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ABSTRACT 

On account of the diversity of traditional and popular forms of theatre that are deep-
rooted throughout the regions of Indonesia, modern theatre practice is in the process of 
strengthening identity and place as a culturally rich performance tradition. This is evident 
when exploring the history of that theatre using research methods based on the best possible 
scientific practices available. Those methods require flexibility. There are no fixed sets of 
values, rules or codes of practice of a kind that are rooted within the genres of Indonesian 
performing arts themselves. 

Unlike those genres, which are somewhat astonishing in number and variety, there is 
limited documentation concerning developments in modern theatre. This applies equally to 
documentation within Indonesia and without. Therefore I have found it necessary to reach as 
far as possible into the social, cultural and political roots of the theatre over several successive 
periods of generation, degeneration and regeneration of theatre groups and to access all 
resources available. 

In order to explore developments from the late 1880's, the study employs a 
documentary strategy addressing relevant periods, creative dynamics, and specific phenomena 
occurring in the history of modern theatre. I emphasize a new literature of nationalism for the 
theatre, the influence of Western style and form, effects of foreign administrations under the 
Dutch and the Japanese and including a discussion of the measures of control administered in 
the governance of the Indonesian Republic itself. 

Findings in the study reveal a theatre that is multi-dimensional and multi-directional 
inspired by performance traditions drawn from the roots of a rich cultural heritage. These 
roots are fundamental to the generation of new traditions and are the cornerstone of modern 
theatre forms up to this day. They are of regional significance for development of the theatre 
in the provinces, particularly as the movement towards regional autonomy strengthens. 

The study is not confined to documentary form alone. It is also intended as a critical 
analysis of the problems modern Indonesian theatre has faced in the past and which continue 
to be symptomatic to this day. In this respect the dissertation opens up prospects for future 
research at all levels of endeavour by academics, theatre practitioners, and students of the 
theatre who desire to pursue further developments in modern Indonesian theatre. 
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CHAPTER 1: INTRODUCTION 

For a point of view to be of any use at all, one must 
commit oneself totally to it, one must defend it to the 
very death. Yet, at the same time, there is an inner 
voice that murmurs: "Don't take it too serious/v. 
Hold on tightly, let go light/v ". 
(Peter Brook - The Shifting Point) 

in this dissertation, I outline developments in modern theatre of Indonesia, its 
generation resulting from the rising tide of national aspirations and continuous efforts to 
integrate extreme cultural diversity of the people under an umbrella of nationhood. Not unlike 
the changing state in the history of the nation, modern theatre is constantly in transition and 
therefore vulnerable to periodic degeneration. Throughout periods of foreign occupation and 
invasion, of internal social deprivation, political intrigue, and economic depression, including 
ethnic tension, theatre is both victim and victor of external dynamics at work within society. 
Although degenerative forces constantly plague its progress, modern theatre of indonesia 
possesses a unique ability to regenerate and create new forms commensurate with the 
transformation of the nation. 

However, in my experience, modern theatre has never been the victim of periodic 
external inter-ethnic (or religious) confrontation since it is a medium able to integrate diverse 
manifestations of cultural, ethnic and religious differences.1  That is, it has the true capability 
of overcoming racial segregation, at least from within the unity and harmony of its own stage-
world and artistic community. I will also argue that this theatre as a medium to express 
aspirations of indonesian society is victim, by relative degree, of cultural disintegration. As a 
medium of communication reflecting the diversity of cultures throughout the Republic, the 
theatre is suffering significant cultural loss. Its richness of inherited culture is a unique 
hallmark of this insular nation that has become renowned through the significance of its 
national slogan, bhinneka tunggal ika (unity in diversity) .2  

Despite the connotation of nationalism carried in the slogan, current reality witnesses 
an entirely different scenario with separatist movements continuing to assert their aspirations 
for independence in certain provinces. Real witness to the success of one such movement was 
the protracted and bloodied struggle for freedom and an ultimate independent state of East 
Timor in 1999. In other provinces such as Aceh, parts of Maluku and Kalimantan, as well as 
Papua (formally Trian Jaya), Makassar (formerly Ujung Pandang), regional disturbances 
became an ever-increasing social phenomena during 2000-2001. Sectarian clashes, assertions 
for wider economic gains, claims for administrative independence, as well as calls for 
traditional values and customary law to be restored, triggered class action. All are resultant of 
an apparent effect of a prevailing wave of instability seemingly washing over the archipelago. 
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Consequently, the diversity of regional performance traditions within those provinces 

having gained independence will cease to appear as referents on the cultural map of 

Indonesia's nationhood. Certain genres of the performing arts will no longer be seen as an 

absolute possession of Indonesia's former heritage of traditions. They will no longer appear 

on the stage of national theatre festivals as a contribution to the developments in modern 

theatre of Indonesia. For example, all twenty-seven provinces of Indonesia participated in the 

Festival Teater Nasional Indonesia (National Theatre Festival of Indonesia), or FTN, held in 

Bandung, West Java, during October 1996. But that was a unique event never before achieved 

in the history of modern Indonesian theatre. 

In the development of theatre arts, acculturation of tradition serves to enrich 

significantly a theatre that progressively is regenerated with new style, content and form 

through the dynamic of change. Modem theatre of Indonesia is capable of responding to 

issues of the day; it is irmnediate theatre. In addition, it has capacity to speak of aspirations 

for future prospects to generate integration of the nation's cultural diversity; it is optimistic 

theatre. At the same time, modern theatre has the ability to regenerate cultural traditions as 

theatre artists return to re-discover their own regional roots within both traditional and folk 

theatre. In that respect, interculturalism within modern theatre is a result of diverse paths 

taken by artists to acculturate various performance traditions, a subject I discuss in a separate 

chapter. Furthermore, cultural traditions within the diversity of performing arts of Indonesia 

are capable of serving as distinctive signifiers in the generation of a form of theatre that I 

consider postmodem, which is addressed in the same later chapter. 

Through the influence of genre in traditional performing arts (seni pertunjukan 

tradisi) and the traditions of popular folk theatre (teater rakvat), developments in modern 

(and postmodern) theatre of Indonesia can be demonstrated. Their presence is both overt and 

covert as a referent for the stage, which in my opinion carries with it a sense of history. 

During the course of this dissertation, I will demonstrate the unique significance of the 

presence of tradition witnessed in the performance of a modern theatre that is distinctively 

Indonesian. I further argue that the distinction of this theatre is not solely the result of the use 

of the Indonesian language or even regional languages. 

At the same time, theatre is driven by subtle persuasions from external forces 

(national) within both government and non-government institutions, including those for the 

arts. The spirit of nationalism in the theatre may be identified through a variety of 

performance productions by individual actors, theatre groups, or events of theatre festivals 

that bring together provincial theatre groups in an atmosphere of healthy national competition. 

A driving force behind this competitiveness is the traditional value of gotong-royong 

(community self-help, mutual cooperation) enabling theatre groups to regenerate as well as 

3  generating new groups from those which have faltered. 
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At least, this was a practice during the history of many festivals of the performing arts 

including the exemplar of FNT in Bandung, 1996. At that time, when the economy was still 
buoyant, all provinces presented performances by their representative theatre groups creating 
an atmosphere for intercultural collaboration. As special events for modern theatre 
presentations and theatre dialogue, these festivals inspire a collective spirit of unity and 
harmony within the wide community of theatre artists throughout the nation. They are a vital 
means of bringing together a network of theatre communities providing a rare opportunity for 
theatre artists and their groups to view works on a national scale. Ordinarily, they would be 
denied immediate access to witness developments of theatre in other provinces due to 
geographic dispersion. 

Modern theatre of Tndonesia is an affirmation of its cultural values and historic roots 
reflected in developments that are encountered throughout the archipelago. But a spirit of 
nationalism, to which the theatre still adheres, is at work at relative levels in the provinces and 
exists in varying degrees conditioned by internal provincial mores that are tempered by 
regional traditions. For that reason, I include an important body of research appended to the 
dissertation on the significance of regional theatre through case studies in some Indonesian 
provinces. Although appended, the case studies are distinctive part of the research 
methodology. Nonetheless, some readers might consider the methodology as unorthodox for 
preparation of a dissertation since the case studies are subjective, thus at times, anecdotal and 
controversial. They are the result of working together with government and non-government 
organisations (NGO' s) of the arts and interactivity with theatre communities and theatre 
artists by participating in a formal public discussion and conducting theatre workshops. The 
event in each province was a prime example of multi-facetted collaboration, a true experience 
of the diversity of Indonesian theatre embracing regional sensibilities as well as focussing on 
wider contemporary issues. 

Despite the economic and political crisis that struck Indonesia in May 1997, the 
burning questions over the issue of immediate independence for East Timor and signs of 
imminent unrest appearing elsewhere in the provinces, festivals of theatre continue to be held. 
The importance of theatre festivals and counterpart events, such as national theatre meetings 
(pertemuan teater), will be stressed within this dissertation. They are indicators of national 
aspirations prevailing at the time as seen through the world of stage performance. These 
events as well provide a measure for the extent of intercultural cooperation that is currently in 
place nationally. Festivals continue to bridge the diversity of traditions acculturated by 
participant theatre groups through their performances while they are a barometer indicating 
the force of theatre as a cultural medium. 

Similarly, acculturation of diverse traditions arises through inter-marriage between 
various ethnic groups, or even because of government initiated transmigration programs. 
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Borders that administratively divide states (or provinces) do not necessarily create boundaries 

inhibiting intercultural fertilisation. This was especially apparent from personal experience 

when working together with communities of theatre in many provinces of Indonesia. The 

experience is proof in fact that ethnic or religious differences do not necessarily culturally 

divide, but culturally enrich at a high level of interaction through the medium of theatre. 

Moreover, cross-cultural interaction with the traditions of Western theatre never inhibited the 

tenacity of modern theatre to develop from within its own cultural roots. The introduction of 

the form of conventional realism onto the Indonesian stage, based on theories and practices of 

the Russian born Constantin Stanislaysky, provided a new direction for developments in 

modern theatre. It added a further dimension of tradition strengthening the already existing 

multi-dimensional practice of Indonesian traditions in the theatre. 

When communist aspirations in Indonesia threatened to condition the aesthetic of art 

through the form of socialist realism as practiced in Russia, modern theatre reacted with 

determination to continue the cause of nationalism. Cultural traditions became more 

paramount in the works written for the stage; writers turned back to their regional sensibilities 

for inspiration. The ideology of Indonesian communism divided individual theatre artists, not 

necessarily with respect to their national aspirations, but out of political expression of their 

artistry. Nonetheless, a new aesthetic arose through a theatre that was represented by Western 

plays with their convention of realism and a theatre that depicted the "antagonism between 

national idealism and political opportunism."4  

National aspirations in modern theatre of Indonesia are not alone incited by the 

application of bahasa Indonesia (the Indonesian language), although it is formal and official 

as the lingua franca used at the national level. Nonetheless, the national language is highly 

adaptive and absorptive as a language for the stage. Indonesian at once can be implicit or 

explicit giving the writer a choice to express either the covert or the overt in the medium of 

theatre. It is able also to acculturate vocabulary from other tongues with remarkable ease and 

flexibility providing a power of expressiveness in the theatre. 

The "Indonesianisation" (Indonesianisasi) of English words, phrases, and idiom is an 

ever-increasing practice in circles of officialdom, print and television media, and abundant as 

well on the theatre stage. The same can be said for the increasing usage of acronyms that has 

developed into a vocabulary with a life of its own. Naturally, Dutch words abound as a legacy 

of their use during an expansive and extensive period of colonisation throughout the East 

Indies. There was also a proliferation of Arabic when Islam was propagated throughout the 

archipelago for many centuries. But regional languages from the provinces also have an 

everyday application, hence find their way into commonly used dictionaries. However, there 

remains one pivotal syntactic feature prevailing in the absorptive processes made possible by 



the flexibility of the Indonesian language that is always rigidly adhered to: "the structure of 
grammar remains unchanged."5  

Although translated into the Indonesian language, the abundance of Western plays is 
a distinctive cultural (and cross-cultural) referent in the repertoire of many theatre groups 
throughout Indonesia. Various forms and styles of these plays are capable of adaptation for 
the Indonesian stage. They are able to express a common idiom within the context of the 
mores of the nation's ethnic diversity, its social characteristics and even its political 
dynamics. In addition to the influence of the plays themselves, within the Western stream of 
theatre literature are critical works on theory of form, style and aesthetic accredited with 
influence and acculturation of traditional performing arts genre of Japan, China, and 
Indonesia. In this instance, I refer to the works of Giacomo Meyerhold, Bertolt Brecht and 
Antonin Artaud respectively.6  Brecht's particular style of performance influenced 
developments in modern theatre of Indonesia through the introduction of his plays, whereas 
the critical theory of Artaud affirmed self-identity of modern theatre that developed from 
within its own Indonesian performance traditions. Alongside Indonesian academics, 
dramatists and theatre critics, I place much importance of the works of Brecht and Artaud 
throughout various parts of the dissertation. In addition, I include several examples of case 
studies of the Western plays where they are acculturated into the Indonesian sensibility for 
stage presentation. As comparative studies, these cases open new avenues to view Western 
plays in context with Indonesian traditions. These plays, individually and collectively, share 
an important part of tradition in the unity of time, place, and action during the development of 
modern theatre in a nation already steeped in its own diversity of traditional performing arts. 

Apart from the restraints imposed by the Dutch administration on the theatre during 
the colonial period, occupation by the Japanese resulted in a surprising cooperative effect 
within the arts and culture of a people poised on the verge of freedom from their colonialist 
bonds. Both periods of Dutch and Japanese presence ultimately served to heighten the 
nationalist cause for independence (kemerdekaan) resulting in the generation of a new 
literature for the stage. The Japanese paid due respect to the performance of modern theatre, 
permitting a degree of artistic freedom while encouraging it to develop. But there was a subtle 
motive behind such license as I describe in a later chapter. It is interesting, if not also ironic, 
that modern Indonesian plays based on texts of traditional Noh drama of Japan later found 
their way into repertoire of theatre groups throughout several provinces. I refer to them as 
well as the only example where a Dutch play of the colonial period was performed much later 
by an Indonesian theatre group whose repertoire was mainly of Western plays in the tradition 
of conventional realism. 

Before the force of administrative restraints by the Dutch and the Japanese came into 
play, other forces were already firmly entrenched in the theatre through foreign traditions. A 
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modern form of Malay theatre, from the island of Penang, carried a tradition that would leave 

an indelible legacy for the future development of modern theatre in Indonesia during a 

transitional period lasting four decades. The form of ban gsawan, a theatre of popular 

entertainment whose traditional roots were from India, was the legacy of tradition. I devote 

part of a later chapter to the predominance of Malay cultural influence in modern theatre of 

Indonesia, its patterns of change in style, content and form (and name) to accommodate the 

regional demands as it travelled to various parts of the archipelago. Together with 

ban gsawan, traditional performing arts of regions on Sumatra and Kalimantan (formerly 

Borneo) are steeped in Malay cultural influence; their acculturated forms have influenced 

both the style and aesthetic form in modern theatre of Indonesia. I suggest also that a uniquely 

modern form of bangsawan existed in similar style of performance at the beginning of the 20 

Century. 

Many Indonesian scholars of literature and the theatre consider the end of the four-

decade transitional period to have signaled the beginning of a modern theatre of Indonesia. 

Jacob Sumardjo, a leading exponent on development of modern theatre and its drama 

literature, is one who is of this opinion. I will put forward grounds for argument over what 

constitutes 'the beginning' of modern theatre and indeed attempt to approximate the period of 

its integration as a theatre drawing on the best that theatre science and research have to offer. 

Certainly, the beginning of modern theatre was a composite of many ethnic 

influences that embraced Indic, Malay, Chinese, and Western styles of performance, a 

mixture of performance texts. In fact, the influence of the Chinese and their involvement in 

many facets of both generation and regeneration of modern theatre has a distinctive social and 

political history. At the time of writing this dissertation, I witnessed an event in the theatre 

that was a turning point in modern history of Indonesia's culture. The event was a 

performance in public of barongsai, the traditional lion dance, usually reserved for 

performance on Chinese New Year. Public appearance of the dance and overt presence of 

Chinese cultural symbols (including languages) had been banned for more than thirty years. 

In a later chapter, I elaborate on the event and its relevance to regeneration of a theatre 

performance in which the barongsai appeared. 

The Chinese contribution to theatre in Indonesia, during its formative stages of 

development and throughout its checkered history, is not only generated from an acute sense 

of business acumen and ingenuity, but also has provided an extensive corpus of new and 

traditional play texts for the stage. This is despite constant waves of anti-Chinese sentiments 

within certain societal strata of indigenous peoples that are remarkably absent in a creative 

environment of the theatre whose hallmark is an atmosphere of tolerance. In part of one 

chapter, I explore the functional role of Chinese proponents of theatre, with special attention 
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to their capacity for integration and acute sense of the integrationist in the cultural medium of 
theatre. 

Outside of the theatre environment, social reality in Indonesia is indeed the antithesis 
of the atmosphere prevailing within the cultural medium of the theatre. In this respect, I focus 
on plays that are a mirror of society reflecting daily aspirations of ordinary people whose 
stage characters signify the complexity of reality of existence and the dynamic at work at 
levels of subsistence. Modern theatre in Indonesia is a product of this dynamism throughout 
its history of development and growth. It can be both a medium of immense creativity and a 
weapon of destruction in a theatre whose artistic aspirations are directed by self-interest or 
individual motive without proper outward focus toward a collective spirit of mutual 
participation. Even in the spirit of collectivism, we can witness a force destructive of artistic 
aspirations in the theatre caused by political conditioning of the theatre as an art form with the 
power of a medium able to manipulate thought and motivate action against social injustice. 

Modern theatre in post-independent Indonesia did not escape the dictates of socialist 
realism that were imposed by powerful communist or fascist regimes in China, Russia and 
Germany respectively. In a later chapter, I describe the social and cultural watersheds and 
their effects in the theatre caused by imposition of artistic edicts at the hands of the Partai 
Komunis Indonesia (the Indonesian Communist Party), or PKI. Furthermore, I elaborate on 
the manner whereby the Lembaga Kebudayan Rakvat (the People's Cultural Association) or 
Lekra, imposed artistic dictates as an arm of PM during the 50's and 60's until the PKI's 
demise following 1965. 

Regardless of Lekra' s censures, entrenched cultural traditions and acute sensibilities 
of social reality, both regional and national, prevailed in communities of artists, including 
those of the theatre. They were the artists who turned against Lekra and issued their own 
Manifesto Kebudayaan (Cultural Manifesto) or Manikebu in 1964, thereby openly opposing 
president Soekarno' s own Manifesto Politik (Political Manifesto) or Manipol of 1959. These 
same artists gave birth to a fresh impetus of literature and expression in the theatre, albeit 
without the license of full artistic freedom. They were also visionaries of group theatre, artists 
at the crossroad of cultures, which I refer to in a chapter of the same name. 

Before the declaration of independence for the Republic of Indonesia on 17 August 
1945, performance of modern theatre was subjected to heavy scrutiny by various 
administrations and cleverly manipulated as a persuasive medium for propagandist means. 
Even traditional performing arts and popular theatre genres were tools for the Dutch 
colonialists and Japanese occupational forces used for political gain and social reform. Even 
after independence theatre continued to be dogged by authoritarian rule and oppression. 

During the period of Guided Democracy under the presidential thumb of Soekarno as 
bung, the "brother" of the people, and under the control of stringent decrees of President 
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Suharto as bapak, the "father" of the nation during his New Order (Orde Baru) 

administration, the theatre struggled against authoritarian edicts. Censorship was strident in its 

efforts to defray any possibility of the theatre being a catalyst for civil unrest or disturbance of 

the status quo, which was often in a state of precarious balance. In fact, outright bans were 

placed on certain plays while house detention or even jail sentences became the fate of some 

theatre artists during the Suharto regime. License to perform a theatre production was a 

convoluted process, protracted by the need of approval from many tiers of government and 

local authorities, including ABRI (Angkatan Bersenjata Republik Indonesia), the Indonesian 

Armed Forces. 

Following the demise of Suharto during the swell of public emotion and sway of 

student demonstrations of May 1998, at which time prominent theatre artists were at the 

forefront supporting the cause celebre, the administration of the president elect, B.J. Habibie 

seemed confidently poised to 'clean up' the nation.7  But in reality, his role was perfunctory, 

no more than that of caretaker when the nation actually thirsted for a truly democratic 

presidential electoral process for the first time in Indonesia's political history. 

Although Habibie was swift to make promises of wider social reforms and freedom of 

speech, the unjust decrees of the Suharto administration were slow to be revoked. Similarly, 

there was no overnight rush for reformation in the theatre itself. There was no sudden ground 

swell of new plays of significant literary merit or indeed waves of great optimism on the 

stage. The theatre was simply staging performances or theatrical interpretations resembling 

news telecasts filled with graphic pictures and symbols of street demonstrations, their 

violence and destruction. The voices heard on the stage resounded with a national call for 

democratic processes to be immediately installed at all levels of society and to herald an era 

of reformation. Social politics was the theme for 'experimental' presentations or those staged 

ad hoc, usually at regional level as I witnessed in Bandung. At the forefront of those theatre 

presentations, there were issues of unjust practices because of a legacy left by the former New 

Order regime. The dominant theme was KKN (Korupsi, Kolusi, Nepotisme), an acronym 

easily understood in many languages, which in reality is an everyday occurrence in Indonesia. 

Its presence was ubiquitous in all levels of society, as if it was a normal (and expected) way 

of life within the culture of the nation. 

I am writing this part of the introduction in the provincial city of Bandung in West 

Java on the eve of Independence Day celebrations. It is also the time of the first session of 

Majelis Permusyawaratan Rakyat (the People's Consultative Council), or MPR, held in 

Jakarta following the national election of KH Abdurrahman Wahid (Gus Dur) in October 

1999 heralding a New Era (Era Baru) of democracy for Indonesia. Political campaigning in 

the run-up to the election was marked by noisy outpourings onto the streets of the nation's 

people aspiring after the success of their political party in the fashion of previous campaigns I 



witnessed for the re-election of Suharto in 1997. Occasional street demonstrations in the form 
of street theatre occurred spontaneously and campaign participants in their thousands rallied 
each day wearing new attire (T-shirts, vests, jackets, head bands) provided for the occasion 
emblazoned with the colours, symbols and slogans of their party. The festival-like scenario or 
'party' atmosphere was heightened by a profusion of flag waving, political party flags taking 
precedence over the red and white flag of the nation. 

Interestingly, national aspirations are perpetuated not necessarily through a 
spontaneous celebratory response from the people; rather residents are requested to show their 
enthusiasm for the day's celebrations by the waving of the red and white flag (pen gibaran 
bendera merah putih) in front of their premises. For example, this action was a requirement of 
the Mayor of Bandung in a hand-delivered letter to all residents in that city, including me. In 
my opinion, demonstration of national pride (nationalism) through this particular action is 
without spontaneity, it carries overtones of enforcement to conform to current bureaucratic 
orders, has the tenor of propaganda, and lacks subtlety. There are similar elements in the 
theatre at this time reflecting an atmosphere of demonstration. It is a theatre that serves 
immediate socio-political needs than a theatre that stands to serve tradition for future 
generations. 

In the final chapter of the dissertation, I am critical of the theatre that fails to serve 
national interests through the generation of new literature for the stage although serving 
national interests through literal flag-waving on the stage. This was particularly evident 
through stage presentations in the city of Bandung. They were propagandist (anti-
government), became theatre without quality literature and unsubtle, although free of any 
government intervention. In contrast, major theatre performances I attended in Jakarta at the 
same time were the product of well-written and constructed literary texts. As I describe this 
theatre in Jakarta in later chapters, it was theatre very critical of government, but highly 
entertaining. 

If national aspirations are the shifting point throughout developments in modern 
theatre of Indonesia, then the dynamic at work on the stage is a combined effect of cultural 
diversity, societal demands, and political maneuvering. Of course, the theatre, whether 
witnessed in Indonesia or elsewhere, is a medium capable of constant change in style, content, 
form and even language. It brings with it the sense of equality of being for all of us who are 
touched by it, and a totality of experience through its immediacy of time, place and action for 
the duration of performance. Above all, through the theatre we can witness the force of 
universal humanism at work. 

The medium of theatre is also vulnerable, susceptible to degeneration caused by 
external forces beyond its control as well as individual and collective human failings. One 
prime factor capable of regenerating modern theatre of Indonesia is the ever-present strength 
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of cultural traditions that provide inspiration for the theatre to aspire toward new forms of 

expression. This is a consistent point of view taken throughout the dissertation, but cognisant 

of the sentiments expressed by the English director and dramatist, Peter Brook, at the 

beginning of this chapter. 
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ENDNOTES FOR CHAPTER ONE 

Since May 1997, I have lived in the provincial city of Bandung, West Java, undertaking research and 
writing this dissertation. During that time, I attended not only theatre performances in that city, but also 
on many occasions travelled to see theatre in Jakarta as well as attending theatre meetings in Surakarta 
(Solo) and Yogyakarta when performances of theatre, both traditional and modern, were held. In late 
1997, I conducted public discussions in the provincial cities of Sumatra with the exception of Bandar 
Aceh, Palembang and Medan. Similar public discussions, but followed by theatre workshops, were 
held in the provinces of West Nusa Tenggara, Bali, East and West Java, the Special District of 
Yogyakarta, all provinces of Kalimantan (excluding Central Kalimantan) and those of Sulawesi 
(excluding North Sulawesi). In my experience, there was never a sign of inter-ethnic religious 
confrontation, particularly when working together with participants of different religions and ethnic 
background during theatre workshop activities. 

2  Made Bandem and Sal Murgiyanto (1996, p.5) apply the concept bhinneka tunggal ika (unity and 
diversity) to teater daerah-daerah (regional theatre). They argue that although Indonesia indeed 
possess a culture that is bhinneka (diverse), Indonesia possesses one national culture (kebudayaan 
nasional); having difference but remaining as one. 

Soekarno appointed a parliament known as Gotong Rojong (Royong) after he had dismissed the 
Dewan Perwakilan Ralctat (People's Representative Council), or DPR, in May 1960. Party 
representation was replaced by party and functional group representation. Functional groups comprised 
the armed forces, the police, workers, farmers, u/ama (Islamic religious leaders), youth and women. 
Decisions made by parliament were through mutual cooperation by different groups within the nation, 
not solely by party factions. Refer to Legge (1972) for various applications of gotong-rojong in his 
edition, Sukarno: A Political Biography (pp.186, 270, 283, 313 & 341). 

