in one particular district
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Riders on a mount, ear thenware (Macassar, southern CC]CbCS). K.1.T. (Heigh[ 103/4 lIlS.)
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the fabrics from Rongkong are also referred to as pepewao — ‘that

which serves to clothe the spirits’.

But these sacral fabrics are also used for other ceremonial purposes.
A dowry must without fail contain

.. 4 & o  at least one piece. Elsewhere they
~r == Yot
“\NZ. [ NV, are even used when murder or
DX ouime -] .
AT = 4 manslaughter are committed, and
' A ¢ v form part of the fine to be paid. 2

In these latter cases economic as
well as magic reasons are involved.
The fabrics from Sumba Island mentioned earlier, with their human
and animal figures, are likewise used in burial ceremonies.

Among the ikats of the Dayaks, very large pieces are often to be found
which are not worn as clothing. They are used exclusively at certain
ceremonies to mark out the sacral spot. Such cloths used to be em-
ployed by the Iban Dayaks to contain the heads which they took when
head-hunting.

Such large-sized fabrics not used as clothing are also to be found on
Java. They are produced by the process of tie-dyeing of the warp, are
sometimes approximately twenty yards long, and are known as kain
kasang. Their manufacture is exclusive to western Java, where they
are hung up on ceremonial occasions. These fabrics are still in use at
the courts of central Java, which shows that they are held in great
esteem, particularly the ancient specimens.

The ornamentation on the so-called ‘boat cloth’ from Kroé, a district
in south-western Sumatra, clearly indicates that it was used in the
death rites. The ornamental design has been made by the floating
weft method. The main motif on such cloths is always a ‘ship of the
dead’, such as we already came across on the bronze kettle-drum from
Hanoi and which can also be found elsewhere in Indonesia — for ex-
ample, amongst the Dayaks, who, however, draw it on bast, or orna-
ment bamboo receptacles with it. The image of the ship is obviously
intended to express the idea that the soul of a deceased person can
only be conveyed to the ‘land of j(i

souls’ by ship. But the renderings &

Man’s tattoo (South Ceram)

of the ship of the dead are re-
markably different on the fabrics
from Kroé. There are all manner

of subsidiary motifs, such as hu-
man figures, buffaloes, fish, birds,

Woman’s tattoo (Lomblen, Lesser Sunda-
Islands)




and trees of life. The human figures show a distinct affinity with the
style of wayang figures in Hindu Java (cf. section of wayang-purwa).
It is not ruled out that this indicates Javanese influence, exerted after
the 14th century. This hypothesis is also supported by other motifs,
such as the sunshade.

The textiles from the mountain village of Tenganan Pagringsingan
on Bali, already referred to above, deserve special mention. The tie-
dyeing method on both warp and weft is employed — a technique to
be found nowhere else in Indonesia except in this one village. All the
women participate in weaving these fabrics. At regular evening gath-
erings held in an appointed place the girls practise the arts of spin-
ning, weaving and ikat work.

Already the name given to these fabrics points to the magic character
ascribed to them. They are referred to as gringsing ( gring meaning
‘illness’, and sing ‘not’). Thus the name could be translated as ‘illness-
averting’. The importance attached by the village community to the
weaving of these fabrics is apparent from the fact that the name of the
village itself contains an allusion to gringsing.

These textiles are thought highly of everywhere in Bali and play a
definite part in many important events and ceremonies. When a child
has its first hair-cut, it is wrapped in one of these cloths, and when it
has its teeth filed its head rests on one. At the marriage contract cere-
mony the young couple are enveloped in a gringsing, a brand-new
cloth being used, in the shape of a ‘quiver cloth’: the warp threads are
mounted on the loom by rotation, which has the advantage that the
length of the loom need only be halt the length of the fabric. The
bride’s mother cuts through the warp threads. After this ceremony
has been completed the fabric can be used as an article of clothing;
it is no longer preserved for any other purpose.

These cloths are also used to cover the dead, and are carried on long
poles at cremation ceremonies. In several places on Bali they are also
wrapped around the top of the cremation tower in cases when the de-
ceased was a member of a caste (cf. the chapter on Bali).

In Tenganan much has been preserved which dates back to the pre-
Hindu era, whilst on Bali Hinduism survives up to the present day
— examples of the dogged persistence of ancient traditions.

Wherever tie-dyeing of the warp is employed, cotton is used as the
basic substance, and no Hindu influence can definitely be traced in
the designs. Apparently tradition is particularly strong and vigorous

Cotton as
raw material
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Carved bamboo container with stopper in the shape of an elephant (Apo Kayan Dayak, central Borneo).
K.I.T. (Height 1514 ins.)
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in these places. Amongst these relatively isolated tribes tie-dyeing of
the warp has therefore generally remained the only method of weaving
textiles with designs on them. If in an exceptional instance a different
technique is employed, the patterns diverge considerably from the
usual ones. This, for example, is the case with the textiles of the Iban
Dayaks woven by the pilih method, the patterns of which occupy a
particular place of their own in Dayak art. The same applies to the
so-called ragidup textiles of the Toba Bataks, who use the floating
weft. On their fabrics, made by tie-dyeing of the warp, there is only an
arrow-head motif, whereas the ragidup fabrics are ornamented with
the most elaborate geometrical motifs.

The fabrics woven by the process of tie-dyeing of the warp from the
Lesser Sundas to the east of Sumbawa and the South Molucca Islands
are particularly attractive. Each island has retained its individual
artistic style, motifs, and dyeing methods. Besides the Sumba textiles
already referred to, those of Timor, Sawu, Roti and L.omblen must be
mentioned.

Wherever silk is used as the basic substance, either tie-dyeing of the
warp, the floating weft technique, or a combination of both methods
is applied. But this is only the case in those areas where the post-Dong-
Son period left its mark, such as southern Sumatra, the Padang plateau,
and Atjeh (Achin). Considering that in general the population was
economically better off in these parts, it can be readily understood
why it was that gold and silver threads were worked into the fabrics.

Already in the earliest times objects were decorated with dry fruit,
and stones from fruit, which lent themselves to this purpose by reason
of their colour and lustre; in addition flat polished pieces of various
kinds of shell, called nassa discs, were also popular. But as well as
ornaments made from natural substances, there was a vogue for beads
made from other materials. Glass beads were held in particularly high
esteem; they were originally imported from Venice in the 15th cen-
tury, and later mainly from Germany.

With their pronounced sense of colour, the Dayaks more than any
other tribe appreciate glass beads, and have used them in various
ways. The Bataks also understand the art of working coloured beads
into fabrics. Several methods of doing this are known. Easily recogni-
zable are those on strings: the beads are strung, and then the strings
of beads are fastened on to a backing. These beads have occasionally
replaced nassa discs, and thus the magic significance which attached

Silk as
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to the latter has been transferred to the beads. This is sometimes the
case with those on strings. Originally the shells from which nassa discs
were taken served the purpose of currency. Strings of shells were there-
fore used in trade, but in addition they were in their entirety deemed
to be charged with magic of considerable effect. This accounts for the
particular value attached to these strings of beads in the Batak dis-
tricts, for instance, where they are reserved exclusively for persons
of princely rank, and otherwise are only worn by the masked bearers
who play a special role in the funeral rites of a deceased prince.

The art of pottery has not flourished to any great extent in Indonesia.
Although clay of high quality is available, the art of firing objects was
not properly understood, and consequently the art of glazing could
also not really develop. They resorted either to pouring sea-water on
to the objects to prevent them from becoming too porous, and a de-
posit of salt crystals then formed in the material during firing, or else
the pottery was sprinkled with pulverized resin, which then melted.

It was not regarded as particularly necessary to manufacture ceramics,
as vessels could be made more simply in a different way, e.g. from
bamboo, coconut-shells, etc. Moreover, pottery, and even porcelain,
were imported by Chinese merchants in great quantities at a very
early date, in any case after the eighth century A.D. These extremely
beautiful objects were undoubtedly held in very high esteem. In this
connection the martavanen should be singled out for special mention.
These were vessels, often of stupendous size, which were highly re-
garded by the Davaks.

But here and there in southern Celebes, for instance, the natives them-
selves produced potterystriking inits ornamentation: before firinglines
were drawn in the clay whilst it was still damp to produce decoration.
Excellent work is produced on the Kei Islands in the east of the Archi-
pelago. Here the damp vessels are painted with a yellow colouring
matter which turns to a reddish tone when fired. These objects are
characterized not merely by their fine ornamentation, but often also
by their exceedingly attractive shape.