This is a description used by Saini K.M. with reference to plays performed in the 50's and specifically 
to B. Sularto's Domba-domba Revolusi (Sheep of the Revolution) written in the same spirit of the 
struggle for independence and its aftermath. It is taken from his paper, "Political Theatre: Indonesian 
Case" (unpublished), p.2, presented at a Seminar Internasional (International Seminar) titled, "Theater 
as a Political Instrument", held by the Goethe Institute, Bandung, 15 June 2001. 

During my interview with W.S. Rendra in Jakarta, 24 October 1999, he placed emphasis on the 
Indonesian language as an expressive force in the theatre, its flexibility and capacity to readily absorb 
other languages into its everyday vocabulary. 

6  Understanding the theory and practices of Meyerhold, Brecht and Artaud provide an insight into 
developments in modem theatre of Indonesia although the influences on Meyerhold and Brecht were 
from the traditions of theatre from Japan and China respectively. There are parallels in all that point to 
similarities of form and style that are linked to Indonesian traditions in the theatre, they are particularly 
stage idioms and aesthetics. Braun (1969) provides critical perspectives on Meyerhold's influence by 
Japanese theatre in the forms of Kabuki and Noh. Willett (1964) describes the influence of Chinese 
theatre on Brecht, particularly the essay, "Alienation Effects in Chinese Acting" (pp.91-99). Braun 
(1969) includes Artaud's definitive essay, "On Balinese Theatre" (pp.88-92) and his short discourse, 
"Oriental and Western Theatre" (pp.121-123). Brown (1994) wrote a comparative account of modern 
theatre from perspectives of performance traditions from Japan and Bali in "Meyerhold and Artaud - 
The Asian Effect" (unpublished). 

In common with many world artists of stage, screen and television fame who promote humanitarian 
causes, theatre artists of Indonesia are prominent in the media for their social and political advocacy. 
Among them are Rendra, particularly notorious for his outspokermess on issues of social morality and 
political corruption, and Ratna Sarumpaet for her strident campaigns on behalf of social justice and 
equal rights for women of Indonesia. They use works for theatre as a powerful means to express their 
advocacy. Hatley (1997 &1998) provides accounts of Ratna Sarumpaet's humanitarian cause. 
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CHAPTER 2: GENESIS OF A MODERN THEATRE 

APPLICATION OF LANGUAGE, STYLE, CONTENT AND FORM 

...the  Art of the Theatre is neither acting nor the 
play, it is not scene or dance, but it consists of all the 
elements of which these things are composed: action, 
which is the very spirit of acting; words which are 
the body of the play, line and colour, which are the 
very heart of the scene; rhythm, which is the very 
essence of the dance. 
(Sir Edward Gordon Craig - On the Art of the 
Theatre) 

I would like to make clear at the outset that modem theatre of Indonesia is not a 
product of stage performance restricted to one language alone, bahasa Indonesia 
(Indonesian). The language of the theatre rather encompasses a variety of "local" languages 
(Minang, Sundanese, Javanese, Makassarese, Balinese) as well as the Indonesian linguistic 
medium of the "mainstream" or "national" theatre. The modem theatre may thus use a 
mixture of local and national languages, in doing so identifying specific regional origins and 
traditions that give voice to particular "local" or "national" aspirations of the playwright or 
the theatre group. The theatre of Wisran Hadi, Teater Bumi in Padang, West Sumatra, uses a 
scattering of language of the Minangkabau people of the region (Minang). In Surakarta 
(Solo), Central Java, plays written by the late Bambang Widoyo SP for his Teater Gapit were 
in his mother tongue, Javanese. 

Both these cases suggest that the theatre becomes a medium where local traditions 
continue to be represented through the use of local language. From another point of view we 
might say that the theatre at times is a conduit through which national identities are contested 
by assertion of local identity and local language. 

The modem theatre of Indonesia is not a product with a single stream of cultural 
identities or idiomatic stereotypes. It is pluralistic, reflecting extraordinary ethnic and cultural 
diversity throughout the many regions of the archipelago. This theatre is 'modem' in the 
sense that it is able to speak to (and on behalf of) a people who live and dream within the 
context of recent or present events. It is contemporaneous and must relate to the present time 
while also be a witness to the past and a prophet of the future, a theatre not exclusive or with 
borders that confine. 

For its audience, theatre is also an entertainment, even if it is directed toward the 
didactic, and an opportunity to release individual emotions in public without fear of personal 
embarrassment. Entertaining the audience is a prime element motivating theatre in Indonesia 
since it is a distinctive requirement of theatre performance, and is instinctive within the 
culture. Traditional performing arts genre such as wayang kulit and popular folk theatre 
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genres (teater rakyat) such as ketoprak and ludruk are spiced with an abundance of humour, 

and modern theatre is perforce inclusive of this element.1  (See figures 2.1, 2.2, 2.3, 2.4 & 2.5) 

Inclusiveness has been a distinctive Indonesian trait in the generation of a modern 

theatre; the language itself is also proof of that distinctiveness. As well, traditional performing 

arts, which are ubiquitous sources for modern theatre, are capable of including stones from 

Western plays, acculturating them within the aesthetic of traditional genres. As one exemplar, 

the oldest Balinese dance drama genre, gambuh, reached a new level of popularity when it 

performed Shakespeare's Macbeth as "Gambuh Macbeth, Macbeth Gambuh". I describe 

gambuh and its adaptation for Macbeth in a later chapter.2  (See figures 2.6 & 2.7) 

The beginnings of a modern theatre in pre-independence Indonesia were 

quintessentially the result of foreign import in the form of presentation; a new idiom in the 

performing arts was thus introduced from external sources. In terms of form it was modern, 

meaning that its stagecraft applied techniques of theatre used in the West with simple craft of 

proscenium arch, stage curtain, drop scenery and side wings, and usually performed in a 

public building. This was in sharp contrast to the conventions for staging traditional genres of 

performing arts for the general public, that is apart from performances held within the palaces. 

These performances took place in a public square, a marketplace; or on special and 

ceremonial occasions, on the grounds of a sponsor's house provided with a makeshift or 

portable shelter.3  

However, European traditions of the theatre were not directly introduced form the 

West; rather they came in via the Malay peninsular states. The repertoire of stage 

presentations contained a curious mixture of Western stories of romance, heroic action and 

regional folk tales or legends in keeping with the tradition of theatre as an entertainment. The 

language for the stage was bahasa Malay rendah (low Malay) or bahasa pasar (language of 

the market), a common Malay language used by traders in the marketplace of pre-independent 

Indonesia. The form of theatre was the Malay bangsawan; its point of departure was the 

island of Penang. Jakob Sumardjo (1992, p.101) dates the predominant period of bangsawan 

theatre from 1885 to 1902. 

Developments in form, style and content of the bangsawan form of theatre continued 

over a period of fifty years, a period that saw the establishment of a number of theatre troupes 

practising bangsawan They became renowned when travelling throughout many parts of the 

archipelago and left behind a legacy that influenced the establishment of other troupes and 

genres. The theatre that developed from bangsawan provided its audience with entertainment, 

while the language used on the stage was still Malay. On account of the extensive history of 

these developments in the theatre, I devote part of Chapter 3 to the predominance of Malay 

influence on the development of Indonesian theatre and introduce at this juncture another 

direction occurring contemporaneously in modern theatre. 
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I stated at the beginning of this chapter that the Indonesian language is not the 

absolute referent of modern theatre in Indonesia, but rather represents a shifting point of 
reference, as I mentioned in the Introduction. In that instance, I referred to the rise of national 
aspirations. The makings of a nation lay in waiting with "the emergence of the idea of 
Indonesia." occurring around 1900 to 1942, and in tandem with it, the birth of a new national 
literature for the stage.5  

The first steps of national aspirations were taken during the period between 1900 and 
1927 when the need became increasingly pressing for a lingua franca of nationalism. That is, 
one language to serve as medium between the many languages and dialects of the archipelago 
whose grammatical and lexical system could enable mutual communication. This language 
would also serve a theatre of nationalistic characteristics on the verge of generation, but yet to 
determine its own identity in the context of its birth and application in a new literature for the 
theatre. 

Modernist organisations began to flourish during this period as Dutch institutions 
paved the way for a new elite of intellectuals to open new schools of modernist educational 
reform and for the religious teachings of Islam. In particular, the Muhamaddiyah movement 
was most modernist and made striking advances in the educational field under the Dutch. In 
spite of these steps toward national revival that would serve to unite the ethnic regions, 
regional identity of the people became more prominent as a result of division caused by the 
spreading rebellion of the PM. It was finally crushed in Sumatra in January 1927. The 
destruction of the Communist Party was a fatal blow to an intellectual elite of the day and 
their Marxist ideology. However, this ideology had not the same direct effect of terror that 
was experienced from the beginning of the 50's. Theatre during the period of national revival 
remained in the control of the Dutch administration, was distinctly of Malay origin, and 
driven by its Chinese proponents. 

Nonetheless, Marxist ideology did find its way into the writings of poets and 
playwrights, for example in the case of Rustam Effendi in his verse drama, Bebasari (1926). 
Teeuw (1989, p.31) cites him as a Marxist and describes his play as an "ideological weapon 
of in the nationalist struggle at the middle of the decade" (senjata ideologi dalam perjuangan 
kebangsaan pada pertengahan dasawarsa).6  Effendi' s drama is described by Sumardjo (1992, 
p.243) as a first work of drama written in standard Indonesian. He calls Effendi a "poet of the 
New Poets" (penyair Poedjangga Baroe) and says that this drama is different to the dramas of 
the Chinese whose dialogue is written in the form of prose, while Bebasari is written in poetic 
form. In its title is found the connotation of "free" (bebas), but it is within the story that the 
metaphor of freedom is symbolically applied.7  

Both Sumardjo (1992, p.243) and Brandon (1993, p.l13O) agree over the intention of 
the work, that is as a work of ideology (and irony) within the context of propagandist 
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literature. However, they hold different opinions on the staging of Bebasari as a performance 

for the public. Sumardjo (1992, p.243) states that although the work was very clearly a drama, 

"indeed it was intended as a work of literature and was not written with the intention to be 

staged." Brandon (1993, p.130) writes," Performance of the play was obstructed by the Dutch 

colonial government and when Rustam published the play himself, it was proscribed." 

According to Brandon (1993, p.130), Bebasari "opened the curtain on modern 

Indonesian theatre". He went on to say: 

Rustam' s allegorical tale recalls the famous episode about the kidnapping of 
Sita in the Hindu epic, the Ramayana. Princess Bebasari is abducted by 
Rawana (Holland) but she is subsequently rescued by Bujangga (Indonesian 
Youth).8  

In my opinion, as verse, Bebesari has a capacity for group reading and most likely 

this occurred since Effendi was a schoolteacher by profession in a Dutch school of Medan, 

North Sumatra. As a verse drama (drama bersajak) for the stage, the text includes a limited 

degree of stage directions, a prologue, and chorus for women suggesting it could be 

effectively staged, but nonetheless very simply. Sumardjo (1992, p.243) suggests that Jassin 

held that the "form of poetry used apparently is an influence from classic drama of the West 

and this was acknowledged alone by its writer as being influenced by Shakespeare."9  

As I experienced generally when researching early periods of modern theatre, records 

and documentation of performances were somewhat vague, misconceptions, contradictions, 

and historical inaccuracies being rife. Sumardjo (1999, p.220) wrote, "Bebasari was 

forbidden to be performed by Effendi's students in 1925, however it became very popular 

afterwards and was performed many times in the regions of Indonesia." But elsewhere he has 

stated that after it was printed there was a "small possibility the work was staged by amateur 

groups" (Sumardjo 1992, p.123). Brandon's point above on opening the curtain on a modern 

theatre seems moot since it is unclear if indeed Bebasari was ever performed in public outside 

of the school where Effendi taught. Nevertheless, the brief case study of this verse play does 

provide a measure of, or benchmark for, modern Indonesian theatre through the application of 

a national language and new literature (nationalist) with potential for stage performance. 

Certainly there is strong presence of a national aspiration through the text's pointed 

symbolism when pitting the Dutch against the power and wisdom of the legendary characters 

in the Ramayana at the time when steps were taken toward national revival. The innovative 

application of the Hindu epic alone demonstrates that this is a work at the forefront of modern 

plays with a tendency to turn to cultural heritage for inspiration. Clearly, there exists the 

dynamic of acculturation of another cultural medium, the various forms of wayang 

performance capable of extending streams of thought beyond the boundaries of mere 

entertainment as presented in the Malay language plays most popular at that time. 
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From analysis of the version of Bebasari published in 1953, while cast in the 

Indonesian language, the verse is stilted and the poetic content lacks a common touch of 
human reality. That is, the reality and humanity so prominent in the entertaining social dramas 
of Shakespeare, its recognised source of influence in the opinion of Yassin. In fact the 
publication in itself is reductive, turning around the intention of the author to vent his spleen 
against the Dutch. It offers a glossary that in most part gives explanation and translation of 
Indonesian words or maxims in the Dutch language, so in my opinion demonstrating 
servitude and the attitude of an apologist. 

Interestingly, the glossary provides an explanation of the meaning of Minang words 
used throughout the text, a practice common among present day writers, especially Wisran 
Hadi who is of the Minangkabau ethnic group. Furthermore, words in Hindi and Arabic 
appear as well. In fact, it is not uncommon for plays of modern theatre to be written in the 
regional language (bahasa daerah), or a mixture as well, particularly those of West and 
Central Java using Sundanese (bahasa Sunda) and Javanese (bahasa Jawa) respectively. 
Effendi therefore practised in principle a new idiom for stage literature of modern theatre 
through acculturation of regional and foreign languages. 

In contradiction to Brandon' s opinion above, I argue that Bebasari did not open the 
curtain on modern Indonesian theatre, indeed the curtain was never opened for a public 
presentation. In my opinion, Effendi's verse play was a "backstage" prompt for a new 
generation of writers of his ilk as the pace of a national revival moderated from 1927 to 1942 
with steps taken forward to the birth of a nation, Indonesia. 

It is also argued that Bebasari produced a desired effect contributing a sense of new 
directions for the growth of a modern theatre. It was not strictly an 'entertainment' as 
expected of the theatre of its time. It departed from the norm of everyday language, low 
Malay. Regional and national aspirations, and freedom from oppression, were asserted 
through a story drawn from a popular cultural form of wayang kulit, the shadow puppet play. 
In all probability it would have attracted the attention of the intellectual and the educated to 
the theatre if performed on stage at the time it was written. 

Although Bebasari was written in a new language that was to become known as 
bahasa Indonesia (Indonesian), it must be noted that standard Indonesian had not yet been 
officially introduced at the time of Effendi' s drama. Before its introduction, there was also 
literature of the theatre in the Malay language used in the ban gsawan theatre (of Malay 
origin) as well as the Dutch language. Unlike the content of Bebasari, as drama kiasan 
(allegorical drama), these Indonesian writers using Dutch took themes directly from historical 
stories of past cultures within regions of the archipelago. 

Sanusi (Sanoesi) Pane, (1905-1968), a notable Batak poet, was one writer of drama in 
Dutch whose works were based on historical themes concerning the old kingdoms of Java, 
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heroic warrior kings and mythical legends of the past. Two of his first plays in Dutch were 

based on similar themes. These were Airlangga (1928) and Enzame Garudaflucht (1929). 

According to Sumardjo (1992, p.370), it was not until 1987 that both were translated by Das 

Chall into Indonesian, the latter play appeared as Burung Garuda Terbang Sendiri (The 

Garuda Flies Alone). Both works were originally published in the magazine Timboel, a 

literary magazine in the Dutch language.1°  

Neither of these prose dramas contributed a new aesthetic of form in modern theatre. 

But in contrast to Effendi' s heroic figures drawn from the wayang, Sanusi casts his characters 

in the role of ordinary man and woman whose lives were subject to norms of the human 

condition. Later, he and other writers became the true pioneers of modern theatre in a period 

Sumardjo (1992, p.101) describes as "masa kebangkitan teater modern" (the period of 

development of a modern theatre) from 1925-1941). It was their works that were the 

beginning of a modern theatre), according to Sumardjo (1992, p.121). 

In the same year as Airlangga was written, a pivotal event took place that would turn 

the tide of nationalism in the early history of the birth of the nation and have a marked effect 

on the directions taken in modern theatre. During October 1928, a Youth Congress (Kongres 

Pemuda) was held in Batavia, now Jakarta, which formally pointed the way for cultural and 

political diversity to embrace a concept of national unity. In the now famous Youth Pledge 

(sumpah pemuda), three ideals were adopted by the Congress. They are one homeland (satu 

negara), Indonesia, one nation (satu bangsa), Indonesian, and one language (satu bahasa), 

Indonesian.'1  

At that time, a youthful literary elite began to emerge who called themselves the 

Pujangga Baru (new men of letters), or the "New Literati".12  Brandon (1993, p.123) has 

described them as belonging to the "influential 1930's literary group [ ... ] pioneer writers of 

the newly proclaimed (1928) national language, Bahasa Indonesia." Sumardjo (1992, p.287) 

lists among them, Rustam Effendi, Sanusi Pane and his brother, Armjin, and Muhammad 

Yamin, all of whom were from the western part of the archipelago, the island of Sumatra. 

They had all benefited from a Western education (in Dutch), and therefore considered their 

ideals as progressive and adopted a modernist style in their literary output. Despite the fact 

that their plays contributed nothing in terms of new theatre form, there was a distinguishable 

trend in their writing for the theatre. 

Modernist thought sought inspiration from the pre-Islamic roots of cultural tradition. 

This helps to account for the fact that the dramatic content of the "New Literati" plays were 

"pulled toward fables of 'legendary and historical warriors' (dongeng kysatria) gleaned from 

Indonesia's aristocratic classical literature" (Brandon, 1993, p.123). Pane continued this trend 

after living in Gujurat, India, from 1929 to 1930 when Kertajaya (Kertajaya) and 

Sandhyakala Ning Majapahit (Twilight of Majapahit) were published in 1932. Both dramas 
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are distinctively historical dramas telling intriguing stories of political rivalry and conflict 
within great kingdoms between the individual and rulers who engineered both integration and 
disintegration within great kingdoms. For example, Kertajaya, (Kertajasa Jayawardhana) is 
chronicled as the king of Kediri from 1294 until 1309 who established the kingdom of 
Maj apahit. 

It is not within the scope of this dissertation to enter into lengthy accounts of the rise 
and fall of the many kingdoms, great or small, Hindu or Buddhist, or of Islamic inheritance of 
those kingdoms. Instead I choose to illustrate, when and where necessary, the efficacy of 
stories as a source of historic literature that enter the realm of theatre. Furthermore, it is not 
my intention to dwell at length on extraordinary stories of myth and legend, unless they are 
the inspirational source or content for the texts of plays. For this reason, the dramas of the 
"New Literati", steeped in stories of history and legend are provided with a broad account, 
rather than detailed, in view of their important role in the development of modern theatre. 

I have already described Pane's drama, Kertajaya, in the context of the Majapahit 
kingdom that stood in the Hindu-Buddhist period. His other drama, Twilight of Majapahit, 
takes place on the island of Ambon during the reign of King Rajasanagara (1350-1389), but it 
is not the king who is the core the character or the focus of the story. The youthful warrior 
(ksyatria), Damar Wulan, is the central heroic figure.'3  He seeks to improve his rank to 
correct the misdeeds of the world, an achievement that is made possible when he ultimately 
rises to the status of king. 

The story in this drama is akin to that in wayang performance of the Indian epic, the 
Mahabharata, when the god, Wisnu, counsels Arjuna before entering battle with the foe, his 
cousins, the Korawa. Damar Wulan also seeks counsel of Wisnu when overcome by sadness 
at the wrongful doings of the world asking guidance from him, and other deities, for his future 
quest of world salvation. Particularly of interest in this drama is the introduction of music 
from the gamelan when Wisnu enters and departs. Pane had initiated the use of gamelan as a 
fundamental element in modern theatre of Indonesia, music that was not merely an 
embellishment, but was an essential part of the narrative form. 

Proclamation of one language, as adopted by the Youth Congress, occurred at the 
time of inception of the "New Literati". One founding member, Muhammad Yamin was 
represented by a performance of his drama, Ken Arok dan Ken Dedes (Ken Arok and Ken 
Dedes) in 1928, using the Malay language. He was of Minangkabau ethnic origin whose 
regional language was the closest to Malay/Indonesian when it was adopted (and adapted) as 
the standard language for the nation at the Congress.14  Ken Arok and Ken Dedes became a 
celebrated success due to its appearance at the Congress, but regardless of its popularity at the 
time it remained in the fashion of Pane's prose dramas to become a work of limited interest 
outside of a literary elite and intellectual groups. 
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The same can be said of most of the plays written by the "New Literati" during the 

30's whose works intended for the stage are considered merely as works of literature, not 

dramas to be staged for a wider audience. Certainly, these plays were not a product of any 

commercial substance. They were not able to compete with the current theatre popular for its 

use of the low Malay language and a content of wide entertainment value. For an audience of 

the 1930's conditioned to appreciate plays by groups of Chinese writers, the works of Sanusi 

Pane and others of the literary group were foreign. Sumardjo (1992, p.244) writes of the 

above dramas: 

Poetic style [of the "New Literati"] was indeed suitable to carry stories of 
past periods that were still full of etiquette [Javanese] and feudal aristocracy. 
And what might have happened also was the influence of classic Western 
literature, especially of the Romantic period, like Goethe-Schiller-
Shakespeare-Racine, becoming prime examples of composition. This can be 
presumed because Muhammad Yamin translated a play of William 
Shakespeare, Julius Caesar.' 15 

Unlike the humanist content and poetic style of Shakespeare's social (and history) 

plays, which appealed to the masses in Elizabethan England, the Western classic style adapted 

in the dramas of the Pujangga Baru did not appeal to a mass audience. Sumardjo (1992, 

p.244) cites Teeuw who considers the two dramas of Sanusi Pane, Airlangga (1928) and 

Kertajaya (1932) as "strange because of their high-sounding tone, in fact bombastic." This is 

not surprising since they were written in Dutch and according to Sumardjo (1992, p.24.5) 

"only were read by groups of young intellectuals of the time through their magazine, 

Timboel." As the products of an educated elite, they nonetheless related to the values of past 

traditions and etiquette from an intellectual standpoint. Sumardjo (1992, p.245) also points 

out that the plays "would not be performed by groups of youths themselves who were in the 

process of being inflamed by their national zealousness because of the use of Dutch." 

Furthermore, Sumardjo (1992, p.245) suggests it would be somewhat displeasing if the plays 

of the "New Literati" were performed by commercial theatre groups, referring to groups 

performing bangsawan forms of popular theatre. 

These groups effectively communicated with an audience satisfied with the 

entertainment presented through stories by Chinese writers. Ironically, the first recorded 

performance of a play by Shakespeare, Romeo and Juliet, appeared in 1936 during the time 

when the indigenous members of the "New Literati" were no longer active writers of literary 

dramas. Kwee Tek Hoay translated Romeo and Juliet at the time the indigenous Chinese were 

Gaya puitik dalam drama-drama tersebut memang cocok untuk membawahkan kisah inasa lampau 
yang masih penuh dengan etika unggah-ungguh dan gelar-gelar foedal yang dijunjung tin ggi. Dan 
boleh jadi juga pen garuh sastra drama barat Klasik, terutama dari masa Romantik, seperti Goethe-
Schiller-Shakespeare-Racine, menjadi contoh utama penciptaan. Hal mi bisa diduga karena 
Muhammad Yamin sendiri menerjemahkan sebuah dama William Shakespeare, Julius Caesar. 
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prolific writers for the theatre; their style being popular yet urbane in the language of low 
Malay.'6  17   In my opinion, Sanusi and Muhammad (and Effendi) forgot the proclivities of 
their audience attending only to self-conscious literary style, albeit nationalistic. They 
overlooked a prerequisite of theatre practice, the need to communicate with an audience; and 
for an Indonesian audience, the need for entertainment. 

The description, "closet plays", given by Sumardjo (1992, p.244) is apt on account of 
the fact that the majority of works from the "New Literati" did not find their way back into 
the repertoire of theatre groups that would be formed in future developments. However, that 
statement may be qualified by drawing attention to an apparent exception with the last play of 
Sanusi Pane, Manusia Baru (New Man), which appeared in 1940. This play was written in a 
style very different from the former dramas of the "New Literati" that related to periods of the 
past with all their aristocratic cultural indulgences and sense of history. The setting of 
Manusia Baru is different, somewhat refreshing and alive, including the play's form and 
content. A strain of humanity can be detected in the drama, and there is representation of the 
proletariat not witnessed previously in other texts. 

Madras is the setting in modern day India for this play that focuses on ordinary 
members of society. Characters are not heroic warriors or rajas in their kingdoms; they are 
rather ordinary people in the workplace of a weaving industry in conflict with the factory 
management over individual responsibilities of both sides to secure future prosperity and 
happiness.'8  Rajendra, the son of a member of an association of factory weavers, a trade 
union, reflects upon the future in the last lines of this short, but four-part play. For those last 
lines, Sanusi Pane (1974, p.64) writes: 

In truth I see India as one. I see the people happy, the farmers, the workers, 
the wealthy and the educated working together in a new society. India that is 
in motion, that lives, that is fertile, a new humankind of India." ' 

From the distanced perspective of his homeland (tanah air) when living in India, 
Pane has grasped the essence of social reality and clearly seen the struggle for equality in his 
country mirrored in Indian society. For a local audience, Manusia Baru would have wide 
appeal, although not strictly as an entertainment. The play is presented with an attractive mise 
en scene of a foreign culture, sufficiently simple dialogue, and in Indonesian, not marketplace 
Malay. India was a part of the British Empire when the play was written, hence adding to its 
significance when performed during the period of Dutch colonisation throughout the 
archipelago. There is no doubt that Pane was well aware that India and Indonesia were closely 

"Saya melihat India bersatu sesungguhnya, saya melihat rakyat India berhagia, tani, buruh, modal, 
kaum terpelajar bekerja bersama-sama dalam masvarakat baru, India yang bergerak, yang hidup, 
yang subur, India Manusia Baru. 
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linked in terms of colonial experience and the relative maturity of their nationalist movements 

at the time. 