In some areas, for example in southern Celebes, human and animal
figures are formed from clay. Despite their simplicity these figures are
rendered extremely pleasing by their general appearance, often very
impressive, and the serenity and harmony which emanates from them.

Decoration on objects made of bamboo is necessarily limited by the
nature of the material. However ordinary these objects may be —




flutes, pipes, receptacles for shuttles and other things — the decorative
motifs, the elaborate work and the manner of working employed
manifest such variety that we may say that this is a decorative art with
a character all its own. Precisely because the indigenous element is so
pronounced, we have referred to it in the previous chapter.

The patterns, which are frequently complex, are applied to the hard
surface by scorching, engraving, hatching, dotting, and/or scratching,
and finished with the aid of colouring matter, black wax, tinfoil or
silver leaf. The general practice is to stop up the bamboo container
with a circular piece of wood, through which a small ribbon is drawn;
the Menangkabau place a cap of bamboo on top, the upper side of
which is decorated with sumptuous silver filigree. Stoppers are also
found, being occasionally embellished with small reliefs. The Dayaks
carve small human and animal figures on them. The Bataks make
containers of a rather special kind: they have a curved foot at the
bottom, and a large stopper sticking out made of shiny horn or polish-
ed ebony. In this connection it is striking that the Bataks and Me-
nangkabau always, and the Dayaks generally, carve the tumpal motif
on these objects, the receptacles of the Dayaks often being elaborated
to an extent found nowhere else.

These decorations are greatly influenced by the Dong-Son and Late
Chou styles. In the course of centuries on this basis a decorative art
came into being, the motifs of which were evolved by various tribes
according to their own taste, — motifs which have survived to the
present day amongst both smaller and larger groups.

In Indonesia timber is both abundant and varied, and has therefore
always been popular in applied art, as well as for the sculpturing of
free-standing human and animal figures.

The most impressive wood carvings are in Java and Bali, especially
on the latter island. For reasons already stated we shall consider the
various types of carving on these islands later.

Decorative wood carving is applied in the most attractive way on the
houses of the Bataks, Toradja and Menangkabau. These houses do not
accommodate single families, but large genealogical groups, or clans.
The Batak house, in particular that of the Toba Bataks, is a wooden
building of a particularly bold construction. Heavy planks form the
walls, and the roof rises high and slopes inwards towards the centre.
The facade, also of wood, is decorated with carving, in which the
spiral motif is the dominant feature. In this case the influence of the
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Dong-Son style is clearly manifest, and colouring helps to enliven the
general appearance of the building. In the case of the Toba Bataks the
so-called singa figure is characteristic. This is a stylized head of a
mythical being which is affixed to the house to ward off evil spirits.
The houses of the Toradja likewise are imposing in their manner of
construction. With the Toradja in particular the ridge of the roof
rises high up both in front and at the back, culminating in a pro-
jection which juts far out and thus forms a sort of porch. This pro-
jection of the roof is frequently supported by a broad post and hori-
zental beams. Both this post and the facade of the house are decorated
with coloured carvings. The arrangement of a great many motifs is
strictly geometrical, not unlike those on bamboo objects. But in ad-
dition the spiral may also be found. Occasionally human and animal
figures of a more naturalistic type are incorporated, thus accentuating
the magic character of the entire decoration. On the stake referred to
or on the facade a stylized head of a kerabau is affixed, for the East
Indian buffalo plays an important part in the life of the Toradja tribe.
The social status of the owner is determined by the amount of cattle
he possesses. The sacrifice of these animals plays a special role in cere-
monial customs, and above all in funeral rites.

A characteristic feature of the particularly fine Menangkabau houses
is the saddle-backed roof, with high gables at either end decorated
with buffalo heads facing downwards, probably also as symbols of pro-
tection against evil spirits.

These houses are often enlarged by the addition of annexes, which
also have curved ridges beginning beneath the overhanging ridge of
the main building. The Menangkabau style of architecture is un-
doubtedly the most magnificent in the whole of Indonesia. Incident-
ally, the technical college in Bandung was built in this style. The
facade, i.e. the long side, of the house is generally of wood, as are also
the walls of the annexes, if any. The effect of the wood-carving on
these houses is accentuated by colouring in white, black and red.