Plays of the "New Literati" occupied a considerable span of time from Effendi' s 

Bebasari in 1926 until Sanusi Pane's work in 1940, produced just before the Japanese 

occupation of 1942. However, fourteen years of theatre history was witness to only twelve 

dramas attributed to the "New Literati", including one work of Ajirabas and three by Armjin 

Pane, the brother of Sanusi. I believe it is sufficient to mention here his play, Lukisan Masa 

(1937), which I describe in more detail in a following chapter. It was written with a scenario 

reflecting social attitudes of its time, as was the case in his brother's play, Manusia Baru. I 

should also note at this juncture that Armjin became a notable literary figure in his own right 

within the development of new drama written for the theatre at the time of a heightened spirit 

of nationalism followed by a period of restraint under the Japanese occupying forces 

Prior to this period there were other writers of drama. Sumardjo (1992, p.124) notes 

among them two writers of interest in the context of Western literature and the history of the 

nation. Nur Sutan Iskandar adapted Moliere's play of 1668, L' Avare (The Miser), as si Bakhil 

(The Miser) in 1926 that Sumardjo (1992, p.275) includes in his description of the 

developments in translation of dramatic literature. Soekarno wrote Reinbow (Rainbow) and 

Dr Setan (Dr Satan) at the time he was detained by the Dutch. 20  It is uncertain if these plays 

were frequently performed, where and by whom, or performed at all, due lack of published 

documentary evidence. Sumardjo (1992, p.1  24) does not include them in his chronological 

list of drama literature, but notes the following: 

[ ... ] in the 1930's there developed amateur theatres that at the least involved 
intellectuals and figures of the nationalist movement of Indonesia. Many 
works of dramatic literature succeeded to be published, but many more again 
had disappeared with their amateur groups.tm 

From the point of view of theatre craft, the dramatic literature (sastra drama) of the 

"New Literati" is seen from the standpoint of literature (kesusasteraan) alone. There is less 

meaning in their literature in the context of a modern Indonesian theatre or theatricality, a 

theatre that is the product of its indigenous writers of their time. The tendency of dramatic 

literature to look back to a cultural heritage and social history before the arrival and 

consolidation of the teachings of the Islamic faith was the literary path taken by members of 

the "New Literati". In this respect, there was potential for bridges to be built filling a gap of 

knowledge that existed in the nation's ever increasing difficulties of educating its people, 

especially the youth. Despite the literary indulgences of the "New Literati", they failed to 

bridge that gap since the populace generally was more attracted to a popular form of theatre. 
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This was the professional theatre, the forms of ban gsawan, a commercial enterprise with 
studied stagecraft and a cunning intuition for theatrical entertainment. 

The dramas of Effendi, Pane, and Yamin lacked theatrical treatment, in my opinion, 
and knowledge of stagecraft or theatre idioms is not likely expected of writers of literature of 
their time. Instead, the dramas relied on a heavy dialogic treatment, symptomatic of its time in 
the development of new literature, especially in the hands of the poet or novelist, and no 
doubt also as a result of the legacy provided for by a Dutch education and the teaching of their 
language. I have already noted that Dutch was the language used in the dramas Airlangga and 
The Garuda Flies Alone by Sanusi and noted that Sumardjo has quoted Teeuw who describes 
the tone of language in these two dramas as high-sounding and bombastic. In addition, Teeuw 
(1980, p.48) added, "[ ... ] however, what is more interesting again is the very important 
proclivity of the language toward a theme that is characteristically traditional and historic." 

The Western education these writers received was provided through privileged Dutch 
institutions, rather stolid in teaching methods, and careful to ensure all indigenous students 
were not exposed to literature of progressive thought. Certainly it appears that European 
literature provided was not regarded as avant-garde, therefore unlikely to inflame emotions or 
cause dissident reaction disrupting governance of the colonial states. In fact, I consider the 
style of writing from the "New Literati" closer to the German expressionists. That is, reality is 
seen by the artist (writer) looking out from within using the form of expressionism as a means 
of protest against prevailing social (political and cultural) mores.2' 

Among these writers for the theatre were Ernst Toller (1893-1939), a leading German 
expressionist of extreme theatricality. Outside of Germany we can look to the Swedish 
playwright and novelist, August Strindberg (1849-1912). His historical play, Gustav Adolf 
(Gustav Adolf) 1900, his symbolic play, En' Dromspel (A Dream Play) 1902, and his chamber 
plays like Spoksonaten (Ghost Sonata) 1908 had been translated into Indonesian by Asrul 
Sani titled, Sang Ayah, Sonata Bulan Penuh and Hantu respectively.22  

German influence was very strong in both poetry and dramas of the "New Literati". 
Their education background has already been noted with respect to the influence of the 
literature by Racine (1639-99), Goethe (1749-1832), and Schiller (1759-1805). I have also 
compared the dramas of the "New Literati" with the works of expressionist writers who also, 
in my opinion, were both lyric and romantic in character. This characteristic is found in the 
poetry of Muhammad Yamin, for example, as an educated Minangkabau youth in the years 
19201922.23 Teeuw (1980, p.26) writes: 

[...I pada tahun 1930-an berkembang teater-teater arnatur yang setidak-tidaknya melibatkan kaum 
intelektual dan tokoh-tokoh pergerakan nasional Indonesia. Beberapa karya sastra drama tadi 
berhasil diterbitkan, tetapi lebih banyak lagi yang len yap bersama rombongan amaturnya. 
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These poetic outputs [Muhammad's] did not propagandise a political voice, 
and likewise was not ferocious nor of enflamed characteristics. Generally, it 
was lyrical poetry of an individual, a kind of Sturm-und-Drang [Storm and 
Stress], full of tumult and loss of hope.' 24 

Teeuw speaks of the importance of the artist as the educator (seniman sebagai 

pendidik) for the writers of the "New Literati". His referent in this instance is Sanusi Pane and 

his two plays, Kertajaya and Twilight of Majapahit. Teeuw (1980, p.66) considers, 

[ ... ], he [Sanusi] always pushed aside the repercussions of history and the 
necessity to look for a synthesis between East and West, 'between Arjuna and 
Faust', and not to swallow completely the entire the Western era." 25 

He points to an important factor at this juncture when referring to a synthesis between 

the East and West. The genesis of a modern theatre of Indonesia often reveals a distinctive 

confluence of traditions enabling critical analysis by comparative methods of form, style and 

even content of world theatres. In this chapter and those following, I apply this analysis 

without necessarily paralleling geographical placement, location in time or displacing cultural 

identity. Through the language of the theatre that share common ground and sensibility, we 

can achieve a wider comprehension of modern Indonesian theatre without being totally 

consumed by the culture of the West. 

From a reading of their published dramatic texts and analysis of their author's style, it 

may be concluded that the theatre vocabulary of the "New Literati" was strictly limited. This 

is particularly evident in Rustam Effendi' s Bebasari, Muhammad Yamin' s Ken Arok and Ken 

Dedes, and Sanusi Pane's Airlangga, Kertajaya, Twilight of Majapahit and Manusia Baru. At 

the time they were written, the contemporary terminology of Western theatre and its stage 

idioms had not yet entered the arena of theatre of the colonial state. Neither the Western form 

of naturalism nor realism, which preceded it, was present in the style of "New Literati" 

dramas.26  

Although stated previously that the dramas approximated a form of expressionism, it 

can be argued that symbolism is found in their dramas.27  In the accompanying endnote there 

is reference to actors becoming symbols themselves having no distinct personality of their 

own and described in the context of the verse dramas of W. B. Yeats. There is a striking 

comparison between the members of the "New Literati" and Yeats himself. Both shared a 

sense of nationalism, drew inspiration from tradition, and wrote dramas using symbolic 

characters; however this does not imply contemporaneity, rather its suggests universality. 

IV  Hasil-hasil puisi mi tidak mendengungkan suara politik, dan tidak pula garang serta berapi-api 
sfatnya. Pada umumnya puisi itu merupakan puisi link seorang individu, sejenis Sturm-und-Drang, 
penuh keharuan dan putus asa. 

[ ... ], dia senatiasa menekankan kelanjutan sejarah dan perlunya mencari sintesis antara Timur dan 
Barat, 'antara Arjuna dan Faust', dan bukanya menelan bulat-bulat seleruh perabadan Barat. 



25 

Characters in the dramas of Effendi, Pane, and Yamin find themselves bereft of 
personality, becoming mere symbols of past cultural and social mores. Bebasari is a prime 
example; it is pluralistically complex in its use of symbolism. The princess Sabari is at one 
and the same time a symbol of all that is good in womanhood (as witnessed in the Ramayana 
as symbolic of Sita) and of oppressed humanity seeking freedom from the bondage of a 
colonial administration. Sabari is the nation in waiting, Indonesia. She is the spirit of 
nationalism. Bujangga, as the young heroic warrior, Rama, is symbolic of all those who seek 
the quality of wisdom, a quality expected of youth. Rawana, the demon king, symbolises the 
colonialist nation, Holland, and all that is evil in the land. 

Regardless of the fact that the works of the "New Literati" lacked a wider potential 
for theatrical stage presentations, they left a legacy of literature for a future generation of 
writers for modern theatre. Moreover, the "New Literati" further kindled the flame of 
nationalism through their dramas and provoked a resurgence of tradition that was at once both 
regional and national. The dramas were a form of a modem theatre that was transitional, a 
teater transisi (a transitional theatre), which was generated by a new style of literature, 
dramatic literature, during the period from 1926 to 1942. It is interesting that membership of 
the "New Literati" had its roots in the western part of the archipelago, the island of Sumatra, 
steeped at the time in Malay culture and tradition infused into the indigenous cultures and 
traditions of the regions. It is significant that another form of transitional theatre was 
generated in Sumatra; it was the Malay ban gsawan whose popularity became widespread as it 
generated other forms of commercial theatre with influences rooted in tearer "barat" (theatre 
of the West).28  

Regional sensibilities of the "New Literati" were therefore far removed from the 
Javano-centric influences of the performing arts, whether traditional or popular forms of 
theatre. But nonetheless, they possessed an understanding of regional sensibilities, which 
served their literature, outside of their own cultural traditions as Batak or Minang. Well-
educated in European literature at Dutch institutions, they shared an innate knowledge of 
early history and culture of their people who would eventually strive toward wider 
aspirations. The works that the "New Literati" created forged a new direction in literature 
through awakening of tradition, hence building upon a sense of unity among groups of people 
who would build one nation, indonesia. 

Through the dramas they created, the "New Literati" embraced tenaciously a 
compassion for the human condition; at its core was human sufferance. Seemingly there is an 
integration of Western forms of theatre manifest in the style of their work. There exists 
marked application of expressionism and symbolism in their works, as I have set out to 
critically analyse by the comparative method in this chapter. The introduction to Shakespeare 
into their education provided a direction toward symbolic representation drawing on the 
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literature of his plays and a stage-world view of human suffering that finds its reflection in the 

poetic prose of Shakespeare's stories. This is particularly true in the case of the tragic story of 

Shakespeare's Romeo and Juliet that had been translated by a member of the "New Literati", 

Muhammad Yamin. 

It is also true that stories from the epics of Ramayana and Mahabharata, represented 

in the forms of wayang, were outwardly expressive of all that a state aspired for both 

individual and collective harmony and were quintessential of the human condition. This is 

evident in Rustam's Bebasari. New stories written around legendary heroes and folk tales, 

such as the substance for Muhammad's Ken Arok dan Ken Dedes and Sanusi' s Twilight of 

Majapahit, became a part of modem theatre through the tradition of the "New Literati". They 

reaffirmed the values of a cultural past through a new form of literature, the drama text. 

Modernist thought in Indonesian theatre had its beginnings with Sanusi's Manusia Baru 

inspired by a condition witnessed in reality through a social tradition, the caste system of a 

British colony, India. 

It is evident that the "New Literati" indeed did leave a legacy for a future generation 

of writers. Saini' s adaptation of the legend of Ken Arok, performed in 1987, carries forward 

their literary tradition. In the Foreward (Prakata) to his play Ken Arok, Saini K.M. (1987, p.9) 

writes: 

This play is not intended as a dramatisation from a historic event, but rather 
as nothing other than literature [ ... ]. As a work of literature, this play is 
meant to deal with the problem of today or perhaps an enduring problem. 
Therefore, it is not at all the intention of the writer to question the 
circumstances that happened or perhaps happened in former periods [...]. 

The above analysis is needed because in our country restrictions and 
demands on the writer are apparently greater compared with Western 
countries for example. The writing of a literary work that is based on a 
historic event is a common undertaking there [in the West]. Works [of 
historic events in the West] are accepted as literary works and valued as 
literary works. In our country, such is not the case 29 

With the literature of drama, Rustam, Sanusi and Muhammad had to build new 

bridges of communication for theatre that were both strong and wide to accommodate future 

traffic generated by social, political, and cultural change ahead. But the gap they sought to 

bridge in order to accommodate the needs of diverse regional sensibilities was perhaps too 

Sandiwari mi tidak dimaksudkan sebagai dramatisasi dari peristiwa sejarah, melainkan sebagai 
sastra [ ... ]. Sebagai karya sastra, sandiwara mi dimaksudkan untuk mempersoalkan masalah seka rang 
atau masalah yang mungkin abadi. Jadi, sama sekali tidak ada maksud penuis untuk memasalahkan 
perihal yang terjadi atau mungkin terjadi di zaman dulu. [ ... ]. 

Uraian di atas diperlukan, karena kita pembatasan dan tuntutan kepada pengarang 
tampaknya lebih besar dibandingkan dengan di negeri-negeri Barat, misalnya.penulisan karya sastra 
yang didasarkan pada peristiwa sejarah sudah biasa dilakukan orang di sana. Karya-karya tersebut 
diterima sebagai karya sastra dan dinilai sebagai karya sastra. Di negeri kita tidaklah demikian 
halnya, [ ... ]. 
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wide, so that in their works a true national sensibility or sense of nation of the populace was 
yet to be realised. To create nationhood required a catharsis to mobilise the population in that 
direction. It occurred with the Japanese occupation during which time the theatre continued 
bridge building on the foundations of literature of the "New Literati". 

In the end, the "New Literati" failed to sustain their audience. Thus their dramas 
remain closeted as 'academic' pieces only to be taken out for exercise at an occasional theatre 
festival. Competition for an audience, in all probability, was fierce at that time. The theatre of 
the Chinese-Malay tradition was predominant, its fare able to satisfy a prime need of the 
audience, the necessity to be entertained. This was not a modern theatre, but one of various 
popular styles and forms that dominated the period of the "new Literati". 

Reviewing the developments in the theatre outlined in this chapter, clearly there is 
evidence of a genesis of a theatre in its pre-Indonesian state with extraordinary cultural 
diversity in itself. It is a theatre for poetic drama written by the privileged Dutch educated 
poets, Rustam Effendi, Sanusi Pane, and Muhammad Yamin. Their dramas moved away from 
traditional theatre of the regions, were no longer acquainted with the tradition of sastra lisan 
(oral literature), but advanced the literature of drama. The appearance of drama as literature is 
the start of non-traditional theatre, or what might be called "modern theatre". Simplistic as 
this definition may appear, it has logic and is realistic. According to A. Kasim Ahmad (1999, 
pp.270 & 271): 

Our traditional theatre did not know of dramatic literature, but [was a theatre 
of] oral literature. The appearance of dramatic literature was the start of non-
traditional theatre, or as it is known: "modern theatre" [ ... ]. 

In the journey entering into the period of this non-traditional theatre 
(modern [theatre]), Indonesian Theatre was then born, a certain form of 
theatre that could accommodate aspirations of unity of the people because of 
speaking Indonesian 

Through the dramas of the "New Literati" we can see the genesis of a modern theatre 
which has been described as the origin of a modern theatre. This is somewhat different in 
interpretation to the notion of the "beginning of modern theatre" (awal teater modern) as 
defined by Sumardjo (1992, p.121) when writing of "the rise of modern Indonesian theatre" 
(kebangkitan teater modern Indonesia) in the section of his work by that name (1992, pp. 113-
121). Sumardjo's description is too definitive. It represents the compartmentalisation of a 
cultural medium that cannot be bounded as such in the manner of theory, not unlike the 

Teater tradisional kita, tidak men genal sastra drama, tetapi sastra lisen. Hadirnya sastra drama 
merupakan dimulainya teater non tradisi, atau disebut sebagai: "teater modern". 

Dalam perjalanan memasuki periode teater non tradisi (modern) inilah, kemudian lahir 
Teater Indonesia, suatu bentuk teater yang dapat menampung aspirasi kesatuan bangsa karena 
berbahasa Indonesia [...]. 
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application of the three rigid dramatic 'unities' to tragedy by Italian and French writers of the 

Renaissance who claimed Aristotle as their authority. 

Ridding theatre of compartmentalisation in time, place and, action opens avenues for 

a dynamic to interact in a liberal inner atmosphere of creative literary thought in 

contradistinction to prevailing forms of external political and social adversity. Such is 

symptomatic of the creative period when the dramas of the "New Literati" were written. They 

integrated traditional cultural values into modernist thought through a process of transition 

turning knowledge of the past to the teachings of the present. A key to an understanding of 

the modern theatre of Indonesia is to comprehend its transitional traits capable of opening 

alternative directions for new content, style, and form, or even a new language for the theatre. 

From the beginning of literary drama in 1926, the theatre found new force. 

Aspirations were motivated toward national sensibilities driven by the writers whose innate 

regional sensibilities facilitated ease of transition from traditional expectations to the 

anticipations of a new generation of writers for a theatre seen as progressive and modernist. 

However, before the introduction of literary writings for the purpose of presentation on a 

theatre stage, theatre itself already existed in the public domain. This theatre had no 

pretensions of, or inclinations toward, literary substance. 

Entertainment was the sole motivation to captivate an audience that was largely 

without the advantage or likely prospect of receiving a proper education. Regional 

sensibilities of performers or spectators had no role to play in the pioneering of distinctive 

forms of theatre that in time would develop into a style of theatre that could be termed truly 

modern. Ethnicity played the major role in this theatre, since many theatrical forms were of 

predominantly Malay origin as developed by indigenous Chinese at the peak of a new 

colonial age of Dutch administration. 

Throughout this chapter there has been attention drawn to Western theatre taken from 

Indonesian perceptions, to uncover the genesis of modern Indonesian theatre. Indonesian 

perceptions of their theatre clearly recognise the influence of, and the confluence with, theatre 

of the West. This chapter has given testimony to this fact by putting forward evidence based 

on the dramatic literature and practice of Indonesian theatre during the period of the "new 

Literati". 

With respect to Western perceptions of this modern theatre, a distinctly different set 

of values needs to be applied within an Indonesian context to reach an understanding of the 

theatre's diversity of directions and variable denominators of cultural sensibilities. Critical 

analysis by the comparative method is one means employed when reaching into the modern 

theatre of Indonesia. 
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ENDNOTES FOR CHAPTER 2 

The entertainment value of wayang kulit and its meaning to its audience is well described by Keeler 
(1987), particularly in Chapter 8, "The Pleasures of Performance" (pp.202-242). Groenendael (1985) 
provides an academic overview of the role of wavang kulit in Indonesian-Javanese society. Hatley 
(1985) chose to concentrate on the popular folk theatre of ketoprak for a Ph.D. thesis (unpublished). 
Her earlier works on traditional performing arts (wayang, ludruk, ketoprak) and later publications on 
the theatre of Indonesia in general are recommended reading. Besides the brief accounts Hatley 
provides on ludruk, Peacock (1968) gives it detailed study from his perspective of ludruk as proletarian 
drama. 

2  The quotation used is taken from the headline of a press review in Kompas, 24 November 1999, 
following a performance at Gedung Kesenian Jakarta (the Jakarta Arts Theatre), or DKJ, 20 November 
1999. In Chapter 8, I elaborate on the traditional form of gambuh in the context of interculturalism. At 
this juncture, I refer to its prime use of bahasa Kawi (Old Javanese) and accompanying commentary in 
bahasa Bali (Balinese) as the language of performance. There is an apparent misconception in the 1999 
Direktori Seni Pertunjukan - Tradisional (Performing Arts Directory: Traditional) where it is stated 
that the dialogues use bahasa San gsekerta (or Sanskerta), which implies the Sanskrit language (p.66). 
For consistency of description for gambuh, and other traditional performance arts of Indonesia, I refer 
mainly to I Made Bandem & Sal Murgiyanto (1996), Jakob Sumardjo (1992) and Sedyawati (1981 
&1998). 

Sponsors of ritual celebrations employing wayang kulit of Java are described throughout Keeler 
(1987). There are many Western views on the wayang, particularly concerning its changing role and 
modernisation in society. The works of Moebirman (1960), Sears (1989), Lysloff (1993), McVey 
(1986) and Schechner (1993) are recommended for wider reference on wayang than is possible within 
the dissertation. McVey and Schechner provide an interesting reading on "The Wayang Controversy in 
Indonesian Communism" and "Wayang Kulit on the Colonial Margin" respectively. 

"Tan Sooi Beng (1993) provides a detailed account of bangsawan in a social and stylistic history of the 
popular Malay opera referring to it as an urban commercial theatre. He briefly describes the spread of 
its popularity that included Indonesia (pp.25-34). Sumardjo (1992, p.101) refers to the period of 
ban gsawan in Indonesia as masa perintisan teater modern (a pioneering period of modern theatre). In 
this chapter, I refer to ban gsawan briefly in historic context only. Linguistically, ban gsawan has two 
distinctively different meanings according to Echols & Shadily (1997, p.49). In the context of theatre, it 
is a "kind of drama, often with singing based on European or Arabian themes"; in a social application, 
it refers to "noble, of nobility." 

The quotation I use is taken from Ricklefs (1981) who includes within the period of 1900-1947 his 
chapters, "A New Colonial Age" (pp.143-154), "The First Steps Towards National Revival c.1900-27" 
(pp.155-171) and "The Pace Moderated, 1927-1942" (pp.144-184). 

6  If we accept Teeuw's opinion, then writers for the theatre in later periods, who shared affinity with 
Marxist ideology, may be identified as nationalists. Marxist leanings in their literature do not 
immediately infer they were members of PKI. There is a Western parallel where the writing of Brecht 
for the stage was steeped in Marxist ideology, although he was never a member of a communist party. 
One of his early plays, Mann ist Mann (1927), reveals that ideology. In fact, the aesthetic of his later 
theatre was in a form of socialist realism, which I draw attention to in Chapter 6 alongside Indonesian 
writers who were in fact members of PIU, but were also staunch nationalists in their own right. 

In July 1933, the publishing firm, Balai Pustaka, printed a new journal, Poejangga Baroe, motivated 
by Sutan Takdir Alisyahbana and Armijn Pane who became its first editors. Teeuw (1980, pp.49-51) 
describes Pudjangga Baru as playing a most important role in the development of modem Indonesian 
literature. But he notes that at the beginning of the journal's third year of publication, it was given an 
added title of "The messenger of a new spirit in literature, art, culture and the question of general 
society". The title was later changed to "The monthly journal of literature and language as well as art 
and culture" and then was expanded to become "The guide of the new spirit that is dynamic to shape a 
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new culture, a unified culture of Indonesia". Teeuw also suggests that although the meaning of 
literature (kesusasteraan) was narrow, that is, Pudjangga Baru was only limited to literary 
characteristics, it was tied in with politics. Ricklefs (1981, pp.81-82) describes Indonesian literature in 
the context of Poedjangga Baroe ('New Poet') as continuing "to stimulate and shape an ideal of 
Indonesian nationality that was devoid of any specific Islamic character." He refers to the editorship of 
the Minangkabau Takdir and the Batak Armijn Pane establishing literary, and linguistic standards for 
the language of Indonesian unity. Ricklefs (1981, p.82) claims there was a cultural debate pursued on 
the pages of Poedjngga Baroe with "Takdir urging modemisation (i.e. the adoption of Western ideas) 
as the essential part of the new Indonesian identity, while Sanusi Pane (Armjin Pane's brother) looked 
to pre-Islamic cultural values. No one seriously argued for an Islamic basis to this new culture." Refer 
also to works of various writers in Kratz (2000) on the subject of Poedjngga Baroe, particularly 
Chapter 4 (pp.15-20), "Poedjangga Baroe", concerning the journal itself. 

8 Sita, in the Ramayana, represents all that is good in womanhood. Rama is the powerful warrior in the 
epic instrumental in saving Sita, his consort. He represents all that is good in manhood and in my 
opinion is characterised by Bujangga in Bebasari as a youth from a group of intellectuals. In the 
linguistic context, bujangga means a learned or wise person, a saga, scholar or a poet (cf. Echols & 
Shadily, 1997. p.92). Personal statements made on the drama are the result of my own reading of the 
text, Bebasari - Toneel Dalam 3 Pertundjukan (Bebasari - A Play in 3 Acts) in the publication dated 
April 1953. 

Teeuw (1980, 165-169) in his writings on H.B. Jassin describes him as a "guardian of modem 
Indonesian literature (penjaga kesusasteraan modern Indonesia). He was one of Indonesia's foremost 
literary critics. Since the 1930's, he began documentation of literature in all its media forms, published 
and unpublished, including personal letters and photographs. At the beginning of the 1940's he worked 
with the publishing firm, Balai Pustaka, and in 1952 began teaching in the Faculty of Literature at the 
University of Indonesia. On 28 June 1978 the Yayasan Dokumentasi Sastra H. M. Jassin (The H.B. 
Jassin Foundation of Literature Documentation) was formalised. On 30 May 1997 the Mayor of the 
Special District of Jakarta, Mi Sadikan, inaugurated the Pusat Documentasi Sastra H. B. Jassin (H.B. 
Documentation Centre of Literature) or PDS H.B. Jassin at Tanwn Ismail Marzurki (TIM) in Jakarta 
where it remains today. 

10  The copy I obtained of Sanoesi Pane's Airlangga from the H. B. Jassin Centre of Literature 
Documentation was published by Balai Pustaka in Indonesian in 1985, not in 1987 as according to 
Sumardjo (1992, pL370). In the edition is noted that it was translated by Das Chall and that it first 
appeared in Timboel in the Dutch language, but there are no dates of the translation or the time it was 
serialised in the Dutch journal. 

11  Teeuw (1980, p42) describes the three-part proclamation containing the three aspirations (tiga cita-
cita) of the Youth Pledge in this Indonesian edition, Sastra Baru Indonesia I, translated from the 
English edition (1967) with the original title, Modern Indonesia Literature I. 

12  Although Sumardjo (1992) provides an account of the Pujangga Baru in the context of developments 
in modern theatre of Indonesia, it must be understood that members of the "New Literati" were not 
solely writers for the stage. There is a distinctive phenomenon in Indonesia whereby writers diversify 
in their literature and often are celebrated primarily as authors of essays, short stories, novels and 
poetry, rather than playwrights. Teeuw (1980 & 1989) provides extensive readings on the Pujangga 
Baru. In the Indonesian editions of his work, Teeuw distinguishes between Pujdangga Baru and 
Pujangga Baru in the index (p.309) in both editions I & II. Teeuw (1980, p.50) refers to Pudjangga 
Baru as the literary magazine in Indonesian, first published in July 1933 and approximately one year 
after the magazine Timboel in the Dutch language. Kratz (2000) devotes a chapter, "Poedjangga 
Baroe" (pp.15-21), on the "New Literati" in an essay written by Armijn Pane. In parts of the 
dissertation, I draw on both sources to stress the importance of literature in the theatre. 

13  As a heroic symbol of Indonesian legend, the story of Damar Wulan is kept alive through the play of 
Saini KM titled Darmarwulan written in 1995. He was the antithesis of Ken Arok whose rank as 
penjahat (a felon) rose to that of king Singasari. That is according to Saini K.M. in his play Ken Arok 
performed in 1987. Despite variation or interpretation of historic accounts or variants in form and style 
of literature in the stage literature through the story of Ken Arok, all writers ultimately reach the same 
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goal of exposing Ken as a legendary felon. In this instance, I refer to versions of the legend for the 
stage by Muhammad Yamin (Ken Arok and Ken Dedes) 1928, Slamet Muljana (Ken Dedes) 1951, and 
Saini K.M. in 1987. It is the style of language and the levels of 'theatre' skill as writers of dramas that 
are at variance that I describe briefly later in the dissertation. 

14  There are opinions of others that Riau Malay, not Minang Malay, was the basis of the standard 
language, and then only in the form introduced by the Dutch linguist, von Ophusen. I have taken the 
opinion of Ricklefs (1981, p.176). 

15  Sumardjo (1992, p.244) is not only referring to Sanusi's two plays, Airlangga and Kertajaya (both 
written in Dutch) as well as Muhammad's Ken Arok and Ken Dedes, but to his other later plays written 
in Indonesian that I discuss later. He described these plays of the Pujangga Baru as "emphasising more 
the style of their literature (closet drama) than their dramatic value." 

16  Sumardjo (1992) provides a Kronologi Dafter Sastra Drama (Chronological List of Drama) from 
1893-1988 (pp.369-386) in which he lists Kwee Tek Hoay's translation of Shakespeare's Romeo and 
Juliet (p.372). The list reveals the names of Chinese writers who were more prolific than indigenous 
writers for the period of 1928-1934 during which the "New Literati" were active. In fact, Sumardjo 
does not list the appearance of Muhammad Yamin's Ken Arok and Ken Dedes in 1928 when it was 
performed at the Youth Congress, but records it in 1934 (p.371). With the exception of Sanusi Pane's, 
Manoesia Baroe (Manusia Baru) in 1940 (p.372), no further dramas of the founding members (Sanusi 
and Muhhamad) of the "New Literati" appeared after 1932. This is the date listed by Sumardjo (1992, 
p.371) for Muhammad's Kaloe Dewi tara soedah berkarta (When the Counterpart Goddess had 
Spoken). In Chapter 3, I discuss the acumen of the Chinese in theatre practice. 

17  Romeo and Juliet have their counterparts in Chinese legendary stories; one most famous is the story 
of Sampek and Engtay who also take their own lives, their love denied by parental and social pressure. 
A version of the story became the subject of a play written by Nano Riantiarno, Sampek Engtay, and 
performed by his renowned Teater Koma in Jakarta during November 1988 with an overwhelming 
response from the audience. I describe the social and political effects of this performance in Chapter 6. 

' The brief description of Manusia Baru is my translation taken from the Indonesian edition (1980, 
p.49) Sastra Baru Indonesia I of Teeuw' s (1967) Modern Indonesian Literature I. Teeuw continued to 
describe Sanusi's play as exhibiting tangible realism and a proclivity having more depth toward a 
current problem (masalah hangat). He describes the problem as aktuil (actual). 

19  My translation of the last lines spoken by the character, Rajendra, is taken from the first printed 
edition of Manusia Baru published in 1974. 

20  In August 1933, Soekarno was arrested by the Dutch, according to Ricklefs (1981, p.180), without 
public trial, and exiled on the island of Flores, but in 1938 was "moved to more comfortable 
circumstances in Bengkulu (South Sumatra)." Specific documentation of Soekarno's involvement in 
the theatre is unable to be uncovered, but there is evidence that he was part of a sandiwara (drama) 
group while in Bengkulu. In archival records there is evidence of the group's existence in Bengkulu 
shown in film documentaries on Indonesian television to celebrate the 100th  anniversary of his birth 
held on 6 June 2001 and the occasion of his death (1970) held on 21 June of that year. 

21  Expressionism was a movement against prevailing impressionism when the reality of the artist was 
effected inwardly and was first seen in Germany around 1910. The expressionist writers in Germany 
were mostly poets, their dramatic works for the stage usually became too personally indulgent as did 
the over-concentration of the central figure, the author-hero, whose reactions are expressed before the 
audience without an emotional response from the actor. Indulgence of that kind eventually caused a 
collapse of the movement. This brief explanation of expressionism is taken from more extensive 
personal notes I use as a teaching aid for students of the theatre. The source of origin for my notes and 
for endnotes 24, 26 & 27 is Hartnoll (1998). 

22  The plays of Strindberg were among eighty-nine works of drama translated by Asrul Sam listed in 
Ajip Rosidi (1997, pp.306-308). Several of these have been introduced into the repertoire of prominent 
theatre groups and are popular fare for regional theatre groups. Sang Ayah, for example, was performed 
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by Teater Populer in October 1969, directed and acted by its founder, Teguh Karya. In a later chapter, I 
discuss the role of Asrul Sam toward further developments in modem theatre of Indonesia, particularly 
in the context of Western influence. 

23  Mahammad Yamin later became one of the most radical of Indonesian leaders, anti-Dutch and anti-
fascist and therefore against Japanese fascism in the cause of nationalism. In 1937, he joined Gerindo 
(Gerakan Ralcyat Indonesia), the Indonesian Peoples Movement. Despite his strong anti-Japanese 
sentiments, Muhammad joined the Japanese-formed Investigating Committee for preparatory Work for 
Indonesian Independence (Badan Penyelidik Usaha Persiapan Kemerdekaan Indonesia) in 1945. He 
was advocate of a Struggle Union (Persatuan Perjuangan) of 1946 in its demand for 100 percent 
independence. In the same year he became Minister of Justice and later Minister of Education. 
According to Ricklefs (1981, p234), Muhammad Yamin was sympathetic to PM. Refer further to 
Ricklefs (1981) and to Legge (1972) for more general accounts of Muhammad Yamin' s political 
career. 

24  The German literary movement, Sturm-und-Drang, flourished in the 1770's; characterised by 
extreme romanticism. Its major proponent was the young Goethe as well as Schiller. Writings of 
Goethe spanned a century in the history of German literature during which time his development 
moved from rococo to romanticism with early leanings toward symbolic realism. 

25  A translation of Goethe's Faust (1808) by Abdul Hadi W.M. is held at Pusat Dokumentasi Sastra 
(the Documentation Centre of Literature) of H. B. Jassin in Jakarta. Performances of Faust were a 
collaboration of the Goethe Institute, mainteater and Allasansi Panggung Independen Bandung 
presented in Bangung during October 2001 and in Yogyakarta, Surabaya and Jakarta during November 
2001. The only other account I have of a work of Goethe is the verse drama, Egmont (1788), performed 
by Studikiub Teater Bandung (STB) in 1982 titled Kuda Perang (War Horse) with the mise en scene of 
a Javanese kingdom. 

26  The movement of naturalism began as a result of the revolt in the late 19th  Century against the 
artificiality of contemporary forms of playwriting and acting which was the stamp for instance of the 
selective realism of Ibsen. It was taken further in development to the epitome of the movement in 
Strindberg' s play Miss Julie (1888). But it was in the work of Stanislaysky with which it attained world 
recognition, particularly with his production of Gorky's The Lower Depths (1902). In the context of 
developments in modem theatre of Indonesia, Sumardjo (1992, p.369) lists a performance of Ibsens's 
The Enemy of the People in 1923 translated by Ang Jan Goan as Moesoenja Orang Banjak (Musuhnya 
Orang Banyak). 

The movement of realism in the theatre at the end of the 19th  Century replaced the "well-
made-play". It dismissed the histrionic acting of that period which imitated in speech and action the 
social and domestic traumas of daily life. The actor within this form moved naturally in the scenery 
reproduced in honest detail in the actual visual environment of those people it represented. Realism 
began with Ibsen and upset the theatre establishment when demanding a new type of actor for the new 
eclectic plays. This Stanislaysky achieved through his own system and later by those advancing 
naturalism, which was the logical progression from realism. 

27  Symbols have been used on the stage since the earliest times. Much of the Elizabethan stage furniture 
for example was symbolic. Symbolism however is to be found as an abstracted form, not so real but 
implied, in Chekhov, Strindberg and Ibsen. But symbolism as a conscious 'art-form' was conceived as 
a reaction against realism. For example, characters have no personality of their own, but are symbols of 
stage role's inner life. This aspect was intensified in the early plays of W.B. Yeats (1865-1939), the 
Irish poet and playwright who began his literary career with the writing of verse plays. Yeats possessed 
a cerebral sense of nationalism that was combined in his poetic dramas with exotic overtones as he 
drew from sources of heroic legends infused with mystical experiences of Celtic folklore. Jim Lim (Jim 
Adhi Limas) directed and acted in two of Yeats' dramas for Studi Klubtheater Bandung (STB) during 
1958, the first year of STB's inception. His titles were Arwah-arwah (Purgatory) and Di Pantai Baile 
(On Bailles Strand). In Chapter 5, I discuss this visionary theatre group and describe several of its 
performances. 

28  In his essay, "Pen garuh Teater Tradisional pada Teater Indonesia" ("Influence of Traditional 
Theatre on Indonesian Theatre") in Awuy (1999, pp.263-283), A. Kasim Ahmad includes a section 
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titled "Masa Transisi Kehidupan Teater Indonesia"("The Transitional Period in the Life of Indonesian 
Theatre") referring to ban gsawan and its hybrid forms. He discriminates between Western theatre 
(teater Barat) and theatre of the West (teater "baral") describing the latter as theatre from another 
culture (teater dari budaya lain). "Transitional theatre (teater transisi) enters a traditional theatre group 
but with a model product already having imported technical elements of theatre of the West (teater 
"barat")", according to A. Kasim Ahmad (1999, p270) 

29  From the tenor of Saini K.M. ' s remarks in the preface to his play Ken Arok, it would appear that he is 
addressing a foreign reader rather than an Indonesian. Furthermore, in his reference to dramatisation of 
historic events by writers in Western countries received and valued for its literature, Shakespeare could 
well be his referent in this instance. 

30  In his essay referred to in endnote 28, A. Kasim Almiad includes a section (pp.270-271), "Sastra 
Drama Teater Indonesia" ("Drama Literature of Indonesian Theatre"), referring to the history of non-
traditional theatre starting when Roestam [Rustam] Effendi wrote Bebasari. According to him, the birth 
of the Youth Pledge (1928) clarifies the start of a modern theatre. After Rustam, Sanusi Pane and 
Muhammad Yamin were the writers of drama literature at the start of the period of the Poejangga 
Baroe [Pujangga Baru], the "New Literati". 
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Figure 2.1. The dalang 
manipulates the puppets 
of Hanuman and a giant 
(raksasa) in a wayang 
ku/it performance. Below 
the game/an players of 
the shadow play theatre. 
Source: Edi Sedyawati 
(1998). 

Figure 2.2. A wayang 
ku/it performance from 
Yogyakarta. From left to 
right are the puppets, 
Kumbakarna, Wibisana 
and Rawana. Source: 
Soedarsono (1984). 

Figure 2.3. A scene from 
Dagelan Ketoprak 
Matarwn in the popular 
ketoprak theatre. Source: 
Edi Sedyawati (1998). 



Figure 2.4. A 
scene from 
Ketoprak 
Ongkek in 
Yogyakarta. 
Source: A. 
Kasim 
Achmad 
(undated). 

- 

Figure 2.5. A ludruk performance by 
Gerna Tribrata in Surabaya. Below 
are male performers dressed as 
women. Source: Edi Scdyawati 
(1998). 

36 
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Figure 2.6. Balinese 
gambuh (1975) with the 
role of Prabangsa 
danced by I Wayan 
Dibia. Source: 
Soedarsono (1984). 

Figure 2.7. "Gambuh Macbeth, Macbeth 
c;a,nhi,h". Source: Koinpas, 24 November 
(1999). 



CHAPTER 3: A PERIOD OF EXPLORATION 

THE THEATRE OF MALAY PREDOMiNANCE AND CHINESE ACUMEN 

For, seeing that, which they do, is not done to 
Circumvent, but to Represent, not to Deceive others, 
but to make others Conceive. 
(Sir Richard Baker - Theatrum Triumphans or A 
Discourse of Plays) 

Indonesian scholars, writers of the theatre, and even theatre practitioners themselves, 
have tended to compartmentalise periods of theatre development, especially during 
developmental stages of modem theatre, a process I have argued against in the previous 
chapter. In this chapter I have found it necessary at times to use certain compartments, not 
particularly of a fixed period, but of a time range within a period. I have chosen this course of 
analysis for the reason that certain theatre groups begin to appear for the first time in 
developments of a modem theatre as a result of Malay and Chinese pioneering a modem 
theatre. The time, place and events of these groups, recorded in available sources, are often 
difficult to determine with accuracy. Throughout this chapter, I provide documentation 
researched through the best resources at my disposal. 

Initially, theatre groups were identified mainly through their style of performance; in 
this chapter we meet with groups that are identified with a distinctive name. During 
developments in modem theatre of Indonesia, predominant use of the term "group" (grup) 
enters the theatre vocabulary. A theatre group may invariably be described as kelompok, 
rombongan, perkumpulan, perhimpunan, golongan, all meaning one and the same thing. 
These descriptions depend on the writer's contextual association with the theatre and personal 
idiosyncrasy. Throughout the history of developments in modem theatre of Indonesia, the 
generation of a theatre based on "theatre groups" has become a distinctive phenomenon 
generally referred to as group theatre. 

I have identified none during the period of the "New Literati"; theatre groups were 
apparently not a phenomenon of that period. If specific groups did exist to perform the dramas 
at that time, there is no documentation found in any of the sources researched for this 
dissertation. According to Jakob Sumardjo (1992, pp.125  & 245), dramas of the "New 
Literati" and other dramas written at the time (those in Indonesian) were performed by 
amateur groups), groups of educated youth and intellectuals, very different from theatre 
groups I discuss in this chapter.' 

The term "company" is not used in a modem theatre vocabulary of Indonesia even to 
this day, although in this chapter I identify groups that were company-based as commercial 
theatre enterprises. If the term company were to be used it would have a Western connotation 
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implying the existence of a professional theatre as a "business enterprise" with artists and 

staff in full-time employment. 

Nevertheless, the modern theatre in Indonesia did discriminate between amateur and 

professional status during its explorative period. Theatre groups that infiltrated Java and 

Sumatra from British Malaysia were both professional and full-time, living off their earnings 

from their craft. Entrepreneurs saw a potential source of profit in popular entertainment in the 

theatre forming groups that were independent and self-sustaining. This at least was the 

tradition of the Malay bangsawan genre, an exception to the rule for the theatre (and 

performing arts generally) in Indonesia.2  

This genre of theatre did not carry with it aristocratic (or intellectual) pursuits despite 

being termed Teater Bangsawan by Jakob Sumardjo (1992, p.101).3  It was not a theatre 

comprising nobility or aristocrats (bangsawan), but rather one comprised of youth aspiring for 

the attention of an aristocratic audience before it even reached the shores of the Dutch East 

Indies. Its pursuits were purely popular entertainment. 

The island of Penang in the Malay States was the place of origin of bangsawan when 

a performing group came from India in the 1870's. According to Sumardjo (1992, p.103), that 

group was named Wayang Parsi (traditional performance of the Parsees) by the local Malay 

inhabitants. The language of the Parsee theatre was Urdu. Apparently they met with good 

response in Penang, but after many years returned to India. They left behind a legacy of stage 

paraphernalia that was purchased by a wealthy Penang trader, Mohammad (Mamak) Pushi. 

He and his cousin, Bai Kassim, used the basic stage properties of the Parsees to form 

the first Malay theatre group in the style of bangasawan (c. 1885) naming it Pushi Indera 

Bangsawan Penang. They also adopted idioms from the original style as well as the tradition 

of using entirely a group of teenage boys, thus sharing a distant kinship with the Elizabethan 

theatre.4  During later developments of bangsawan, the role of the "primadonna", the woman 

as star of the stage, became a phenomenon peculiar to theatre groups generated from the 

theatre of bangsawan. But Sumardjo (1992, p.1  03) noted that although the members of 

Pushi's Indera Bangsawan of Penang originally consisted entirely of men (lelaki), one 

woman who shortly thereafter joined the group, Cik Tot, immediately became the theatre's 

primadonna (primadona). The rise and demise of stage primadonnas was at the centre of both 

generation and degeneration of commercial theatre groups of bangsawan style that later rose 

to prominence in Java.5  

It is important to understand that bangsawan began as a popular theatre style 

performed in cities for a city audience. It was not a result of a theatre influenced by traditional 

performing arts peculiar to the regions. As a non-traditional form it was a modern theatre 

form with an entirely different set of expectations than those that marked traditional 

performances. Ceremony was not at the core of performance, nor was bangsawan particularly 
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associated with ceremonial events like birth, marriage, circumcision or ruwatan (an occasion 
of spiritual cleansing of a person or village); bangsawan was purely an entertainment unlike 
the traditional performances of Wa yang forms. Nonetheless, on these occasions, spectators 
were free to come and go at will and were not required to pay for admission but enjoy the 
performance as an entertainment.6  

Western theatrical influences on the bangsawan, for example, are the use of a 
proscenium arch, distinctly separating the audience from the action, and a raised stage. There 
was mis en scene (a stage setting) complete with simple drop scenery and stage wings in a 
building especially fitted out to accommodate its mechanisms. Malay attire was worn in the 
Malay bangsawan, and regional attire used when it came to Indonesia. The audience bought 
tickets for admission to an entertainment that was based on a story without a written text, but 
improvised around the story. 

As an indication of the overall scenario of bangsawan theatre that developed in 
Malaysia and North Sumatra, Sumardjo (1992, p.105) provides the following description of 
the elements of bangsawan.' 

The story of the play consists of many episodes with the result that it ran 
rather awkwardly. 
The fundamental substance of the story is spiced with elements of 
humour, farce and melodrama. 
Forty percent of the story's substance consists of old Malay events or old 
local stories, while thirty percent of its substance consists of stories 
newspaper or popular novels, and ten percent is taken from Arabic, 
Hindu, and Chinese stories. 
The presentation of the story always has a pattern that is the same or 
resembles the pattern. 
The main part of the setting of the story is from the domain of kings and 
nobility. 
The story always has a didactic purpose, instructing its audience while 
providing it with [behavioural] models. 
Characters who are presented are characteristically "stock-Type", 
namely, there always has to be the character of a young man as the hero, 
the couple, the woman who signifies the "Spirit of the Stage", the clown, 
and the evil one, or the antagonist, in the form of Jin Afrit. 
Acting on the stage is undertaken through means of improvisation based 
on the important story line that is provided before [the performance] by 
the leader of the bangsawan group. 
The performance is a mixture of dialogue, singing and dance.' 

Cerita lakon terdiri dari banyak episode sehingga berjalan agak lamban. 
Unsur cerita pokok dibumbui dengan unsur-unsur farce dan melodrama. 
Cerita pokok 40% terdiri dari hikayat-hikayat lama Malayu atau cerita-cerita lama setempat, 
sedangkan 30% terdiri dari cerita-cerita sezaman yang terbetik dari berita-berita surat kabar atau 
roman-roman yang populer, dan masing-masing 10% cerita diambil dari Arab, Hindu serta Gina. 
Penyajian cerita selalu mempunyai pola yang sama atau mirip. 
Setting cerita sebagian besar dari lingkungan raja-raja dan bangsawan. 
Cerita selalu memiliki tujuan didaktis, men gajar, memberikan teladan kepada penontonnya. 
Karakter-karakter yang disuguhkan bersifat "stock-Type", yakni selalu harus ada tokoh anak 
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Apart from the substance of stories noted above that included a large part of stories 

from the treasure of Malay tradition and foreign stories, other foreign stories were often 

"Malayanised". According to Sumardjo (1992, p.106), these included interpretations of 

Shakespeare's Hamlet and The Merchant of Venice, which was given the title of Saudagar 

Venesia, or Saudagar Shailok. 8 

Musical accompaniment was not played on traditional instruments (Malay or 

Indonesian); instead modem musical instruments such as violins, the piano accordion and 

guitar were used. Language was flexible, able to suit the palates of an audience by use of 

marketplace or high Malay. Application of the form of language was required to 

accommodate socio-linguistic norms, depending on the prevailing social environment, 

whether playing before members of nobility or the public in general. Language skills 

normally varied in terms of a group's own social ranking, whether professional or amateur. 

Initially, Pushi and Kassim had great expectations for the social ranking of their 

Indera Bangsawan, intending it to be localised in circles of the upper class. This did 

eventuate, but not in the sense that it became an elite theatre for the educated minority or the 

Malay literati; in fact quite the contrary was the case. According to Sumardjo (1992, p.103), 

"Wayang Parsi was oftentimes invited to enliven a kenduri, a Muslim ritual feast in the 

homes of people of noble birth (orang-orang berbangsa)". Although Sumardjo gives a partial 

explanation of the interpretation of the theatre group's name, Indera Bangsawan, in the 

context of the nobility, the name Indera itself is of interest. It can be understood both as the 

name of the Hindu god Indra, king of heaven, and so associated with the nobility, and as a 

term referring to the "five senses". 

Alertness of all five senses of Indera Bangsawan meant that their performance skills 

would please their noble patrons since this group was a professional group whose goals 

included attracting money from its audience. As a professional group, there is no doubt that 

the members would have been well trained and strict. The appearance of Indera Bangsawan 

received a good response from Malay society and when travelling to Singapore and the 

regions of Sumatra. Here there was already an opposition bangsawan group, an amateur 

group led by Mamat Masyhur, who, according to Sumardjo (1992, p.103), were an 

association (perkumpulan) of bangsawan invited to Sumatra by the Sultan of Deli (Medan), 

North Sumatra. 

It is surprising that Indera Bangsawan succeeded in a way that was professional. It 

was an all-male theatre group of youth still in their teens. As Sumardjo (1992, p.103) 

muda sebagai pahiawan, tokoh pasangannya seorang gadis yang menjadi Sri Panggung, tokoh 
penjahat atau antagonis berupa fin Afrit. 
Perinainan (acting) di panggung dilakukan secara improvisasi berdasarkan garis besar cerita yang 
telah diberitahukan sebelumnya oleh pimpinan bangsawan. 
Pertunjukan merupakan campuran dialog, nyanyian dan tarian. 
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states, "not even one of the theatre's membership came from the circle of the nobility". 
Apparently the lack of an educated elite dictating artistic practice in their theatre was amply 
compensated by the expertise of Mohammad Pushi, a skilled theatre practitioner capable of 
managing a commercial theatre, who led the troupe on tours through Sumatra, finally 
performing in Batavia (now Jakarta). 

While we know that Indera Bangsawan toured regions of Sumatra followed by their 
appearance in Batavia, records of that period are insufficient to tell us more about the 
theatrical practices of Mohammed Pushi and his troupe. With the exception of Sumardjo 
(1992, pp.102-107), there are no other Indonesian accounts I have uncovered adding more to 
the details he provides. Therefore, we are left with the deductions from readings of 
Sumardjo' s account, which itself does not follow a strict chronological pattern of modern 
theatre developments during the explorative period. His account mixes Pushi's Indera 
Bangsawan with other later theatre forms of bangsawan influence that I choose to describe 
separately in this chapter. 

While in Batavia, Pushi's theatre group apparently dispersed (bubar) as the evidence 
shows that a merchant named Jaafar bought the theatre's equipment (cf. Sumardjo 1992, 
p.lO3). Sumardjo suggests that apparently the use of bahasa Melayu Tinggi (high Malay) and 
Malay song and dance did not suit all the audience in Java. In my opinion, there may have 
been other reasons, since the scenario of bangsawan I have described above appears to have 
an overall entertainment substance fitting the cosmopolitan audience of Batavia at the turn of 
the century. The pioneering period of bangsawan theatre ended in 1902, according to 
Sumardjo (1992, p.101), a period of forty years if we follow his periodisation. However, 
Sumardjo does not specifically mention the dispersion of Indera Bangsawan in that year.9  

Despite the disintegration of Indera Bangsawan in Batavia, apparently the reception 
of bangsawan in regions of Sumatra was more enthusiastic. I have already noted the presence 
of an amateur bangsawan group in Deli. Furthermore, Sumardjo (1992, p.1  04) stated that the 
theatre of bangsawan was a constant delight in Sumatra adding that a group was developed in 
Deli calling itself Indera Ratoe Opera. 

Malay traditions were already very strong in regions of Sumatra attested through a 
history of political contact and geographic proximity with Malaysia across the Straits of 
Malacca. Regional languages of Sumatra, such as that of the Minangkabau people, shared an 
affinity with Malay. In the previous chapter, I referred to the writer, Muhammad Yamin, 
whose Minangkabau language was closest of all in the archipelago to Malay/Indonesian.10  

Not only was the Malay language a predominant influence, but also the stories were 
of cross-cultural influence. Sumardjo (1992, p.106) writes, 

That the mutual influence between the theatre of Indonesia and Malaysia at 
the starting periods of the growth of both countries is very strong can be seen 
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from an understanding of the stories Nyai Dasinw, Siti Jamilah 
(Minangkabau), Penyamin Budiman (Java) in the bangsawan theatre.11  

Nonetheless, Sumardjo (1992, p.1  07) later claims that although bangsawan developed 

many other forms of theatre in Indonesia, just the opposite occurred in Malaysia, there it kept 

on developing in an undeviating line. There was very little influence of new theatre in 

Indonesia on the further development of bangsawan in Malaysia. 