But the motifs displayed on them are conceived in a style which differs
considerably from that of the Bataks and the Toradja. Instead of the
decorative interplay of lines reminiscent of the Dong-Son style, we
have blossoms and flowers intertwined with tendrils. Thus we may
note strong Hindu influence, which was able to survive in this very
area of Sumatra longer than it could elsewhere. Yet the primitive
motifs have not completely vanished, and thus the tumpal motif re-
appears in these carvings, though only very rarely.



Main post of an adat house with wood carving (Lampong area of southern Sumatra). K.1.T.
(Height 6 ft. 5 ins.)
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Hampatong, or wooden figure to ward off demons, at entrance to village
(South-eastern Borneo). K.I.T. (Height 6 ft. 2 ins.)



In other areas, too, we often come across particularly fine and vigorous
carvings as decoration on the most important parts of the houses, such
as the main post of the supporting piles.

Apart from houses, a great number of wooden objects are also carved.
Sword-hilts, shields, and prows of boats, for example, are often deco-
rated with traditional motifs of an unmistakably magic and symbolic
character. This is particularly the case with the Bataks, who incor-
porated all manner of magic signs and fertility symbols into their
decorations.

Since the Indonesians have a special talent for the decorative arts,
we shall treat this in some detail. Some attention deserves to be given
to the manner in which the artists of the Archipelago have treated the
free-standing human figure. Ancestor worship in particular gave rise
to the carving of such sculptures. These statues were worshipped al-
most as though they were the ancestors whom they represented; this
means of artistic expression was thus rooted entirely in magic. The
form is largely determined according to the manner of identification.
In this way expression was given to those elements believed to be
especially powerful or effective. Thus statues were carved with ac-
centuated genitals, excessively large heads, and so forth. This ‘fixation’
is sometimes so marked that the statue can hardly be recognized any
longer as that of a human figure. There are statues in which the de-
monic spirit is expressed at times with startling realism (protective
sculptures); there are others which give expression to certain abstract
tendencies and aspirations (ancestor sculptures).

Amongst the Dayaks, for example, one finds the so-called hampatongs
— figures designed to give protection against evil influences — roughly-
hewn piles which no longer bear any resemblance to a human figure,
and also statues with an intensely dynamic force expressed in an al-
most surrealistic style.

The ancestor sculptures on Nias Island occupy a special position. The
stylized head-dress, the small beard ‘stuck on’ and the right ears with
distended lobes, are certainly strange in detail, but the general im-
pression is one of a sublime composure which enhances their value.
In the case of ancestor sculptures carved in simpler fashion by tribes
in the South Moluccas — almost all of which are shown seated, with
the arms crossed and resting upon the knees — the expression con-
veyed of sercne poise is often moving, and in keeping with the sacral
function of these sculptures. The statues from Leti — a small island
in the South Moluccas — are unique in shape.
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The plastic art in wood of the Bataks is characterized by a particular
predilection for more complex compositions of human and animal
figures. Sometimes carved in high relief, at other times free-standing,
protruding from the ornamentation as a whole, this type of wood-
carving is always close to plastic art. Amongst objects used for cere-
monial purposes decorated in this manner, the ‘magic staff’ is often
of a bizarre beauty. The figures and motifs are carved into a heavy
stick of hardwood, and wrench themselves, so to speak, with the ut-
most effort towards the top; which iscrowned by a free-standing figure,
usually a human head.

The Bataks’ excellence in wood-carving is also evidenced by their
‘'medicine horns’. These consist partly of a buffalo horn worked at one
end only and plugged in front with a wooden stopper; this plug is in
many cases beautifully worked. The singa figure already referred to
is employed over and over again, usually in conjunction with human
figures placed one upon another.

Also amongst the Dayaks sculptures combining human and animal
figures in a curious composition are to be found. Work of this kind
serves mainly to ornament areas of considerable extent, the individual
component parts being joined by odd snake-like objects, the so-called
aso motif, whose rhythmic movement gives the whole work its own
particular cachet.

Wood carving in Indonesia is an ancient traditional art. But over and
over again these works manifest to a surprising degree, within their
limitations, the living artistic sense of their creators.

Bone has been used for various purposes since the dawn of civilization.
Without having to exert much effort or change the shape much, many
parts of the skeleton may be worked into daggers, knives, arrow- and
lance-heads, whilst the larger hollow cvlindrical bones can be made
into receptacles and ornamental objects.