Sumardjo' s claims are not unexpected. As an imported (foreign) form of theatre, 

bangsawan brought with it a "modernity" as city theatre and a strangeness of theatre idioms 

that were an influence of the West. The overall scenario of bangsawan, as listed previously, 

was not able to be immediately (and directly) absorbed into the streams of cultural diversity in 

the performing arts of the regions. With the introduction of Indera Bangsawan, other 

directions of exploration were taken (simultaneously and later) to develop a new set of values 

for a modern theatre that an Indonesian audience could identify as their own property of 

entertainment. This occurred in the "many other forms of theatre" claimed by Sumardjo 

above who provides us with the periodisation of bangsawan in Indonesia from 1885-1902. It 

is these new forms of theatre that I will now begin to explore, which in fact were initiated in 

1891 if we also follow that penodisation of Sumardjo (1992, p.103). 

From the account I have given of the generation of a modern theatre in Indonesia 

through exploration of the Malay form, bangsawan, and the development of the first modern 

theatre group, Indera Bangsawan, clearly it is deficient in many respects. All accounts 

(Indonesian and others) of the presence of bangsawan in Indonesia suffer from the basic lack 

of sufficient documentation, resulting in varying opinions. In addition, it appears that 

thorough research (or consolidation of existing studies) has yet to be undertaken in order to 

uncover other sources of information, if indeed they exist. With respect to this criticism, I 

point to the extensive survey by Tan Sooi Beng (1993) and his account of the social and 

stylistic history of Malay Opera. His detailed study has in fact provided an insight into style, 

form, and content of bangsawan that more than likely approximates what Indonesian 

audiences witnessed in performances of Indera Bangsawan.12  

In Malaysia, the prominence of bangsawan remained in the 1970's and 1980's, no 

doubt due to its revival by the State through the implementation of the National Culture 

Policy (Tan Sooi Beng 1995, pp.l'75-lT7). Introduction of the Malay form of bangsawan into 

the Indonesian archipelago in the late 19th  Century was marked by failure of Pushi' s group, 

Indera Bangsawan, when it performed in Batavia. In addition, Sumardjo (1992, p.104) cites 

"Bahwa saling pengaruh mempengaruhi antara teater Indonesia dengan Malaysia pada zaman-zaman 
permuluaan pertumbuhan teater kedua negara sangat kuat, dapat dilihat dari pen gambilan cerita 
Nayai Dasimah, Siti Jamilah (Minangkabau), Penyamun Budiman (Jawa) dalam teater bangsawan. 
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another group, "Abdoel Moeloek", from Johor in Malaysia, which traversed the cities of Java, 
but was unsuccessful in attracting an audience.'3  (See figure 3.1). 

I have emphasised previously the circumstance under which bangsawan achieved a 
foothold in Sumatra, failed in cities of Java, but continued to flourish in Malaysia. In its 
native land, the Malay bangsawan in fact was the shifting point for future bangsawan forms 
of theatre in Indonesia. During 1903 in Kuala Lumpur, according to Sumardjo (1992, p.104), 
two groups of bangsawan theatre were formed by Kapitan Bacik. His groups were called Yap 
Chow Tong Opera and Yap Chou Chong Opera. Bacik was Chinese and a person of means 
who provided capital; the theatre artists of his group were Malay. After travelling throughout 
the Malaysia for two years they disbanded. 

These "opera groups" provided a model of importance in two aspects for further 
developments in modern theatre of Indonesia, both immediately and for the future. Firstly, 
bangsawan in Malaysia itself became known as "Opera", a term which also entered Indonesia 
in social circles of Chinese descendents (lingkungan masyarakat Gina peranakan) in Batavia. 
Secondly, the theatre would profit through Chinese acumen and their investments. Sumardjo 
(1992, p.101) noted the period of Teater Opera from 1906-1925, a period discussed later in 
the context of further development of theatre in Indonesia. 

In the context of both Malay and Indonesian theatre, there are connotations of 
additional interest in the contextual meaning of opera. Both countries experienced early 
Western influence that would have introduced various European opera forms in the theatre 
together with stage techniques of that theatre. Malaysia was under British control for most of 
the period from 1786-1963. The creation of the colonial states of the Dutch East Indies 
occurred between 1800 and 1910 and their colonial administration continued until occupation 
of the Japanese forces in 1942.' 

When the theatre properties of Mohammad Pushi' s Indera Bangsawan were sold in 
Batavia (c.1891), the Chinese or the Betawi people, the indigenous inhabitants of Batavia, did 
not buy them. They were sold to another entrepreneur, Jafaar, a Turkish merchant. This 
change of hands of theatre property began a new era for a modern theatre that became 
distinctly city-oriented with a fixed premise for performance and brought with it the 
introduction of stagecraft common to theatre of the West. Sumardjo (1992, pp.103-104) 
describes Jafaar as "Si Orang Turki" (the Turk) and notes that he established his group under 
the name of Stamboel (Stambul), thus immortalizing his birthplace, Istanbul, in the name of 
the theatre that he founded. 

Jafaar' s theatre proved to be more enjoyable than that of Pushi' s Indera Bangsawan 
with its stories of Malay origin. Sumardjo (1992, p.104) notes the stories performed by theatre 
Stambul were from the Middle East, Turkey in particular. Both Pushi and Jafaar's pioneering 
in Java of a modern theatre, in the form of bangsawan, brought with it new idioms of theatre 
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in episodic form of story telling interspersed with music, song, and dance. But their theatre 

still fell foul of its audience through its inability to relate to Betawi society. The theatre of 

Indera Bangsawan remained too "Malayanised". Or in the case of Stambul in Java, although 

conceived within the same theatrical idioms, stories had an Arabic aroma (berbau Arab), as 

Sumardjo (1992, p.106) expresses the atmosphere of its theatre. Despite the Malay music and 

song having been replaced with the popular Javanese kerongcon (music originating from 

Portuguese songs) and traditional or newly created dance, Stambul also failed to please its 

audience in Batavia. Concerning Jafaar's group, Sumardjo (1992, p.107) claims there is no 

further information, it remained in name only as Stambul, "but lived in a second Indonesian 

group, Komedi Stambul." 

Jafaar' s theatre, living on only in name in the chronicles of theatre history, is 

symptomatic of the notorious lack of attention to documentation in Indonesian theatre studies. 

Perhaps this lack is understandable from the standpoint that the theatres of ban gsawan did not 

deliver a new literature of the theatre that could be made the subject of critical reviews or 

studies. Story content was bland in the sense that it carried little substance of social or 

political significance. For the Dutch administration, it was easy to monitor and license since 

the presence of the theatre was limited to the major cities. The theatre of Pushi and Jafaar was 

not likely to subvert their drive to consolidate control over all regions. It was not a theatre for 

an educated elite, designed to play an activist role in the formation of a national culture, but 

rather for mass appeal as popular entertainment. 

There may be other reasons why Indera Ban gsawn and Stambul when appearing in 

Batavia did not receive the attention of a mass audience. Possibly these theatres lacked 

entrepreneurial skills and general business acumen required of commercial (professional) 

theatre groups, a trait later developed by their successors. Despite failure, Pushi and Jafaar 

pioneered the way for another group that would enjoy success. It was the theatre of August 

Mahieu that profited commercially through Chinese patronage and their business acumen. 

Sumardjo (1992, p.107) provides insight into the second of a "Stambul" group that 

was destined for success. Mahieu (1860-1906), was of mixed French and Indonesian descent 

(Indo-Perancis), born in Surabaya (1860-1906), established Komedi Stambul c.1891. In 

Surabaya, he succeeded in obtaining capital from a person of Chinese descent, Yap Goan Tay, 

and was assisted by a person named Cassim. Sumardjo (1992, p.107) notes that Cassim was 

said to have been: 

an Indonesian from outside the Indies, from across the sea, and perhaps 
he was Baai Kassim Pushi' s co-founder of Indera Bangsawan. There was that 
possibility, because after all of the theatre equipment of Indera Bangsawan 
was bought by Jafaar; perhaps Bai Kassim functioned as Play Director 
working for Jafaar. And after Jafaar' s group dispersed as well, then he joined 
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together with Mahieu. It is therefore not surprising if much substance of 
ban gsawan continued to survive in Komedi Stambul. 

From the very beginning of its establishment, Komedi Stambul performed a 
repertoire of extraordinary exoticism, ironically full of stories familiar in the West, but taken 
from legendary tales of the Middle East. These stories were for example, Aladdin and His 
Magic Lamp, One Thousand and One Knights, Ali Baba and the Forty Thieves, and Sinbad 
the Sailor. Malay stories no longer prevailed, but some substance of the Malay ban gsawan 
remained, apparently still able to please Indonesian audiences. Of long standing popularity 
with audiences in Malaysia, Sumardjo (1992, p.lOfi) notes the stories Jula Juli Bintang Tiga, 
Jula Juli Bintang Tujuh, and the classic Chinese story, Sampek Engtay, were very popular as 
well in Indonesia.'5  (See figure 3.2 & 3.3). 

Fantasy was the core of the stage presentation with appearances of rajas, princes, 
princesses, and the spirit of evil, the un. Far removed from the substance of the traditional 
performing arts, Komedi Stambul received a warm response from the people in Surabaya. The 
elements of this theatre were purely entertainment and escapist. Above all, the stories 
performed, those of the legends from the Middle East, created a power of attraction (gaya 
tank) of a spectacle in the form of fantastically embroidered bright and brilliant costumes", as 
described by Sumardjo (1992, p.108). He provides an insight into the elements of stambul as 
follows: 

The audience was prepared for the performance when the players 
introduced themselves one by one and explained the roles they would 
later play on the stage. 
Division of the play by acts or episodes was rather loose, and there were 
interludes added between acts that were filled with song and dance. 
These interludes in turn were filled even with demonstrations of the 
Tango, the Fox Trot, and the One [Two] Step, which were popular dances 
of that period.'6  
Because of the rambling way of the story, often a story had to be 
performed during two or three nights in succession. 
Happy or sad scenes experienced by a character were expressed not with 
dialogue, but with song. 

m Cassim mi sebagai "Indonesiers seberang ", mungkinkah Baai Kassim yang mendirikan Pushi 
Indera Ban gsawan of Penang? Ada kemungkinan begitu, sebab setelah semua pealatan teater Indera 
Ban gsawan itu dibeli Jaafar, mungkin saja Bai Kassim yang fiingsinya sebagai tooneel-directuer, 
bekerja kepada Jaafar. Dan setelah rombongan Jaafar bubar pu/a, maka ia meggabung pada 
rombongan Mahieu. Tidak heran jika banyak unsur teater ban gsawan yang terus hidup dalam teater 
stambul. 
IV  1. Sebelum permainan dimulai, para pelaku men genalkan diri terlebih dahulu di hadapan penontan, 

peran apa yang akan dimainkannya. 
Pembagian babak atau episode cerita dilakukan amat longgar, ditambah adanya selingan antar 
babak yang diisi dengan nyanyian atau tarian. Selingan mi kemudian diisi pu/a dengan 
demostrasi tango,fox trot atau onestep yang merupakan dansa populerpada zaman itu. 
Karena lambannya jalan cerita, seringkali sebuah cerita harus dipertunjukkan selama 2 atau 3 
ma/am berurut-turut. 

Adegan-adegan gembira atau sedih yang dialami oleh seorang tokoh diungkapkan bukan dengan 
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Success in Surabaya encouraged the theatre group to tour to other cities on the island 

of Java. Eventually, performances of stories from the Middle East reached a saturation point 

for their audience causing a reorientation of their repertoire toward presentations of a more 

realistic kind. Stories from popular novels of the period were a shifting point when focussing 

on more regional content in performances presented on stage. One sOurce of local content was 

the popular novel, Nyai Dasima, a classic Betawi story of the tragic life of the Javanese 

mistress of an English (or Dutch) colonial at the time of Governor General Raffle's 

administration in 1813.17 

Shifting from the usual repertoire of Komedi Stanbul did not meet with the 

expectations of its audience; their demands were for fantastic costuming on the stage, not 

clothes on the stage that were of everyday usage. It is clear that theatre audiences needed 

entertainment, to see and hear things that were not usual. Plainly, that shifting point was not 

to be of commercial value for the theatre if local content in stories staged did not please the 

audience. 

On that account, Komedi Stambul made an attempt to present the treasure of Western 

stories. And at this juncture we see direct reference to works of Shakespeare in the context of 

their performance by a specific group. This was not made absolutely clear by Sumardjo 

(1992, p.106) when he referred to Shakespeare in the context of bangsawan theatre. In his 

view (1992, pp.108 & 109): 

Komedi Stambul made an attempt to present Hamlet, Romeo and Juliet II ... ] 
The Merchant of Venice, and actually succeeded in restoring the audience's 
interest. Stories presented in performances of fencing and brawling with 
swords were especially liked by the audience." 

August Mahieu returned to Bumiayu, in Central Java during 1906 where he shortly 

died. Bai Kassim had already left Komedie Stambul and returned home to Penang in 1902. 

The loss of Mahieu meant the degeneration of Komedie Stambul and its ultimate 

abandonment. 

It seems symptomatic in the history of modern theatre in Indonesia that when the 

prime motivator of a prominent theatre group departs (or dies); the fate of the group is sealed; 

it is caused to fold. The effect of this is twofold at least; splinter groups of theatre are formed 

with new incentives and artistic fervour, or a member (or members) reform to regenerate 

former traditions of their theatre. At the same time, we should note that loss of a theatre group 

dialog tetapi nyanyian. 

Maka Komedi Stambul mencoba men yajikan khasanah cerita Barat, seperti Hamlet, Romeo and 
Juliet, [ ... ], Satoe Saoedagar dari Venetie, dan ternyata berhasil mengembalikan minat penonton. 
Terutama sekali cerita yang menyajikan permainan anggar atau perkelahian dengan pedang amat 
disuka penontan. 
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by name alone, once practising a distinctive style, does not necessarily imply loss of that 
style.'8  

Regardless of the loss of Komedi Stambul, a more lasting gain for the theatre was 
achieved through its pioneering of a modem theatre inasmuch as it left behind an indelible 
style as a theatre of the public domain of the cities on the island of Java. Dichotomously, the 
public was left without its comedy theatre entertainment, a popular form of comic 
entertainment that they had been accustomed to attending. There was public demand for its 
reinstatement, hence a residue of Mahieu' s performers dared to imitate the stambul style of 
his theatre. Consequentially, a number of new groups were generated that revived and 
advanced the stambul style of theatre. Sumardjo (1992, p.109) cites groups such as Komedi 
Opera Stamboel, Opera Permata Stamboel, Wilhemina, Sinar Bintang Hint/ia, Indra 
Ban gsawan and Opera Bangsawan; albeit a generation of new groups, but with some old 
names retained. Sumardjo (1992, p.109) observes several factors pointing to a shift of 
influence in the theatre destined to generate new form and content for a period of two decades 
after Komedi Stambul ceased to exist: 

Looking at the names of groups that used the word"opera" and "bangsawan", 
a conclusion can be adoted that the growth of new theatre in Indonesia at the 
start of this century [20 Century] cannot be separated from developments in 
Malaysia and Singapore. Both in Malaysia, Singapore, as well as in 
Indonesia, the theatre public were yet uneducated. At first, Indonesian theatre 
precisely emerged from ordinary circles of city people, not from circles of the 
educated. This is evident from existence in reality that in 1901, a Dutch 
journalist) and author, F. Wiggers, wrote a play titled Raden Beif Mas Surio 
Rerna. Apparently this work was not of relevance to theatre activities of that 
time. The play was printed entirely for the importance of literature. 
Intellectual activity was entirely separate from the life of the theatre of the 
period. 

There are several significant factors that we can draw from Sumardjo' s comments 
above concerning the theatre at the beginning of the 20th  Century. At the outset, it must not be 
forgotten that both bangsawan and stambul were performed without a written text; 
performances were improvised around the basic story line. Education created class distinction 
in countries (Indonesia and Malaysia) where there existed colonial rule or foreign governance 
that made differences between the European minority and the indigenous majority. On the 

VI  Men ilik nama-nama rombongan yang memakai kata "opera" dan "bangsawan", dapat diambil 
kesimpulan bahwa pertumbuhan teater baru di Indonesia pada pemulaan abad mi tidak dapat 
dipisahkan dengan perkembangan di Malysia, Sin gapura maupun di Indonesia, publik teater masih 
merupakan orang-orang kurang terdidik. Tearer Indonesia yang mula—mula justru muncul dan 
lingkungan rakyat kota biasa, bukan dari lingkungan kaum terpelajar. Hal mi nampak dari adanya 
kenyataan bahwa pada tahun 1901 seorang wartawan dan pengarang Belanda, yakni F. Wiggers 
menulis sebuah naskah drama dengan judal Lelakon Raden Beij Mas Retno. Naskah drama mi 
rupanya tidak ada sangkut pautnya dengan kegiatan teater pada waktu itu. Naskah drama tersebut 
dicetak demi kepenringan kesusastraan belaka. Kegiatian intelektual mi terpisah dengan kehidupan 
teater zamannya. 
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principle of divide and rule, the indigenous population itself experienced class distinctions 

based on a special form of education (Dutch) provided for the privileged few. 

Wiggers' play, although written in low Malay, the language common to bangsawan 

and stainbul, epitomised both the roles of the educated and a class society at the same time. 

According to Sumardjo (1999, p.219), it was the learned Wiggers writing a story that was 

"characteristically didactic about the danger of spoiling a child in the circle of kaum priyayi 

Jawa (a group of upper class Javanese)." Sumardjo was writing on the subject of "Teater 

Kaum Terpelajar" (Theatre of the Educated), at the same time pointing out that "concerns 

toward social problems of society were [becoming] most evident."9  

Theatre activities of the educated Dutch like Wiggers remained separated from the 

style of life that currently pervaded urban theatre. Collaboration between the culture of the 

colonists and the indigene was not on the agenda of the Dutch administration. Ironically, the 

Dutch were responsible for educating an intellectual elite (Indonesian) from which would 

develop a literary membership paramount in generating a new direction in the theatre. They 

were the "New Literati" I discussed in the previous chapter, several of whom had adopted the 

Dutch language for the writing of their dramas. Under the control of Dutch colonial rule, there 

was already an urban audience dedicated to the theatre. They were the uneducated majority 

who had patronised the theatre of bangsawan and stambul and were an incentive for the 

theatre to regenerate but still directed at providing a form of entertainment. 

Within this scenario, management and practices of theatre shifted into other hands 

and moved in a different direction. Performers of Mahieu' s former Komedi Stanzbul continued 

to work in society. In the circles of Chinese (Tionghoa) society in Indonesia, theatre activities 

also started to appear. The theatre that followed in the footsteps of Mahieu was ostensibly 

developed under gaze of the Chinese as stern critics, benevolent patrons, and also prolific 

writers. I have already noted that Yap Goan Tay, one of the founders of Komedi Stambul, 

provided capital for Mahieu' s theatre. 

Around 1908, a movement in the theatre began to appear initiated in the circles of 

Chinese society. According to Sumardjo (1992, p.1  10), a Chinese social group was looking 

for donations (derina) to produce a theatre performance. They succeeded, and out of their 

success was founded "opera derma" or opera anwi (charity opera); Tjoe Tee Hie was the 

Chinese name it was given. Opera derma performed old Chinese stories; the stage language 

was Malay-Betawi. It was an amateur group since its purpose was charitable. Most of its 

performers would have been amateur (unskilled) therefore likely incapable of improvisation 

on the stage without some form of a written text. For this reason, in 1912 began the stage 

practice (a new idiom) of writing scripts for opera derina to perform. The scripts were sold to 

the audience before the start of performance enabling it to follow the lengthy story line while 

the theatre earned some extra income from sale of the scripts. 
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Although of amateur ranking, opera derma introduced new idioms to the stage, not 

only the written text, but also the form of realism. These idioms had not been witnessed in the 
theatrical entertainments performed by ban gsawan and stambul groups of former periods. 
Sumardjo (1992, p.1  10) notes: 

Actually, texts were written not only concerning old Chinese stories, but in 
fact had the characteristic of realism, namely, depicting the condition [in 
contemporary] society of indigenous Chinese at the time, in order that [old 
Chinese stories] be taken as their model.' 1  

He refers to the first text that was found, Tjerita Harta yang Berbahaja (A Story of 
Dangerous Wealth), and notes that it was published by a Chinese organisation in Tangerang 
(on the outskirts of Jakarta). Sumardjo (1999, p.219) further writes: 

Old data concerning the text of a story of teater derma is the story edition, 
Harta yang Berbahaya [A Dangerous Possession] that was performed by a 
Chinese organisation in Tangerang. This story is characteristically didactic 
for the society of the indigenous Chinese and provides the background of that 
society's lifestyle as well. 

Sumardjo (1992, p.110) also says of the work that, 

[...] the pattern of opera derma can thus be ascertained. Opera derma 
imitates komedi stambul, that is, that is, the division into many acts, 
moreover, the story [of Harta yang Berbahaya] gives a full narrative analysis 
of a person as a baby up to the time he marries and becomes rich.lx 

Also elements of style of stambul were copied by opera derma such as the individual 
performer's personal introduction often in a somewhat long-winded and histrionic fashion. 
This raised voices among critics of the theatre in the opinion of Sumardjo (1992, p.1  11), 

Because the performance of opera derma were yet not far different from 
those of Komedi Stambul, groups of educated Chinese repeatedly criticised 
performances as not being art [••]( 

Theatre critics forcefully aired their dissatisfaction concerning current trends 
portraying classic Chinese stories using a form of theatre that was considered a foreign import 
and not a product of the indigenous population. The role of the theatre critic, the Chinese in 
this instance, played a major part in reshaping the form of theatre, especially with regard to 

VII Ternyata naskah-naskah tertulis mi bukan hanya men genai cerita lama Cina, tetapi justru bers (fat 
realisme, yakni men ggambarkan keadaan masyarakat Cina peranakan pada zaman itu, untuk diambil 
teladanya. 
Vni Data tertua tentang naskah lakon opera derma adalah terbitan lakon Harta yang Berbahaya yang 
dimainkan oleh sebuah organisasi Tionghoa di Tangerang. Lakon mi bersifat didaktis bagi masyarakat 
peranakan Tionghoa dan memberi latar kehidupan peranakan itu pula. 
IX  [•••] dapat diketahui bagaimana corak opera derma. Opera derma mi mirip dengan komedi stambul, 
yakni pembagian babak yang amat ban yak, bahkan cerita mi berisi beberan riwayat seorang bayi 
sampai dia menikah dan kaya. 

Karena pertunjukan opera derma mi tidakjauh berbeda dengan komedi stambul, maka golongan 
terpelajar Cina seringkali megecam pertunjukan-pertunjukan yang bukan "seni" [ ... ]. 
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the quality of the written text that was now a firmly established idiom in modern theatre. 

Among those critics were the journalists, Lauw Giok Lan and Kwee Tek Hoay Giok Lan, who 

both were writers for the stage from the early 1890's. Kwee Tek Hoay continued to write until 

1938. Among his works was a translation of Shakespeare's Romeo and Juliet in 1936. A 

version of this play had already appeared in the repertoire of MahieU' s Komedi Stambul. 

Although highly critical of the comedies of bangsawan and stambul, as the theatre 

groups of the uneducated indigenous population (bumiputera kurang terpelajar), Lauw Giok 

Lan respected their activities in the theatre. According to Sumardjo (1992, pp.11  1-112), he 

referred to them as the "Indonesian youth desiring to become student candidates of 

distinguished schools for Javanese doctors." Naturally, the Dutch administered these schools. 

Education, a new dynamic in Indonesian society, was not far from the reach of former 

members of bangsawan and stambul groups who were perhaps in the position to bring the 

Dutch language to the stage. Although Sumardjo (1992, p.1  12) is not clear what language was 

used on the stage, he comments on the potential quality of a theatre developing at the time: 

It is not clear if they [the students] performed works in the Dutch or the 
Malay language. Possibly the story text, like that written by F. Wiggers 
[1901], was performed by amateur groups of school students? But the 
direction of Lauw Giok Lan and Kwee Tek Hoay is clear. That is, the desire 
to raise the standard of a type of opera derma to become a theatre that is 
"somewhat intellectual", namely, performing based on a text, so that the 
performance was well regulated, well planned and orderly.0 

In contrast to a theatre of improvisation performed by Komedi Stambul, which 

entertained through popularised exotic legends and romantic stories, the theatre began to be 

directed by script-driven performance reflecting cultural reality through didacticism. 

Former staunch critics, now prolific writers, Lauw Giok Lan and Kwee Tek Hoay, 

established for themselves positions of power and prominence, at least through various 

amateur groups of teater derma. Texts for performance in the form of play scripts, and a drive 

for their publication, became a prerequisite in a fresh approach to theatre that introduced a 

new stage idiom, that of dramaturgy. The dramatist (dramawan) had been created for theatre, 

a phenomena that developed in the circle of Chinese intellectuals. 

Apart from their literary interests in theatre circles of Indonesian youth, interests of 

the Chinese also turned in the direction of literature in Western texts. Sumardjo (1992, pp.1  11 

&l 12) notes that Lauw Giok Lan translated Victor Ido's (Hans van de Wall) Karma Adinda 

(Karma Adinda) in 1913 as a text for the stage. The full title of the translation of that work is 

Karina-Adinda, lelakon Komedi Hindia Timoer dalam tiga bagian (Karma Adinda, an East 

Xl  Tidak jelas apakah mereka menwinkan naskah berbahasa Belanda atau berbahasa Melayu. 
Mungkinkah naskah lakon seperti ditulis oleh F. Wiggers itu dimainkan oleh rombongan amatur anak-
anak tersebut? Tetapi tujuan Lauw Giok Lan dan Kwee Tek Hoay jelas, yakni ingin menaikkan mutu 
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Indies Comedy in three parts). A relation of Lauw Giok Lan, Kwee Tek Hoay Giok Lan 
adapted in dramatic form a short story by Oppenhiem, "The False Gods" as Allah yang Palsoe 
in 1919. Sumardjo points out that these dramatists had used the introduction in their 
translation of the dramas to criticise the theatre of the day. in his chronological list of dramas, 
Sumardjo (1992, p.359) attributes the play, Karina-Adinda, to Lauw Giok without reference 
to its author, Victor Ido. But he acknowledges Oppenheim as the author of the story for Hoay 
Giok' s adaptation of The False Gods for the stage.2°  

Besides groups of opera derma, characteristically amateur, with their performing 
based on limited use of texts, professional Chinese theatre groups known as tjia im appeared 
for the first time during the first two decades of the twentieth century. The first was headed by 
Sim Tek Bie in 1911 and called Soei Ban Lian. The groups of tjia im are noteworthy for their 
fostering the 'star' system of the stage giving 'top billing' to the primadonna. In Sim's 
theatre, the star of the stage happened to be his wife, Teng Poi Noi, most clever at playing 
male characters in classic stories of China such as Sam Pek Eng Tay. (cf. Sumardjo (1992, 
p.112).21  Other professional Chinese theatre groups were established, Kim Bian Lian and Tjin 
Ban Lian for example, thus widening the choice of entertainment for city audiences, although 
it would be more than likely that those theatres were oriented more toward an indigenous 
Chinese audience. 

However, classic Chinese stories were not the sole property of any one group. They 
appeared in stambul as well as ban gsawan forms of theatre sharing a repertoire of stories 
taken from India, Persia, and Europe, and realistic stories (Nyai Dasima), as we know from a 
list of works presented by Oemarjati (1971, pp.25-27). Oemarjati has not been able to clearly 
articulate which group had proprietary right of performance of any one work, if indeed any 
such right existed in the theatre now that both professional and amateur forms of theatre 
existed.22  

This leads me to conclude that the choice of works performed was based on the 
degree of an individual group's practical theatre craft, its ability to perform works regulated 
by a text, and whether it still resorted to improvisation around an existing text. in all 
probability, particular works performed were those having audience appeal, dependent upon 
both the level of intellectual demand and the prerequisite for entertainment. In my opinion, 
this is not an unrealistic synthesis since the theatre had entered a commercial and competitive 
phase in an environment of heightening intellectual awareness in the theatre at the beginning 
of the 1900's. 

teater semacam opera derma menjadi teater yang "agak terpelajar", yakni main berdasarkan naskah, 
sehingga permainan reratur, terencana dan rapih. 
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Sumardjo (1992, pp.112-113) provides an overview of the decade of 1900-1910 after 

the theatre had already pioneered its way toward modernisation over a period of thirty years 

since the introduction of bangsawan in the 1870's. 

[ ... I apparently in the decade of the 1900's and 1910's many theatre groups 
sprang up, both professional and amateur. Amateur groups used written texts 
for performance while professional groups consistently worked like those of 
the period of Komedi Stambul. The intervention of the educated apparently 
took place in amateur groups, namely, with the preparation of drama texts 
that were more orderly. Also in circles of Indonesian intellectuals, who were 
pursuing knowledge in Dutch speaking schools, they were performing as well 
dramas based on texts that had a literary flavour. [...] 

The intervention of educated groups within professional theatre 
groups apparently only happened in the decade thereafter [the 1920's] . 

As I have so far outlined, the beginnings of a new theatre form in the large cities of 

Indonesia were commercially managed in a professional manner, first taking many of the 

elements of ban gsawan theatre that it imitated from wayang parsi theatre. There was not yet 

much substance of Western theatre, although I have described influences of certain idioms of 

theatre that had entered from the West. Those who worked in the theatre, and its audience, 

were not from circles of the educated, the intellectuals whose theatre was not commercial but 

amateur in status. The aspect of entertainment, the brilliance of spectacle with its costuming, 

the clowning, singing and dancing were still emphasised. The basic substance of the story was 

not so important with the result that the performance ran very awkwardly and at length so that 

a story was performed over several days. 

This was the theatre referred to by Sumardjo (1992, p.1  13) that "worked in Indonesia 

for approximately twenty years, after which the rise of complaint from interested intellectuals 

began." They were Chinese journalists, the two critics Lauw Giok Lan and Kwee Tek Hoay 

whom I discussed earlier. Sumardjo (1992, pp.1  13-114) summarises their effect on the theatre 

pointing to a resultant change of direction toward a new theatre form: 

Basically the two critics started from theatre idioms of the West that they 
read from books of its literature. And because the two figures [critics] not 
only provided criticism, but also worked in the capacity of filling the 
insufficiency, it can be said that since some eleven years, at the start of this 
century [20th  Century], new theatre obtained influence from elements of 
Western theatre. Influence of Western theatre idioms (whose dramatic 
literature could be read through literature or performances by Dutch amateur 

.1 rupanya pada dasawarsa 1900-an dan 1910-an banyak bermunculan rombongan-rombongan 
teater profesional ataupun amatur. Rombongan amatur mempergunakan naskah tertulis untuk 
pementasan sedang rombongan prof tetap bekerja seperti zaman Komedi Stambul. Campur tan gan 
kaum terpelajar rupanya terjadi pada rombongan amatur, yakni dengan men yediakan naskah-naskah 
drama yang lebih rapih. Juga kaum terpelajar Indonesia yang sedang menuntut ilmu di sekolah-
sekolah berbahasa Belanda, mere/ca mementaskan pula drama-drama dengan berdasarkan naskah 
yang berbau sastra. { ... ] 

Campur tan gan golongan terpelajar dalam rombongan teater prof rupanya baru terjadi pada 
dasawarsa sesudahnya. 
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theatre associations or Indonesian intellectuals) started to enter into a new 
form of theatre in Indonesia in an obvious way in 1925. 

Leaders of groups of professional theatre, that arose from circles of youth who were 
yet uneducated, such as Pushi, Jafaar, Mahuei, and Sim Tek Bie, possessed capital. They used 
their finance to develop a new theatre enterprise, the commercial theatre. What they thought 
about was the obtaining of theatre box office takings, according to Sumardjo (1992, p.114), 
not especially the standard of their theatre. 

In 1925, a person of wealth and educated, T.D. Tio Jr. or Tio Tik Djien from the 
school of trade in Batavia invested in a group he formed himself known as Orion. This group 
was not a special symptom of its time. Many other financed groups, which continued to 
follow the tradition of stambul and opera forms of the past, were also well known at that time. 
These included The Union Dhalia Opera, lead by Tengku Katan of Medan, and The Malay 
Opera of Malacca, led by Wan Yet in Malaysia and active since 1915. 

The form of theatre performed by Orion already began to imitate modem theatre in 
the West and its change of direction toward a new theatre form, when compared with its 
predecessors, can be seen in the reforms that were carried out as listed by Sumardjo (1992, 
p.1 14). 

The division of episodes or scenes and acts are more shortened than the 
divisions that usually occur in stambul. 
The scene introducing the characters before performing is eliminated. 
Interludes in the form of singing and dancing in the middle of scenes are 
also eliminated. 
A story is finished within just one night's performance. 
The story repertoire already started to have much of the appearance of the 
form of original stories, and not taken from traditional Malay stories or 
stories taken from famous films. 23 

Original stories started to be written especially for the theatre group by members 
themselves. Initially, T. D. Tio Jr. wrote the stories and later was assisted by a specialist 
writer for Orion, a journalist from Surabaya named Nyoo Cheong Seng. In 1925 he left the 

XIII Pada dasarnya kedua pen gkritik itu bertolak dan idiom teater barat yang mereka baca dan buku-
buku sastranya. Dan karenanya kedua tokoh tersebut tidak hanya memberikan kritik, tetapi juga 
berbuat dalam men gisi kekurangan itu, maka dapat dikatakan bahwa sejak tahun belasan permuluaan 
abad mi, teater baru mendapatkan pengaruh dari unsur-unsur teater barat. Pen garuh idiom teater 
barat mi (yang naskah sastra dramanya dapat dibaca melalui sastra dan pertunjukannya melalui 
pementasan amatur perkumpulan-perkumpu Ian ton ii Belanda maupun Indonesia terpelajar) mulai 
tnasuk kedalam bentuk teater baru di Indonesia secara nyata pada tahun 1925. 
XIV 

• Pembagian episode, atau bedrtjf, atau adegan dan babak, lebih diperingkas dari pembagian yang 
umum terjadi pada stambul. 
Adegan memperkenikan diri para tokoh-tokoh sebelum main dihapuskan. 
Selingan berupa nyanyian dan tarian ditengah adegan cerita juga dihapuskan. 
Sebuah lakon diselasaikan dalam satu malam pertunjukan saja. 
Repertoire cerita sudah mulai banyak berupa cerita-cerita ash, dan bukan dari hikayat-hikayat 
lama atau cerita diambil dan film-film terkenal. 
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editorial staff of the newspaper, Interocean, and devoted himself entirely as a writer for 

Orion. Consequently, a new approach to professional theatre practice in Indonesia, and indeed 

a new idiom, was to emerge with the introduction of the dramatist cum writer-in residence, an 

age-old practice in the West. Together, or individually, they wrote for example Black Sheep, 

Singapore after Midnight, Saidjah, Barisan Ten gkorak (A Row of Skulls), R. A. Soemiatie 

and Gagak Solo (The Raven of Solo). 24 

Stories and setting were created realistically, far removed from the fantastic 

presentations of stambul groups. However, Sumardjo (1992, p.115), observes that "although 

the substance of theatre of the West very clearly had entered the theatre in Indonesia, there 

was not yet the improvement that was intended." Modern stories were adapted from European 

works that may appear somewhat obscure by standards of today. Certainly the work of 

Antoinette de Zerna, Juanita de Vega may appear to be a curious choice for one of the first 

works in the repertoire of Orion. But that is understandable by reason that adventure stories, 

full of action, were entertaining for audiences at the peak of popularity of ban gsawan and 

stambul forms of theatre, the audience of Orion would have still shared similar expectations. 

Appeal of Zerna' s work can be seen by the fact that the main character was a female 

bandit, and that this role was played by Miss Riboet, the 'leading lady' in Orion. Her fame in 

this principle role became so prominent that the group was to become known as Miss Riboet's 

Orion, famous for its primadonna performances. This reinforces a point in time remarked 

upon by Sumardjo (1992, p11  5), "the appetite of audience actually was still toward 

sensational entertainment (hi bu ran sensasional)." 

Success of Tio' s Orion, attributed to the popularity of Miss Riboet as the female star, 

further motivated his commercial inclinations toward a theatre that was not only renowned 

locally, but whose reputation was known in Malaysia.25  Theatre critics wrote favourable 

commentary about the public standing of Orion and the pioneering of theatre by T.D. Tio Jr. 

One such critic, quoted by Sumardjo (1992, pp. 115-116), was Tzu You, from the daily paper 

Sin Po of 1939, who wrote at length in praise of performances of Orion, from which I extract 

the following: 

"If he had wanted to, T.D. Tio Jr. [...] could have made Miss Riboet's Orion 
into a meaningful theatre, but he also needed to provide the public with 
enjoyment. F ... 11 he considered that most of the audience, especially the 
women, were not yet able to appreciate a play completely; the public came 
only to watch for enjoyment and not for a view of the play's magnificence. 
T.D. Tio Jr. saw the theatre as much more of an enterprise than in terms of 
artistic standing. 

II . . . 1 T. D. Tio Jr. is the first person to cross the bridge between the 
old bangsawan and modern theatre performance, but II . .. 1 in the middle of the 
way he had to confront Piedro [A. Piedro of the theatre Dardanella] ." XV 

XV  "Kalao nwoe sabenernja T.D. Tio Jr. [ ... ] bisa bikin Miss Riboet's Orion djadi tooneel gezelschap 
berati, tetapi ia terlaloe ikoetan poeblik poenja kasoekaan. [ ... ] ia beranggepan bahoea kebanjakan 



In a sunmiary of the critique by Tzu You, Sumardjo (1992, p.116) concludes: 

[...] Miss Riboet's Orion is indeed the founder of modern theatre. That is 
possible because its initiator, Tio Tik Djien, was an intellectual [who] had 
obtained a scriptwriter, the journalist Nyoo Cheong Seng. Thus, there were 
footsteps in the direction of a form of modem theatre that pointed to the 
inception of a Western style of theatre. 

With the modernisation of Orion, the appetite of the audience was 
indeed educated to more progressive. They were presented with a 
performance that was better planned, more concise, and better directed in the 
action on the stage. But the stories that still were delighted in by the audience 
had not changed much; that is, the stories were full of action, especially the 
fencing and sword fighting. 

Since the establishment of Komedi Stambul, it was always Chinese who were 
involved in professional theatre groups. They were providers of capital to finance the theatre, 
paying large costs to buy stage accoutrements, costumes and for rental of theatre premises. 
However, the involvement of Chinese as performers themselves was limited to Chinese opera 
groups that clearly performed for the interests of their own society with a repertoire of classic 
Chinese stories of the kind described previously. In all probability at the time, Chinese and 
Dutch society remained outside of the mainstream indigenous (Indonesian) population of the 
large cities. 

Assimilated Chinese, as a result of mixed marriage, would have been a minority 
group within their own society even in 1926. And it was the marriage between artists of the 
theatre that culminated in both generation and degeneration of professional theatre groups. 
The cause was competitive performance and commercial rivalry, and the effect eventually 
was war as I describe later. This all began at the peak of popularity of Miss Riboet's Orion 
when a contemporary of Minah Alias, a star of Orion, appeared on the stage of a theatre 
group known as Dardanella. Her name was Fifi Young, alias Tan Kim Nio, who was the 
actor wife of Nyoo Cheong Seng, the celebrated writer for Orion, the theatre of Tio Tik Djien. 
Fifi later became the primadonna of this new theatre enterprise. Oemarjati (1971, pp.24-25) 
describes the circumstances leading to the formation of Dardanella: 

penonton, teroetama kaoem prampoean, be/on bisa hargken kunst toonee/ sapoenja; publiek dateng 
nonton boeat kasenengan pandang dan boekan boeat kabagoesannja kunst tooneel. T.D. Tio Jr. 
pandang ia poenja toonee/gezelschap lebih banjak sebagi peroesahan daripada satoe pendirian 
kasenian. 

.1 T.D. Tio Jr. ada itoe orang pertama jang lintasin itoe djembata antara stamboel koeno 
dan tooneelgezelschap modern, tapi [...] di tengah dja/an moesti berhadepan pada Piedro." 

Miss Riboet's Orion memang peletak dasar teater modern. Ha/ mi dimungkinkan karena 
pendirnya, Tio Tik Djien, ada/ah seorang terpelajar [yang] mendaptkan seorang penulis naskah yang 
wartawan pula, Nvoo Cheong. Maka derap ke arah bentuk teater modern yang men gacu kepada 
bentuk teater Barat telah dimulai. 

Dengan pembaharuan Orion, selera penonton sebenarnya juga didik lebih maju. Mereka 
disuguhi tontonan yang lebih terencana, lebih ringkas dan lebih terarah dalam perilaku di panggung. 



An outsider of Russian blood named Willy Klimanoff, born in Penang, the 
child of a circus performer named A. Klimanoff, first set foot on Indonesian 
soil in order to seek his fortune after the death of his father. As a talented 
acrobat, he found work in an organisation with the name of komedi stambul 
named "Constantinopel". [At that time] he changed his name to A. Piedro. 
Not satisfied only being a paid performer, [he] started to manage a 
[theatrical] organisation [ ... ] so that he himself could and would find a way 
to channel his artistic ambitions. Thus, on 21 June 1926 he established The 
Malay Opera "Dardanella" in Sidoardjo.' 

From the background of Piedro as an outsider of Russian birth, his circus training and 

former involvement with stambul, we can see why it is that Dardanella appeared with a 

different set of theatrical values to take it in an alternative direction than Orion. Sumardjo 

(1992, p.117) states that it is: 

[ ... ] evident that there was a strong motivation [by Piedro] to compete with 
the popularity of Orion, and likewise - it cannot be denied - not to imitate the 
success of Orion.' 

Action and romance was at the core of performances by Dardanella, at least at the 

beginning of its eighteen-year existence. This was the result of the influence of film popular at 

the time such as The Merry Widow, The Three Musketeers, and stories from a series of films 

in which Douglas Fairbanks Sr. played the lead characters such as Zorro, The Son of Zorro 

and the Thief of Baghdad. Other films used by Dardanella as a basis for stage scripts were 

Don Quixote and The Count of Monte Christo. When Orion became popular with the 

appearance of Miss Riboet as the star of the stage, Dardanella became renowned when Tan 

Tjeng Bok played the lead role in stories based on the Fairbanks films and others. Sumardjo 

(1992, p.1  17) notes that the roles Tan Tjeng Bok performed in imitation of films earned him 

the title of the "Douglas Fairbanks of Java." 

The quality of the star system was truly affirmed in Piedro' s modernist, almost 

cinematic, approach to his theatre. But not only Tan Tjeng Bok became the star of 

Dardanella, there was also an illustrious group of stars became known as "Dardanella' s big 

five". Sumardjo (1992, p.188) lists "the big five" Besides Tan Tjeng Bok, there were Dewi 

Dj a, Riboet II (Nyoo Cheong Seng , Fifi Young's sibling) and Astaman, the fifth of the "big 

Tetapi cerita-cerita yang masih digemari penonton belum ban yak berubah, yakni cerita-cerita penuh 
aksi (action) terutama permainan pedang atau anggar. 
XVII Seorang pendatang berdarah Rusia kelahiran Penang faitu Willy Klimanoff anak pemain sirkus 
kenamaan A. Klimanoff fang telah meninggal, mendjedjakkan kakinja kebumi Indonesia dalam usaha 
menjambung kehidupan disini setelah ditinggalkan ajahnja. Dengan bakat akrobatnja ia memperoleh 
pekerdjaan dalam himpunan komedi stambul" Constantinopel". [pada saat itu] ia menganti namanja 
dengan A. Piedro. Tidak puas hanja djadi pemain bajaran, A. Piedro mulai men gusahakan suatu 
himpunan [ ... ] agar dia sendiri bisa dan boleh menjalurkan ambisi-ambisi artistiknja. Demikianlah, 
pada tan ggal 21 Djuni 1926 didirikannja The Malay Opera "Dardanella" di Sidoardjo. 
XVIII nampak bahwa motivasi keras adalah menyaingi kepopuleran Orion dan tidak bisa dielakan 
pu/a memiru sukses Orion. 
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five" to enter the "family" of Dardanella was Andjar Asmara, a writer. He left the editorial 
staff of the magazine, Doenia Film (Film World), published in Batavia, to enter the group. 

When Asmara joined with Piedro in 1930, not only was he able to provide 
Dardanella with adaptations of stage scripts taken from films, but also was a major 
contributor of special works. Asmara wrote scripts with special parts for a leading female 
actor, Dewi Dja, one of which was Dr. Samsi and included for example, Tandak Buta (Blind 
Dancer), Gadis Desa (Village Woman) and Singa Minangakabau (Lion of Minangkabau). 
Titles of these plays suggest certain referents that point to substance of realism in stories with 
local content that appeared five years later in the repertoire of Dardanella, a factor which is 
reinforced in later directions taken within its repertoire. A similar pattern occurred in Orion 
when the journalist, Nyoo Cheong, wrote realistic dramas from 1925. 

In 1931, heavy competition occurred between the groups Orion and Dardanella that 
enhanced the reputation of Dardanella, but resulted in the eventual demise of Orion. An event 

in that year caused a clash between the two groups and began "perang teater" (a theatre war) 
that Sumardjo (1992, p.118) describes.26  The account following summarises Sumardjo's 
description of events. 

It started when both groups were touting for an audience in what under normal 
circumstances would appear to be an atmosphere of healthy competition. Two plays were to 
be presented at the same time in Batavia, Gagak Solo by Orion and Dr. Samsi by Dardanella. 
The clash occurred when theatre posters appeared together in public places, advertisements 
were published at the same time in the daily newspapers and magazines, and performance 
notices were posted along main thoroughfares. Each respective group made claims on the 
greatness of their plays. The narrative of Sumardjo (1992, p.118) surrounding this particular 
clash is brief concluding with the statement, "apparently Orion had to accede to Dardanella." 
However he continues his description of the saga with the following: 

[...I in 1934 the mainstay writer from Orion, Nyoo Cheong Seng, together 
with his wife, the actress Fifi Young, alias Tan Kim Nio, crossed over to the 
side of Dardanella. Therefore, the period of glory reached its peak. New stars 
of the stage entered Dardanella, namely, Bachtiar Effendi (a relative of the 
man of letters and a member of Roestam Effendi's Twee Kamer). Thus 
Dardanella rose to illustriousness of with the stars, Dja, Fifi Yuong, Ratna 
Asmara, Koesna (a relative of Dja), Feny Kok, Astaman, Gadog, Oedjang, 
and Henry L. Duart, an American. 

 XiX 

[...] pada tahun 1934, penulis handal dari Orion, Nvoo Cheong Seng, bersama isterinya, aktris Ffi 
Young alias Tan Kim Nio, menyemberang ke pihak Dardanella. Maka zaman kekayaan mencapai 
puncaknya. Bintang panggung baru memasuki Dardanella, yakni Bachtiar Effendi (saudara sastrawan 
dan anggota Twee Kamer Rustam Effendi). Maka berkemilauanlah Dardanella dengan bintang-
bintang Dja, Ffi Young, Ratna Asmara, Koesna (saudara Dja), Ferry Kok, Astaman, Gadog, Oedjang, 
Henry L. Duart orang Amerika. 



At the beginning of the 1930's, the approach to theatre presentations of Dardanella 

radically changed from its former directions that provided the kind of popular entertainment 

adapted from Hollywood films. That change also had a considerable impact on its theatre 

followers. New directions within the repertoire of Dardanella were no doubt the result of the 

two writers it had attracted, Andjar Asmara and Nyoo Cheng Seng from Orion and the 

changing attitude toward literature generally. The theatre of Orion had basically influenced 

changes for the future of Dardanella as Sumardjo (1992, p.1  19) observes: 

Dardanella worked based on the reforms of Orion. Performance was based 
on original stories that were more compact and precise, directed and planned. 
In fact, Dardanella dared to present stories that were rather "heavy", that 
were problematical, with the result that the group's audience came from 
groups of intellectuals. More serious works, and those containing social 
issues of the time, were presented, most of them were taken from well-known 
current novels [...]. With the choice of these realistic and problematical 
works, by itself it was demanding as well on the art performed that likewise 
had to satisfy. And apparently these demands were fuffilled by the actors and 
actresses. The attention of the educated class (kaum cendekiawan) started to 
be directed at Dardanella. 

The works referred to by Sumardjo were Bunga Roos dari Tjkembang, Drama 

Krakatau, Annie van Mendoet, Roos van Serang and Perantean No. 99 for example, which 

Oemarjati (19971, p.21) classifies as Indische Roman, novels of the East Indies (Indonesia). 

There is uncertainty if those works were all literature of indigenous writers or 

literature of the Dutch. I make this point for two reasons. In the first instance, Oemarjarti 

(1971, p.28) writes in the context of works performed by Dardanella. She refers to the 

difficulty "to put aside the possibility the use also of a repertoire of Indische Roman that were 

produced, for example, by Hans van de Wall. . ." Sumardjo (1992), throughout his discourse 

on Dardanella, made no reference to works of Dutch writers in its repertoire. 27  

In the second instance, Dardanella had two writers, Asmara and Nyoo Cheng Nio, 

whose works would also be considered as karangan Indische, that is, works of the East 

Indies. Among the works listed above, Sumardjo (1992, p.120) clearly identifies Perantean 

No. 99 as the work of A. Piedro. It is therefore left to speculation if the works (translated) of 

Dutch writers such as the translation of Victor Ido' s Karina-Adinda were performed on the 

stage of Dandanella, or even that of Orion. 

XX  Dardanella bekerja berdasarkan pembaharuan Orion. Pementasan berdasarkan cerita as/i yang 
lebih padat dan ringkas, terarah dan terencana. Bahkan Dardanella berani menyajikan cerita-cerita 
yang agak "be rat", yang problematik, sehingga penonton rombongan mi sudah datang dari go/on gan 
terpelajar. Naskah-naskah yang lebih serius dan mengandung nwsalah sosial sezaman disuguhkan, 
kebanyakan diambil dari ronwn-roinan sezaman yang terkenal [ ... ]. Dengan pemilihan naskah-naskah 
lebih realistis dan problematik mi, dengan sendirinya dituntut pula seni bernwin yang memadai pu/a. 
Dan rupanya ha/ mi dipenuhi oleh para aktor dan aktrisnya. Perhatian kaum cendekiawan mu/ai 
tertuju pada Dardanella. 
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One factor that may have prevailed against the inclusion of Dutch works in the 

repertoires of both groups; they were not able to perform in the Schouwburg since its 
inauguration in 1821 until the early 1940's. Haryadi Suardi (1997, p.13) stated it "was 
reserved only for the people of white skin (kulir putih) ... not one theatre group succeeded to 
penetrate the arts building llSchouwburgl, a possession of the Dutch." I discuss restraints 
placed upon the theatre by the Dutch and further refer to their literature in the following 
chapter. 

What is clear in later developments of Dardanella is its attraction for the educated 
class because the plays performed were more of literary substance. The theatre became more 
structured as serious medium in atmosphere of growing awareness toward the importance of 
published modern literature. It was attracting groups of writers, (cf. Sumardjo 1992, p.1  19), 
who compares directions of, and laments over, the literature of the theatre and its performance 
by Dardanella with others at the time: 

lilt is] only a pity that not one of the works [of Dardanella] were saved. The 
texts were never printed as was customary with groups of "opera derina" or 
other Chinese publishers. The audience of Dardanella yet remained to inherit 
the tradition before it, that is, not the educated, although [their] attention 
started to appear. What they [the audiencel considered important was the 
performance [entertainment] and not the work of 1iterature. 

Writers at the time of Dardanella had already found publication for their works either 
on their own initiative or through new literary journals. These were the writers I discussed in 
the previous chapter, including Rustam Effendi, Muhammad Yamin and the Pane brothers, 
Sanusi and Armijn, all writers of the group known as the "New Literati" (Pujangga Baru).28  

At the peak of its fame, Dardanella embarked on an Asian tour in 1935 travelling to 
China, Indo-China, Thailand, Burma, Ceylon, India and Tibet. Afterwards it undertook a 
European tour that Sumardjo (1992, pp.120-121) notes determined its "fate like that of 
professional groups before it, the tour was a period of dissension and the dispersion of the 
group." Dissidents dispersed to form other groups. The writer, Andjar Asmara, returned to 
Java and formed his own group, Bolero, but it was short-lived. Nyoo Cheong Seng, together 
with Fifi Young and Henry L. Duart, established Fiji Young's Pagoda in 1937. A. Piedro 
continued touring with thirty of his performers. According to Oemarj ati (1971), Asmara 
formed Cahaya Timor in 1941 while A. Piedro succeeded to lead and perfect Dardanella until 
he died in 1959. 