In Indonesia, too, the working of bone is one of the oldest crafts prac-
tised, but really artistic objects are comparatively rare. On the island of
Timor carved receptacles are known. The carved sections are coloured
jet black with a black wax,asin the making of bamboo receptacles. The
motifs are stylized figures of animals, such as lizards, millipedes, etc.

If we include in the category of bone the massive horn of the stag, the
carved mandau hilts of the Dayaks are amongst the finest objects made
of bone. Seen as a whole, they are very strange arrangements of aso
motifs in high relief and in ajour technique, blended rhythmically. (If



Sculpture of an ancestor, wood. Typical of such statues are the headgear and distended lobe of the right ear.
(Nias Island). K.I. T. (Height 2014 ins.)
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LEATHER AND
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the wooden sheaths are carved, we usually find repetitive motifs, set off
againstornamentation of beadsand plaited rotan in geometrical form).
Of the above-mentioned materials, horn is the one most frequently
emploved. To work it is by no means a simple matter, and in fact
demands great skill. This is why one finds many objects made of horn
which are totally devoid of any artistic value. Amongst the Bataks and
Achinese in Sumatra, for example. we come across powder horns
which retain the original shape of the horn and are frequently orna-
mented with great artistry. Also worthy of note are the Karo Bataks’
bullet-holders, shaped like a curved beak; the elasticity of the material
is cleverly put to good use to keep the bullets in place. Some of the
finest objects into which horn is worked are the Bataks’ medicine
horns referred to above.

Also in Sumatra, in Atjeh, the Batak districts and in Palembang, horn
is used for hilts of suriking and thrusting weapons, which are often
adorned with the mask of an animal.

Of the eastern islands Timor and Sumba may besingled out on account
of their delightful horn work, some of the artistically decorated spoons
and combs being real masterpieces. A special point of interest is the
wearingof hornear-ringsasa sign of married status in southern Celebes.
Precious ivory is often used in ornaments of various kinds, but above
all for the hilis of splendid ceremonial weapons, as, for example, in
Sumatra, southern Celebes, Java and Bali. Among these weapons the
kris occupies a special place, as we shall see later in the chapter on
Java and Bali.

There is not much in the way of leather working in Indonesia. Since
the art of dressing hides was not known, the leather always remained
hard and stiff. Only shields used by the Toradja tribe made of thick
and coarse buffalo hide are worthy of notice. They are slightly curved
inwards, oval and broad, and the decorations on them resemble those
on bamboo or bone objects. For the ornamentation is cut into the
buffalo hide, the top layer of which is then pared down, leaving the
desired figures. The smoother parts of the decoration are usually col-
oured black, whilst the rough ground is treated with red, reddish-
brown and white dye. The large circles with the so-called kerabau
eye moiif are striking.

Although the various Indonesian tribes have not much to boast of
in the way of leather work. they know how to make very good parch-
ment. Apart from Java and Bali, it is primarily rae islands in the east



of the Archipelago which are distinguished for their objects of
parchment, mostly shields of various shapes and sizes on which human
beings and fish can sometimes be identified; on some islands, such as
Flores, these are also painted.

But however attractive some of these objects may be, it is only the
people of Java and Bali who have made full use of the opportunities
presented by this splendid material and have created, in their wayang
puppets, works of art of lasting beauty.

Iron work has in general been limited to cutting and thrusting weap-
ons. Bronze is not hard enough, so the smiths were obliged to rely upon
iron for this purpose. Otherwise iron was used only very rarely, when
hardness was particularly called for. In southern Sumatra, for in-
stance, we find wrought-iron receptacles for blacking, distinguished
both by their shape and their excellent workmanship. These recep-
tacles were formerly used when filing teeth, a ceremony at which the
filed-off teeth were subsequently coloured black. These receptacles are
shaped in the form of animals, such as cocks, stags, kerabaus, and snakes.
Iron was also used for the manufacture of the so-called pinang scissors,
for in this case very solid material was an essential prerequisite. The
pinang nut, which is one of the ingredients of sirik quid, for which
these scissors were used, has an extremely hard shell. There are some
very fine specimens in Atjeh, where filigree is soldered on, as well as
in southern Celebes, where these scissors are partly gold- and silver-
plated. In Java and Bali, too, there are exquisitely wrought specimens
to be found (cf. the chapter on Bali).
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