.1 hanya sayang bahwa tidak satupun naskah [...] terselamatkan. Naskah-naskah tidak pernah 
dicetak seperti kebiasaan rombongan "opera derma" atau penerbit-penerbit Cina-peranakan yang 
lain. Penonton Dardanella masih tetap mewarisi tradisi sebelumnya, yakni bukan kaum terpelajar, 
meskipun perhatian kaum terpelajar mulai timbul. Yang mereka pentingkan pertunjukannya dan bukan 
karva sastranya. 
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It was the opinion of Oemarjati (1971, p.35) that "the death of Dardanella, as prime 

institution, was caused characteristically by serving too long their commercial interests." She 

concludes that the group "gave birth to the characteristic of drama and theatre as a step at the 

outset for emergence and growth of the concept of drama and modern theatre of Indonesia." 

In the opinion of Sumardjo (1992, p.121): 

F . .. 1 the "Golden Period" ("Zaman Emas") of the Dardanella had shaped a 
theatre performance that took much and studied from theatre art of the West. 
This is the picture (gambaran) of a new theatre or a modern theatre for most 
of the city people. Likewise, a picture of this kind was one that would be 
turned into basic financial capital to develop modern theatre in Indonesia, as 
well as for the Japanese Period and even after Independence." 

Throughout this chapter, I have followed paths explored by new theatre groups for a 

period of around fifty years. Namely, the theatre groups of Jafaar in the 1880's, August 

Mahieu's Komedi Stambul in 1891, Soei Ban Lan's opera form of theatre in Chinese society 

in 1911, and Orion (Miss Riboet's Orion) and Dardanella in 1925, which continued through 

the Japanese period and beyond. All of them were professional theatres that had to perform at 

every opportunity in order to meet everyday needs of their membership. 

At the very beginning of the chapter I stated that the modern theatre of Indonesia did 

discriminate between amateur and professional. Discrimination of this kind is only relevant in 

the context of the period this chapter has addressed. It is not the hallmark in later 

developments in modern theatre of Indonesia with the exception of theatre developments 

during the period of the Japanese occupation, but with a very different set of values connected 

to the amateur and professional status of theatre groups. Because of the nature of their status, 

activities of amateur theatre groups were largely unrecorded compared with records in 

existence of their professional counterparts. They are best described in a point by point 

summary taken from the account by Sumardjo (1992, pp.122-123) who himself confesses that 

there is not much known about the development of amateur theatre.29  

[ ... ] professional theatre is a permanent group that works in order to look 
for the necessities of life, while amateur theatre is an incidental group 
having a committee that works in order to look for charity donation for its 
organisation. 
[ ... ] professional theatre serves more the "mass appetite" because its 
direction is to sell as many tickets as possible every night. This is the 
reason for the stories they present being much more characteristically 
romantic/fantastic (dream traders), while amateur theatre possesses a fine 
idealism in the moral or aesthetic meaning rather than thinking about its 
commercial effect so that the stories they choose are characteristically 
realistic and didactic. 

[...1 "Zaman emas" teater Dardanella sudah terbentuklah sebuah tontonan teater yang lebih 
ban yak men gambil dan belajar dari seni teater barat. lnilah gamba ran teater banu atau teater modern 
bagi kebanyakan orang-orang kota. Gambaran yang semacam mi pulahlah yang akan di/adikan modal 
dasar men gembangkan teater di Indonesia, baik pada Zaman Jepang maupun setelah kemerdekaan. 
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II ... 1 professional theatre is performed by players who are less educated, 
while amateur theatre is performed by educated players whose social 
awareness is relatively high. 
[ ... ] professional theatre is able to perform without using a script, while 
amateur theatre perhaps cannot do the same; they have to perform based 
on material having been "memorised" from the dialogue of drama text. 
[ ... ] audience objective of professional theatre is the general urban public 
that is less educated, while the audience of amateur theatre are people 
from circles of the educated who are more intellectual, because the 
performers themselves are not "men of the stage", who at that time 
possessed a less than good reputation and were full of scanda1. 

Amateur theatre groups remained unidentified by name, but their members aspired to 
formal education made possible for successful (and privileged) indigenous members of 
society through the education policy of the Dutch at the turn of the 20th  Century. There was 
also a new course to be set in a transformation of indigenous affairs that had a profound effect 
upon cultural values during the first steps in the direction of a nationalist revival. 

Within the outset of this transformation, youth groups set the revivalist pace asserting 
their aspirations for progress of culture and education. Budi Utomo was such a group 
established in 1908 in Java comprising mainly a body of students upon its inauguration. A 
proliferation of other organisations later formed among the educated with similar aspirations, 
most of them based on ethnic (regional) identities. Among them were Jong Jawa (Young 
Java), Sumatranen Bond (Sumatran Union), Jong Minahasa (Young Minahasa) in 1918, 
Sarekat Ambon (Ambonese Union) of 1920, and Kau,n Betawi (The People of Batavia) in 
l923. °  

Like the regional aspirations adopted by the above groups, aspirations for the future 
of the theatre was invested in smaller groups that were no longer identified as 'big city' 
theatre. But rather they became "teater ketjil", the small theatres in the community aspiring to 
be "a traveler, a traffic lane and an exhibitor of talents of community art." (penumpang, 

" I. [ ... ] teater profesional merupakan rombongan tetap yang bekerja untuk nafkah, sedan gkan 
teater amatur merupakan rombongan insidental (kepanitian) yang bekerja untuk mencari derma 
amal bagi organisasinva. 
[ ... ] teaterprofesional lebih melayani "selere massa" karena tujuannya menjual karcis 
sebanyak-banyaknya setiap malam; inilah sebabnya cerita-cerita mereka suguhkan lebih banyak 
bersifat romantis-fantastik (pedagang mimpi), sedan gkan teater amatur lebih mempunyai 
idealisme balk dalam arti moral maupun esretik daripada memikirkan efek dagangnya, 
sehingga cerita-cerita yang mereka pilih bersifat relistik dan didaktis. 
[.] teater profesional dimainkan oleh pemain-pemain yang kurang pendidikan, sedangkan 
teater amaturjustru dimainkan oleh pemain-pemain terpelajar yang relatftinggi kesadaran 
sosialnya. 
[ ... ] teater profesional dapat bermain tanpa mempergunakan naskah drama, sedang teater 
amatur ridak mungkin berbuat demikian, mereka harus bermain berdasarkan "hafalan" dan 
dialog sebuah naskah drama. 
[ ... ] sasa ran penontan teater profesional adalah penduduk kota yang "umum" yang kurang 

terpelajar, sedan gkan penon ton teater amatur adalah orang-orang dari lingkungan kaum 
terdidik yang lebih terpelajar, sebab pemain-pemainya sendirijuga bukan "anak panggung" 
yang pada waktu itu mempunyai konotasi kurang baik dan penuh skandal. 
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penjalur dan peraga bakat-bakat seni masyarakat) as described by Oemarjati (1971, p.36). 

Dissatisfaction with the "stereotype form, static styles and conservatism of Komedi Stambul 

and Dardanella created, at the same time, small groups as a form of theatre rich in 

improvisation but coloured by local values." (cf. Oemarjati 1971, p.35) 

Membership of these groups grew from the student bodies, from the cultural 

organisations noted above, and members of the civil service (pangreh praja) and most 

notably, from national movement groups (kaum pergerakan nasional). Sumardjo (1992, 

p.126) views these groups at the core of amateur theatre. They had very little connection with 

the professional theatre of stambul, opera, Orion, and Dardanella that was characteristically 

of "mass culture" (budaya massa) and with a modern theatre culture of the West. Or as 

Sumardjo (1992, p.123) states, "amateur theatre was more characteristically 'high culture' 

("budaya tinggi")." 

Amateur was no longer the terminology that identified the status of aforementioned 

groups; the vocabulary for theatre now changed with a new idiom (and dimension) added to 

modern theatre practice. The phenomenon of "grup teater" emerged, namely, theatre groups 

that shared a common denominator of national aspirations. They fueled the dynamics of 

change within circles of society having wider horisons of knowledge and greater expectations 

of the theatre than the professional theatre, their predecessors. With the emergence of the 

small theatres, Oemarjati (1971, p.34) considers "both audience and performers experienced a 

close association through a theatrical creative force produced by experiments that connected 

with society at that time."31  

The generation (angkatan) of writers for future theatre groups was distinctly 

indigenous, as the predominance of Malay or other foreign theatrical idioms and aesthetic 

norms began to wane. The presence of Chinese writers was diminished as the theatre entered 

a phase that generated a new self-identity in the early 1930's. Two prime factors are attributed 

to the determination of identity that was the result of birth of a new literature for the stage. 

These factors were the generation of the literary force created by writers of the "New Literati" 

and the cultural restraints placed upon writers by the Japanese occupational forces. Also 

significant in search of self-identity within modern theatre of Indonesia were the restraints 

administered by the Dutch prior to the Japanese occupation. Both administrations had a most 

significant effect in shaping the future of that theatre. I go on to describe these new directions 

in the following chapter. 
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ENDNOTES FOR CHAPTER 3 

The distinction between professional and amateur theatre described by Sumarjdo (1992) is not based 
on the Western norm. In two sections of his writing, Kegiatan Teater Profesional (Professional Theatre 
Activities) and Kegiatan Teater Amatur (Amateur Theatre Activities), pp.128-132 & 132-134 
respectively, there is no indication that members of rombongan-rombongan profesional (professional 
groups) were in full-time theatre employment. Due to the commercial form of this theatre as popular 
entertainment, I suggest it approximated a form of commercial theatre of the West and was financially 
independent. In contrast to a commercial theatre, the existence of rombongan-rombongan amatur 
(amateur groups) does directly imply their theatre was less professional in standard, but consisted of 
dedicated theatre artists not in full-time theatre employment. In this chapter, I expand on these 
distinctions that are historically characteristic of developments in modem theatre of Indonesia 

2  In the tradition of the Malay bangsawan theatre, Tan Sooi Beng (1993 & 1996) commonly refers to 
performing groups as "troupes". It is the tradition in Indonesia to commonly use the word "group", 
although they are variously named throughout this chapter. 

Echols & Shadily (1989, p.49) provide two meanings for bangsawan. Namely, 1) noble, of nobility, 
one who is not punctual, comes late to work, 2) a kind of drama, often with singing based on European 
or Arabian themes. I refer to bangsawan as a theatre genre for consistency although later describe its 
application in the context of nobility. 

There are several socio-cultural reasons for the exclusive appearance of male actors on the 
Elizabethan stage found in Chute (1977) in her various discussions on boy actors, actresses and the 
position of women in the theatre. On the stage of bangsawan theatre, I suggest that the appearance of 
all male troupes was due to respect of local Islamic custom preventing women performing in public. 

Tan Sooi Beng (1995) wrote of women stars of the Malay bangsawan theatre and their breaking with 
tradition of a male dominated stage. Theatre groups that later developed in Indonesia from the form of 
bangsawan also adopted this tradition as I discuss later in this chapter. In a later chapter. I describe the 
role of the primadonna and the theatre of that period as portrayed in the play, Opera Primadona, in 
2000 by Teater Koma of Jakarta. 

6  Keeler (1987) provides a view on the meaning of wavang ritual and its enjoyment in his chapters, 
"Ritual Celebrations" and "The Pleasures of the Performance" (pp.141-164 & pp.202-243 
respectively). 

Brandon (1976, p.71) does not refer to bangsawan in his Guide to Asian theatre, but does refer to 
Sandiwara troupes in West Java that were influenced by its style. I have identified 1952 as the year 
when the photograph was taken of a Sandiwara troupe in Jakarta performing the "play scene" from 
Shakespeare's Hamlet in figure 4.7. In all probability, it is one of the earliest photographs taken of a 
modern theatre performance in Indonesia. Brandon (1993, p.129) provides a brief account of 
bangsawan describing it as reminiscent of commedia deli 'arte. 

8  Jakob Sumardjo does not make it clear whether the interpretations of Shakespeare's plays were 
actually performed by Indera Ban gsawan or that they appeared in later developments of other theatre 
groups continuing with the style of bangsawan performance. Boen Sri Oemarjati (1971, p.23) places 
those plays in the repertoire of Komedie Stamboel, a theatre group that Sumardjo (1992, p.107) notes 
was established in Surabaya, East Java, in 1860. In this chapter, I describe this group separately in 
order to construct a clearer chronological and geographical account of the influence of bangsawan style 
in Indonesia. In my opinion, it is not immediately clear in the several Indonesian accounts I have 
researched including Oemarjati and Sumardjo who himself frequently refers to Oemarjati. 

Although Sumardjo suggests Pushi's Indera Bangsawan did not enjoy success among its audience in 
Batavia, nonetheless the folk theatre of the indigenous Betawi people was influenced by Malay 
traditions. For example, Sumardjo (1992) refers to two forms the folk theatre of Batavia (teater rakyat 
Betawi), samra (p.78) and lenong (pp.78-79). The former contains Malay songs. The latter is of two 
forms; lenong dines that uses dialogue of high Malay (Melavu Tinggi), and lenong preman that uses the 



everyday Betawi language (Melayu-Betawi). Ninuk Kleden-Probonegoro (1996, pp.16-20) describes 
the history of development of lenong in the context of ban gsawan and the influence of Indera 
Ban gsawan. 

10  Ricklefs (1981, p.176) refers to a new literature growing, based upon the Malay language, which had 
been used for centuries as a lingua franca in the archipelago, and was therefore essentially neutral in 
ethnic terms. He notes that Minangkabau writers played a leading role as that literature evolved. 

11  The story of Nyai Dasima is of particular relevance between the two countries, Malaysia and 
Indonesia. Both were under colonial rule by the British and the Dutch respectively at the time 
ban gsawan began to develop in Indonesia. I include a synopsis of the story in footnote 17. There is no 
direct evidence of the story being performed by the Indera Ban gsawan group; Sumardjo referred to it 
in the general context of ban gsawan. Oemarjati (1971, p.23) referred to Njai (Nyai) Dasima as a story 
in the repertoire of Kotnedie Stamboel. In her footnote 2 (p.27), Njai Dasima is attributed to G. Francis 
(1896). See also footnote 17. 

12  Included in his comprehensive survey, Bangsawan. A Social and Stylistic History of Malay Opera, 
Tan Sooi Beng (1993) cites references to the influence of bangsawan in Indonesia in Part 3, 
"Popularity of Bangsawan" (pp.25-34). The survey starts c. 1880 and continues up to the 1980's. It is 
suitably illustrated. 

13  In an account by Boen Sri Oemarjati, "Abdoel Moeloek" was a group from Malacca (Johor), 
Malaysia. Its failure became spur for the founder of Komedie Stambul, August Mahieu of Surabaya 
(East Java) in 1891, which I discuss in this chapter. The poetry of Abdul Muluk was introduced into 
Palembang (South Sumatra) by a trader of that city, Wan Bakar. He collected it when travelling to the 
Malay states of Johor and Singapore in the 1850's. It was written in Malay and became the basis for the 
generation of a traditional theatre, teater Dulmuluk, specific to the region of Palembang. This is 
according to a detailed report (1996, pp.1  -140) prepared for the regional office of Departemen 
Pendidikan dan Kebudayan (the Department of Education and Culture) or DEPDIKBIJD by Abdullah 
Saleh and R. Dalyono, "Kesenian Tradisional Palembang: teater Dulmuluk" (Traditional Art of 
Palembang: Theatre Dulmuluk). Neither Sumardjo nor Oemarjati referred to any connection between 
the establishment of the theatre group, "Abdoel Moeloek' and the poet, Abdul Muluk. In another 
DEPDIKBUD publication (undated), Ungkapan Beberapa Bentuk Kesenian (Idioms of Several Art 
Forms), by the authors Kasim Achmad, Yahya Ganda, Amir Rochyatmo and Mudjiono. A section is 
devoted to Dul Muluk (pp.68-78). According to this source, theatre Abdul Muluk, better known as 
theatre dul muluk, obtained its name from historic accounts (cerita hikayat) of Abdul Muluk. The style 
of this theatre was called by various names, Indra [Indera] ban gsawan for example, as noted in the 
above source (p.69), which locates dul muluk in South Sumatra. 

14  On 7 December 1821, in the centre of Batavia, the opening of Gedung Schouwburg (now the Jakarta 
Arts Theatre) was officiated. Its design was a model form of a European opera house in a style 
described as Neo-Grecian, Roccoco, and even of Empire Style. I refer to this Dutch-built theatre later 
in this chapter, but discuss in detail its function and role in the theatre of Indonesia in the following 
chapter. 

15  The lead female roles in Jula Juli Bintang and Jula Juli Bintang were coveted by leading 
primadonnas as I discuss later in this chapter. (Refer also endnote 5) The popularity of Sampek Engtay 
occurred not only during the developmental of ban gsawan forms of theatre, its performance was also 
immensely popular in late 1999 when Teater Koma presented Nano Riantiarno's version in Jakarta. I 
attended a performance on 24 November 1999 in the Teater Tanah Airku, Tannin Mini Indah Indonesia 
(TMII) and discuss the importance of this version in a later chapter. 

16  Modem dances like these were in vogue, a part of popular recreation for the Dutch at the afternoon 
"Tea Dance" usually held at fashionable hotels and restaurants constructed during early days of the 
colonial period such as the 0mm Batavia Hotel. The inclusion of these dances in the scenario of 
stambul is a distinct idiom of its modernity and the theatre's direction toward wider audience appeal. 

17  Echols & Shadily (1989, pL392) define "nyai" as, 1) a term of reference and address for a concubine 
of the Europeans or the Chinese during the colonial period, 2) a Javanese respectful term of address to 
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an older woman. In his synopsis (p.48), Rahmat Mi (1993, pp.35-48) describes Nvai Dasima as classic 
Betawi story that depicts the life of a local mistress taken by an English or Dutch colonial resident of 
the period. Nyai Dasima died of shame among others who ended like this. Its gist is like this, it goes 
back to the attitude of the people of that time, apart from which is envy, jealousy or indeed even evil 
heartedness, respectively, of not liking to see the happiness of other people. Finally, the person who 
causes evil is apprehended and gets a just dessert that is proportional. 

8  As one example, I refer to Teater Ketjil, the inspiration of Arifin C. Noer who died in 1994. His 
writing for the theatre was a tour de force in a later period of modern theatre demanding a unique style 
of acting rarely accomplished on the stage. Membership of his theatre regrouped for the first time since 
his death to perform one of his most exacting plays, Mega Mega (Clouds) in 1999. 

19  In contrast to the reading Sumardjo (1992) provides in Perkembagan Teater Modern dan Sastra 
Drama Indonesia (Development of Modern Theatre and Drama Literature of Indonesia), his writing in 
Awuy (1999, p.209-223), Teater Indonesia Era 1900-1945 (The Era of Indonesian Theatre 1900-
1945), provides a clearer chronological reading than the earlier work. Nonetheless, this work contains 
more detailed study and I have chosen to use it generally as a primary source where appropriate. There 
are two other works on the theatre by Sumardjo of additional interest. They are "Seni Pertunjukan dan 
Penontonnya" (Performance and its Audience) and "Hidup dan Kenuitian Teater-Teater Indonesia" 
(Life and Death of Indonesian Theatres), 1997 and 2001 respectively. 

20  In her footnotes (1-4) and text, Boen Sri Oemarjati (1971, p.28) provides detailed information 
concerning aspects of this paragraph, some of which are as follows. Hans van de Wall (alias Victor 
Ido) was a writer of stories and novels as well as theatre director and dramatist in Dutch circles of 
Batavia. According to her footnote 4, Lauw Giok Lan's translation of Ido's (van de Wall) Karma 
Adinda and Kwee Tek Hoay's Allah yang Palsu (The False God), dated 1913, was performed in the 
period of the professional theatre, Dardanella. This is a distinctly different theatre from the amateur 
student theatre of the kind of opera derma that Sumardjo (1992, 101) places is the period of 1906-1925 
and furthermore he locates "Teater Dardanella Opera" in the period 1926-1934. Victor Ido's plays, 
and those of other writers, were performed at the Schouwburg in Batavia, c. 1906 (cf. Haryadi Suadi 
1997, p.12). I describe period of Dardanella later in this chapter and the theatre of the Dutch in Chapter 
4. 

21  Previously I have cited the play Sampek Engtay using its more customary title. The title Sumardjo 
cites, Sam Pek Eng Tay is a different Chinese transliteration in different social and historical 
circumstances. 

22  In the in the readings I have undertaken, there is no singular source that points to definitive 
delineation of works performed between the theatre groups I have discussed in both specific and 
general terms. Oemarjati (1971, pp.25-27) considers it better to observe the theatre of Dardanella 
through a comparative means with Komedi Bangsawan/Stambul providing lists of repertoire/stories and 
the manner of staging. However, the Dardanella has a different set of values in the theatre that I 
describe later in this chapter. Clearly there is need for more research work, or consolidation of existing 
work, based on the primary sources Oemarjati used in her text and footnotes and the several works of 
Sumardjo for example. That research is beyond the scope of this dissertation. 

23  Sumardjo (1992) does not emphasise the influence of film in the developments of the theatre leading 
up to the establishment of Orion in 1925 .The influence of film is noted by Boen Sri Oemarjati (1971, 
p27) in the context of theatre performances by Dardanella. I note the films later in that context. Unlike 
Sumardjo, Oemarjati does not make a special case of theatre of Orion. 
When Sumardjo (1992, p.1  141) refers to "hikayat", it is in the context of the main genre of pre-modern 
Malay literature written as texts to but "performed" as stories in an oral tradition. For some examples of 
hikayat, refer to P.L. Amin Sweeney (1972, p.75), The Ramayana and the Malay Shadow-Play. 

24  A prime example of resident writer is seen in the Elizabethan theatre of Shakespeare. Briggs (1983, 
pp.1 65-168) provided an interesting insight into the commercial theatre of London at the turn of the 16th Century with reference to Shakespeare's professional company in which he had a commercial 
interest and for whom he wrote his plays as well as acted in them. He also had an investment in the 
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Globe (theatre) and his manuscripts were published and sold as part of the theatre's commercial 
enterprise. 

25 Very young primadonnas were popular in ban gsawan of Malaysia, their lifestyle rigorously 
conditioned by exacting a discipline imposed upon them in preparing for the theatre. Some were 
fortunate to be sent to Indonesia for apprenticeship. For example, Minah Alias, lived in Java and 
studied dance, music, and acting with the famous Miss Riboet for ten years. Her practice sessions 
began at 1 o'clock, after waking at five in the morning to jog and complete the mandatory household 
chores. She was practiced in Balinese and folk dances including those of the palace. At night she 
performed with the "Miss Riboet Orient Opera". This account is taken from Tan Sooi Beng (1995, 
p.608). 

26  The "theatre war" referred to by Sumardjo was at the core of a play by Nano Riantiarno, Opera 
Primadona, first performed in 1988 then in 2000 by Teater Koma of Jakarta. It is a parody on the 
theatres of Orion and Dardanella, but at the same provides the audience with an insight into the history 
of the theatre of the period (c.1925) in Batavia (Jakarta). In my opinion, Nano's interpretation of the 
rivalry between his two fictional theatre groups, Gardanella and Miss Ketjoeboeng, provides for more 
speculation over the actual events recorded in the sources that have been used in this chapter. I attended 
a performance on 9 August 2000 at the Arts Centre (TIM), Jakarta. 

27  In her footnote 4 of Oemarjati (1971, p.28), cites Nio Joe Lan (not listed in her bibliography) 
concerning the plays of Dardanella. According to that source, the plays were in Malay (Tionghoa), the 
first one was the writing of Lauw Giok Lan who had translated (1913) a story of Victor Ido titled, 
Karma Adinda, which I refer to in footnote 17. There is also reference to the work of Kwee Tek Hoay, 
Allah yang Palsu, especially written for Dardanella in the monthly (magazine) Moestika (1913). 
According to Oemarjati (1971, p.25), Dardanella was established in 1926 and she attributes thirteen 
works for the stage to Victor Ido using the Malay language and dated 1908-1931 (pp.28-29). 

28  During my research at Pusat Dokumentasi Sastra H.B. Jassin (H.B. Jassin Centre of Documentation) 
or SDS H.B. Jassin at TIM in Jakarta, there were no published works available of those writers from 
the theatres (Orion and Dardanella) of the period covered in this chapter. There were no published 
works at all of the Chinese writers listed by Sumardjo (1992, pp.369-373) during the period 1893-1942 
who are substantially predominant among the Indonesian writers. No works of the Chinese dramatists 
are registered in the Centre's Daftar Drama Indonesia (List of Indonesian Drama) 1992. 

29  Sumardjo (1992, pp.121-127) writes on "Awal Teater Modern" (Beginning of Modem Theatre) 
covering the period 1913-1950, but in this section is included an analysis and comparison of amateur 
and professional theatre. They are distinctly different from the comparisons he makes between the two 
theatres during the Japanese occupation that I describe in the following chapter. 

30  Reference is made to Budi Utomo by Oemarjati (1971, p.37) in the context of aspirations of the "little 
theatre" (teater ketjil) within amateur groups. In its historic context, Ricklefs (1981, p.156-157) 
describes the cultural, educational and later political aspirations of Budi Utomo. It was established 
students of STOVIA (the Dutch School for the Training Native Doctors) to further the interests of the 
lesser priyayi (members of the official class). According to Ricklefs (1981, p.lSfl), Budi Utomo is a 
Javanese name (properly spelt budi utama) was translated by the organisation as "the beautiful 
endeavour", but in the rich connotations of the Javanese language it also carried the meaning of 
superior intellect, character or culture. Ricklefs (1981, p.159) notes the proliferation of other new 
organisations among the educated elite that I have listed taken from his chapter, "Steps Towards 
National Revival" (pp.1  55-171). 

31  The concept of the "little theatre" is much emphasised by Oeomarjati (1971, pp.34-37), specifically 
in context with the generation of orgamsations such as Budi Utomo at the beginning of the 1990's. The 
comparative reference she uses is taken from Community Theatre: Idea and Achievement by Robert E. 
Gard and Gertrude S. Burley (1959). In her footnote 1 (p.34), she compares the name for the American 
model of the "community theatre" (teater masyarakat) with the "little theatre" (teater ketjil) of 
Indonesia. 
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Figure 3.1. Theatre 
of Duirn u/uk, 
traditional art of 
Palembang. 
Source: Abdullah 
Saleh & R. 
Dalyono (1996). 

'1 

Figure 3.2. Theatre 
of hangsawan with 
a performance of 
Jula lu/i Bintang 
Tiga (1940). 
Source: 

performance 
program. Karma 
Aclinda (1993), by 
Studikluh Teater 
Bandung (STB). 

Figure 3.3. Stars 

of ban gsawan, 

Miss Roekiah and 

Rd. Mochtar. 
Source: 
performance 
programme of 
Opera Pritnadona 
by Teater Koma 
(August 2000). 
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CHAPTER 4: ADMINISTERED RESTRAINTS 

DETACHMENT BY THE DUTCH, COOPERATION OF THE JAPANESE 

Tyrants that make men subject to their law, 
I will suppress, that they may no more reign, 

And lordings curb, that commons over-awe; 
And all the wealth of rich men to the poor will draw. 
(Spenser - The Faerie Queen) 

Western presence in the archipelago of the East Indies was felt at the beginning of the 
16th Century with the arrival of the Portuguese. Their impact was most felt in Malulai where 
the 'Spice Islands' of East Indonesia were located, particularly the islands of Ternate and 
Tidore. Foreign presence was strengthened at the end of that century by the arrival of the 
Dutch who remained for more than three hundred and fifty years during a long period of 
colonial rule. However, as Ricklefs (1981, pp.125-139) reveals, the Dutch never achieved 
entire colonial rule over the archipelago. It was only very late in the colonial period that the 
independence of Bali was lost in 1908 by the conquest of the Dutch while they had 
established a relatively stable administration in Banda Aceh around 1903. 

Dutch colonisation brought with it the form of European theatre but initially it 
remained detached from the developments of the theatre that were taking shape in Indonesia 
in the late 1880's. The forms of modern Indonesian theatre practices explored from that time 
were not so far removed from the form of Western theatre (apropos the Dutch theatre) as I 
described in the previous chapter. The distinct difference was the sensibility of cultural 
traditions within which the two theatres were steeped. During later periods of colonial 
presence, we learn from a number of examples that in fact there were degrees of interaction 
between Dutch writers for the theatre and Indonesian counterparts. I discussed the matter of 
interaction briefly in the previous chapter, but in this chapter I view this interaction in terms 
of constraints and limitations placed on the theatre itself by the Dutch administration.' 

Although traditional puppet theatre in forms of indigenous wayang had existed for 
many centuries as witnessed in the Hindu-Buddhist cultural influence since the rise of the 
kingdom of Srivijaya in 670 AD, a new musical form accompanied the puppetry of Portugal. 
This new musical idiom, called keroncong, was readily integrated into circles of Betawi 
society on account of its entertainment value and informal participatory potential compared 
with the structured ensemble performance of the gamelan orchestra accompanying Wa yang 

for example. It was based on Portuguese romantic ballads and introduced musical instruments 
from the West, the guitar and violin for example, which were used in the accompaniment of 
the Portuguese puppet theatre. These puppet performances, largely appealing to the remaining 
Portuguese minority in the port city of Batavia and given three times a week except on 
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Sunday, required the permission of the Dutch authorities whose administration was firmly 

entrenched in that city.2  

Amateur theatre groups were established in Dutch circles consisting of officials from 

the Dutch United East Indies or VOC, who when in Europe, were often active in the theatre. 

These groups staged special events during times of military crises to boost the morale of the 

soldiers. Performances of Raja Swedia (King of Sweden) and Raja Denmark (King of 

Denmark) were presented at the time when troops of Sultan Agung of the central Javanese 

kingdom of Mataram surrounded the city of Batavia on several occasions during 1629. 

Theatre performances of more substance began in 1757, more than a century after the 

Dutch had begun to establish a colonial network from their stronghold in Batavia. Once a 

small coastal port, it had developed into a cosmopolitan city for the Dutch and Europeans who 

were in need of entertainment. Gabriel Besse du Pouget, a second lieutenant of the "Naga" 

division of the Dutch military, owned a losmen (cheap hotel) exclusively for men. On 20 June 

1757 he sought permission from the Dutch authorities to construct a special building on the 

premise for performances of "komidi", opening on the first night with Jacoba van Bayern 

written by Jan de Merre. The performance was a great success and was followed by another in 

August, this time Wafatnya Willem I (The Death of Willem 1)•3 

Pouget' s success caused him to attempt a theatre that was professional after he had 

left his position with the military. Every two weeks, comic stories were performed with 

programs containing interludes of clowning played by professional clowns alongside 

interludes of song, dance, and acrobatics. After three years of effort to sustain his comedy 

theatre, it experienced failure. Audiences were diminishing by 1760 to such an extent that the 

theatre could no longer be sustained. Incapable of repaying his debts, Pouget sold the losmen 

and his comedy theatre building to Adam Kayser and returned to his military posting. 

Kayser endeavoured to continue the management of Pouget' s losmen and theatre but 

also failed after three years of concerted struggle. The theatre and losman were then sold to an 

elderly Dutch shipping industrialist and banker, Cornelis Domburg. In the spirit of true 

business enterprise, Domberg capitalised in 1770 on his asset by demolishing the buildings to 

prepare the site to be sold as real estate. He said, "there is no longer an opportunity to present 

performances in a permanent way", according to Jakob Sumardjo (1992, p.89) who 

comments, "a comedy building (gedung komedi) of the West that was once developed for the 

first time in Indonesia disappeared forever after existing for thirteen years." 

Ten years later in Batavia, in 1780, new theatre activities were beginning A 

Frenchman, Jean Bouhon, built a playhouse (gedung sandiwara) in the northern part of the 

city of Batavia. However, only after several months of his attempts at theatre performance, 

4  English ships entered the harbour of Batavia. Durng the ensuing attacks performances were 
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halted. But it was not war that caused the development of Western theatre to cease. According 
to Sumardjo (1992, p.89), it was precisely Dutch society itself. 

Theatre activities are activities "that turned away from the throne of God"), 
which was so according to them [Dutch society] who were mostly of the 
Calvinist faith. The church threatened to wipe out the account of Bouhon' s 
theatre.' 

In addition, the Dutch government was forced by the church to bring down a law in 
1781 prohibiting performance of theatre on days there were religious services in churches. 
However, the church itself continued to urge an order to revoke permission for any and all 
performances, at least for the time being. Bouhan sold his playhouse and fled from Batavia. 

Theatre activity in all accounts was not part of the Dutch agenda, apparently not 
considered sufficiently significant as a necessity of life for Batavia's society in the late 
1700's. Official Dutch disregard and disdain for all forms of public entertainment is quite 
apparent from the historical record, despite early indications of a desire by certain individuals 
in Batavia to sustain a theatre they were accustomed to enjoy in the homeland. For more than 
twenty years after Bouhon' s attempts at theatre, Batavia was without theatre activity until 
finally a yearning for performance of drama became excessive. 

On that account, an amateur theatre group was formed 1805 and named, Inschikelijk 
voor Lof (Kekhidmatan Puji-pujian), literally "Obedience of Prayer". This amateur theatre 
group was most respected in circles of Dutch and European society because its treasurer was a 
member of Dewan Hindia (the Indies Council). During five years the group remained 
steadfast until it fell out while Daendals was in authority.5  

In 1812 the English under Raffles, a lover of Eastern culture, ruled Indonesia. 6 

Members of the English army generated new theatre activities in Batavia again in 1814. They 
built an "emergency"(darurat) playhouse of timber and bamboo in the open ground of the 
Dutch fort naming it Teater Militer Weltevreden (the Weltevreden Military Theatre). It 
opened on 17 October 1814 with a performance of The Heir at Law. Although Sumardjo 
(1992, p.90) does not give details of this work, I suggest that the title itself might have been 
sufficient to arouse emotions of the Dutch who formerly held power in Batavia that in the 
meantime was in the hands of the English. 

Groups of Dutch troops demonstrated spite against the English when the group 
performed Shakespeare's Hamlet. They wrecked the playhouse, and as Sumardjo (1992, p.90) 
states, the performers and audience knew the chaos was a covert act of revenge. The event 
was criticised by the English as a dastardly act from the hired soldiers (tentara sewaan) of Jan 
Pieterszoon Coen. Nonetheless, amateur theatre activities of the English continued until the 

Kegiatan adalah kegiatan "yang berpaling dari sin ggasana Tuhan", begitu menurut mereka yang 
kebanyakan beragama Calvinis. Gereja mengancam akan menghabisi riwayat gedung teater Bouhon. 
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transition of English power to the Dutch in accordance with the Convention of London 

(1816). 

With Batavia returned to Dutch administration, therefore the Dutch inherited the 

"theatre shack" (gubuk komidi) the English officers had built as their comedy playhouse in the 

grounds of the fort, and intended to continue activities of theatre. There was a virtual mania 

for theatre activities among a certain group of people who desired to make use of the Teater 

Militer Weltevreden. They formed an amateur theatre group and named it Ut Desint Vires, 

Tamen est Laudanda Voluntas (Di mana Kekuatan Pecah, Hasrat yang Baik Dihargai) or 

"Where Strength is Broken, Healthy Propensity is Rewarded". Afterwards it became known 

as Unt Desint.8  

It succeeded with the driving force of H. J. van de Graaf, an influential member of the 

East Indies Council who had been as an erstwhile actor in the Netherlands for thirteen years 

prior to being stationed to the Indies. The inauguration of Unt Desint took place on 21 April 

1817 with a performance of the play, De Brandschatting, by a famous writer of melodrama, 

Kotzebue.9  The popularity and reputation of Ut Desint in Batavia resulted in the group 

becoming professional. After three years of touring, the group became most famous 

throughout Java; tickets for performances were always sold out. Despite this record of 

commercial success, Dutch officials criticised de Graaf, accusing him of lowering the 

reputation of Dutch civil servants by actively participating in theatre activities. 

Undaunted by the attitude of Dutch officialdom, the response of theatre patrons 

toward professional performances of Unt Desint was apparently united. Prospects for the 

theatre became all the more bright in Dutch, Chinese and indigenous circles of society 

prompting plans to build a permanent theatre (gedung komedi) that they could be proud of. As 

described by Sumardjo (1992, p.91), on 7 December 1821 a newly constructed building stood 

in all its glory (megah) on Jalan Noordwijk, close to the crossroad Jalan Pasar Barn in Jakarta. 

This building was the Comediegebouw or the Schouwburg, which stands to this day, known 

today as the Gedung Kesenian Jakarta (the Jakarta Arts Theatre) or GKJ. (See figures 4.1 & 

4.2). 

Incentive to create this theatre was not taken by the Dutch administration, but was 

inspired by the dedication of those who were committed to the theatre of Ut Desint, who 

raised funds as a commercial enterprise. Obviously the Dutch saw much merit in such a plan 

that would be seen as considerable added value to colonial pride and its image when viewed 

from abroad. Therefore, funding was also forthcoming from circles of government as well as 

other private sources including the aid of the governor-general, van der Capellan. Unt Desint 

inaugurated the opening of the Arts Theatre with a performance of Shakespeare's Othello and 

a local story, Penabuh Genderang (The Drum Player). Sumardjo (1992, p.91) notes that 

among the invitees were the Chinese of Batavia. 
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Sumardjo (1992, p.92) includes some observations by a member of the audience 

attending the Arts Theatre that are pertinent to this chapter. I provide a precis of them as 
follows. Ticket prices were high but the Dutch were prepared to pay for the comfort and 
amenities the theatre facilities provided. Rich and prominent people of Batavia came from the 
minority circles of society and were the privileged audience. The appearance of Dutch women 
was almost non-existent. The few women who did attend sat in a row of special seats, but 
separated from the men. The large part of the audience consisted of Europeans and the 
remainder of the audience were Eurasian, Chinese and indigenous people. There was a 
complete orchestra accompaniment, and on the average, the players performed their roles 
well, although there were those who were still amateur. But most disappointing was the fact 
that the roles of women were played by male performers. 

Male performers in the theatre taking all the roles of women witnessed in the period 
(1820's) actually became one of the causes later of the decline of theatre groups in the opinion 
of Sumardjo (1992, p.92). He explains that male performers played the roles of women in a 
way like wadam (transvestite homosexuals or transsexuals) and were not chosen to play the 
roles of adolescents or boys. The effeminate characteristics of the transvestite performers best 
suited the role-playing of women and would have been out of character for playing the roles 
of younger men.'°  

How strange it must have been for the European audience watching Urn' Desint 
performing Othello at the Arts Theatre when the black Moor lovingly caresses his slumbering 
wife, Desdemona, (played by a male) before he suffocates her. Elizabethan audiences were 
accustomed to young boys playing the roles of women, a practice that was enforced by the 
Lord Chamberlain who prohibited women to appear on the stage. 

In all accounts no such prohibitions were placed on women in Batavia by the Dutch 
authorities. However, Sumardjo (1992, p.93) states that it was not possible to get a Dutch 
woman in Batavia to perform in the theatre, and further to that, it was not agreeable for them 
to even watch the theatre. Therefore, why not get actresses from circles of Dutch-Indonesians 
(Indo-Belanda) asks Sumardjo; was it religion that made it impossible? Efforts to import 
female actors (and professional actors) did not meet with success at the time; for European 
women simply did not want to perform in the Dutch East Indies. 

The popularity of Unt Desint was still strong in the 1830's, even more because of the 
appearance of the actor Ten Kate van Loo, famous for his role as an acrobat and for his sword 
fighting on the stage. But as well, Sumardjo (1992, p.93) notes he was a dramatist and wrote 
the first drama that was an Indonesian work, Matinva Jan van Schaffellar (The Death of Jan 
van Schaffelar), as well as Petronella dari Saen (Petronella from Saxony). Previously, the 
majority of works performed by Urn' Desint originated from England and France, and were 
translated into Dutch. 



Other professional theatre groups had come from Europe to Batavia in the 1800's and 

performed as well in other cities. In 1835 a professional French group, Minard, brought with 

it female performers, the first to be seen in Batavia. The group also brought current stage 

techniques that were studied by Unt Desint, together with an entirely modem repertoire of 

works never before seen in the colony. Women appeared on the stage causing a rush on box 

office sales, the public wanting not only to see their faces but also to hear the sound of their 

voices. 

One year later, Minard returned to perform opera for the first time in the colony, 

receiving an overwhelming response with their presentation of La Dame Blanche." Dutch 

critics resented their shrine of arts (kuil kesenian) being used by the crazy French. Sumardjo 

(1921, p.94) notes that for Dutch critics the Schouwburg was the proud possession of the 

Dutch colony to be "adored by the adorers of sandiwara Belanda (Dutch plays)." Criticism 

continued because the Dutch in Batavia were always mesmerised by whatever smelt of 

France. 

After twenty years of existence, the group theatre of Ut Desint finally met its end in 

1837. At that time there was evidence of works from Dutch writers of Indonesian origin 

beginning to enter the theatre. Sumardjo (1992, p.94) records the last performance of Ut 

Desint as a work by Vrade Bik, Graff Lodewijk van Nasau, its presentation ending with the 

singing of the Dutch national anthem, thus signaling its burial. 

It is curious that after the theatre activities of Ut Desint had ceased, there is no 

evidence of other theatre groups being formed in Dutch circles or even in other European 

circles of society in Batavia. Both Sumardjo (1992) and Suadi (1993) turn to the beginning of 

the 20th  Century when new writers of dramas for the Dutch language stage emerged. 

However, Sumardjo (1992, pp.95-96) observes that alongside the theatre with stories having 

an actual Indonesian background, other forms of theatre were performed in Dutch circles. 

Namely, opera and wavang orang (wong) groups performed at the Schouwberg.12  (See figure 

4.3). Furthermore, the Dutch language did not dominate its stage, Sumardjo (1992, p.96) 

comments that the stories were performed in low Malay. Suadi (1993, p.1  2) has noted that the 

Schouwburg or Comediegebow brought new wind for theatre artists in the Dutch East Indies. 

We must remember that during a latter period in the history of Dutch theatre in 

Indonesia other developments were taking place outside of the Dutch and European circles in 

Batavia and elsewhere. I refer in this instance to the theatre forms of bangswan (c. 1885) and 

stainbul (c. 1891) that were of Western influence and were developed from within indigenous 

and Chinese circles of society. While Sumardjo (1992, p.87) makes it clear that these circles 

of society borrowed substance from Dutch theatre, he also makes it clear that, 

The extent to which borrowed substance is evident has can only be seen in 
relation to the development of the theatre in the cities among both the 
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Chinese and indigenous groups of society. On the other hand the Dutch 
theatre borrowed very little substance from both the groups below it [the 
Chinese and the indigenous]. Or maybe in fact [the Dutch] were not at all 
touched [by the theatre of the Chinese or the indigenous].'  

At the beginning of the 20th  Century writers were encouraged to turn their attention to 
original works concerning the existence of Dutch society in Indonesia. Several Dutch writers 
who were of Dutch or Indo-Belanda (Dutch and Indonesian parentage) heritage started to 
write stories that were taking place in Indonesia among Western and indigenous society itself. 
The Dutch had long refrained from any cultural integration within indigenous society 
restraining their own society from covert interaction with their colonial servants. 

Among these writers was Victor Ido (Hans van de Wall), referred to in Chapter 2, as 
one of the most prolific of writers during the early 1900's. During 1913-1931, he is 
accredited by Oemarjati (1971, 28-29) with thirteen works for the stage when living in 
Weltevreden, Bandung in West Java and Padang in South Sumatra. His writing had a marked 
influence in the later period of development of A. Piedro' s theatre, Dardanella, realising that 
works of local content and language were commercially viable and suitably entertaining for 
presentation to the local indigenous audience. 

After a long period of presenting stories of heroic action taken from a series of 
Hollywood films, Piedro had his writer, Lauw Giok Lan, translate and adapt stories for the 
stage from the new novels of writers working within the local idiom. For example in 1913, he 
translated Victor Ido's novel, Karma Adinda (1911), into low Malay, meeting general critical 
approval as a work suitable for study and performance by students and groups now aspiring to 
more intellectual pursuits. Ido' s Karma Adinda was not merely of importance at the time it 
was written; it left behind a legacy marking the introduction of a lingua franca that was 
destined to become the unifying language of a new republic that would arise in the middle of 
the 20th  Century. 

Formal education was now more in reach of those dedicated to advance personal 
skills to become members of recognised professions such as doctors who had graduated from 
the Dutch institution of STOVIA (the School for Training Native Doctors). Referring to 
modern amateur theatres, Umar Kayam (1999, p.293) observes references to the amateur 
theatre carrying the connotation of: 

[ ... ] the word "snob", at the time that amateur theatre was supported by 
intelectueele kringen or "circles of intellectuals", which at that time meant the 

11  Hanya sejauh mana unsur peminjaman itu nampak harus dilihat pada perkembangan teater di kota 
kota di kalangan kedua go/on gan masyarakat Cina dan pribumi. Sebaliknya teater Belanda di 
Indonesia sedikit sekali meninjam unsur teater kedua golongan di bawahnya. Atau mungkin malah 
sama sekali tidak tersentuh. 
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circle of teachers at elementary schools and the Dutch middle class, as well as 
a small number doctors and lawyers.tm  

Clearly, the social, political and cultural climate was changing throughout the major 

cities of Java. There were trends reflecting a new spirit of liberalism that already pervaded the 

cities of Europe for several decades after the cessation of the Napoleonic Wars and the 

settlement of affairs over the European state's sovereignty. Private capital began to flow into 

the major cities as a result of the change of direction of Dutch colonial policy whereby the 

Dutch East Indies Company (VOC) no longer monopolised rural and urban trade enterprises, 

particularly in the outer islands. 

Theatre activities were unable to be further controlled by restraints under the guise of 

religious sanctions or a coveting of class culture as a ruse to demonstrate Dutch colonial 

supremacy that had largely dominated the 17th  and 18th  Centuries. Now open to a wider 

audience, once exclusively the premise for Dutch theatre performances (and occasional 

overseas groups), the Schouwburg became a place of entertainment for a greater diversity of 

stage presentations. I noted previously its staging of opera and wayang orang that now shared 

the theatre venue with new works by Wiggers, Raden Bell Soerio Retno, in 1901 and Lauw 

Giok Lan's translation of Victor Ido's Karma Adinda, coloured with their colonial 

background. (See figures 4.4 & 4.5). 

There is no evidence that the many plays written by those among intellectual groups 

of the Chinese ever reached the Arts Theatre or by whom they were staged. From the works in 

the list by Sumardjo (1992, pp.369-372) it is clear that works by Chinese intellectuals were 

most predominant in the period of 1913 to 1941. One particular work of interest is the 

adaptation of Hendrik Ibsen's An Enemy of the People by Ang Jan Goan as Moesoenja orang 

banyak in 1923. If indeed this play had been performed in Batavia at the time of its 

translation, it would have been a milestone in modern theatre of Indonesia.13  

At the time of prolific writing by Chinese intellectuals, the Pujangga Baru, or the 

"New Literati", a group of indigenous intellectual writers were active in Sumatra. Their 

literature for the theatre occupied a period from the 1930's to the 1940's. Far from the sway 

of theatre activities in Batavia, and even further removed from the Western influences of 

theatre occurring in the colonial capital, their writing attracted a following of small groups of 

young intellectuals. Furthermore, as I have mentioned at the end of the preceding chapter, this 

period saw the rise of the phenomenon of small theatre groups that were forming as a result of 

breakaway movements of artists upon the demise of long established professional groups such 

as Orion and Dardanella. 

[ ... ] kara "snob", pada wa/au itu teater anwtir didukung oleh intelectueele kringen, atau "kalangan 
cendekiawan", yang pada wa/au itu berarti kalangan guru-guru sekolah dasar dan menengah Belanda, 
serta beberapa gelintir doktor dan pen gacara. 
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A new colonial age began at the start of the 20

th  Century when Dutch colonial policy 
underwent the greatest change of direction in its history. Ricldefs (1981, p.143) writes: 

The exploitation of Indonesia began to recede as the main justification for 
Dutch rule and was replaced by professions of concern for the welfare of 
Indonesians. This was called the 'Ethical Policy' [that] had its roots both in 
humanitarian concern and economic advantage. 

During a forty-year pioneering period, beginning in 1885, when modern forms of 
theatre were explored through ban gsawan, stambul, and opera, in all accounts the theatre did 
not preoccupy the Dutch colonial administration. Professional theatre groups that developed 
from those forms from 1925, Komedi Stambul, Orion (Miss Riboet's Orion) and Dardanella, 
were not armed with burning social issues or equipped with a political agenda. They 
performed popular entertainment unlikely to intimidate any mandate carried by proponents of 
the Ethical Policy introduced in 1901. Apart from that, the Dutch were occupied with 
indulgences of their own in the Western tradition of theatre. But at the same time, they had a 
specific agenda for the traditional performing arts in Java. 

Within the traditional performing arts, intimidation was the issue. According to 
Schechner (1993, p.1  86), wayang ku/it was marginalised by Dutch intervention prohibiting 
the dalang (master puppeteer) from relating events of the struggle of the Javanese against the 
Dutch. They were prevented from representing the many changes taking place in the Dutch 
East Indies. He attributes this not only to the Java War of 1825-1830, but also to the general 
resistance that arose locally during the 19th  and 20th  Centuries and explains: 

The Dutch stripped wa yang of its politics and historicity, its ability to relate 
contemporary events, and tried to invent it in a form emphasizing its basis in 
ancient "myths", its "timeless" aesthetics and its "mystical" functions. In 
tying wayang to the supine courts, the Dutch wanted to keep such a strong 
weapon out of the hands of emergent revolutionary nationalists. 

Toward the end of the Java War, revolutionary nationalists did emerge. They 
appeared in the field of literature, particularly literature of drama. Two writers, Rustam 
Effendi and Mohammad Yamin, were significant at the time of the "New Literati". In this 
chapter I view briefly the cause and effect of their dramas relative to the colonial context. 

Effendi, a Batak teacher in a Dutch school in Medan, may not exactly be cast in the 
mould of a 'national revolutionary', a role more fitting his contemporary, Mohammad Yamin, 
the Minangkabau poet of the "New Literati" in the 1930's. But nonetheless, Effendi's verse 
drama, Bebasari, was obviously viewed by the colonial authorities with the suspicion since it 
carried sentiments of nationalism. It was for this reason that the Dutch head of his school 
prohibited performance of the work. Regardless of the ban placed upon it, Effendi' s verse 
drama saw the light of publication in 1928.14 



It is curious that Yamin' s version of the legend, Ken Arok dan Ken Dedes, performed 

at the Youth Congress of 1928, did not arouse the suspicion of the Dutch authorities since in 

fact it seeded revolutionary (national) aspirations. The legend is respected and valued in the 

annals of Indonesian history; its setting is the kingdom of Tumapel-Singasari (1227-1292). 

Ken Arok' s exploits epitomise the struggle and perseverance of a people willing to risk their 

lives at the expense of unifying divided kingdoms that eventually resulted in the rise of the 

kingdom of Majapahit (1292-1478). Although performed during the Congress, Yamin's 

dramatised version of the legend was not published until 1934, but its appearance was an 

obvious metaphor for anticipated Indonesian nationhood.15  

Although I stated that the professional forms of theatre developed from bangsawan 

and stambul remained without restraint from the Colonial administration, there is one 

particular work of relevance to the colonial period. As I described at length in Chapter 3, in 

the repertoires of Komedi Stambul, Komedi Bangsawan and Dardanella not only were there 

exotic stories from the Middle East, adaptations from the plays of Shakespeare (Hamlet), 

Chinese classic tales (Sampek Engtay), and popular Hollywood films. There also were stories 

classified as novels of the East Indies (Indische Roman) and realistic treatments of stories 

performed among the theatres of Dardanella and Komedi Stambul.16  

One story of realistic treatment taken from a popular novel of the time, Nyai Dasima, 

appeared in the repertoire of Komedi Stambul, which according to Sumardjo (1992, p.1  08) 

was active in the period of 1891-1906. This was at the time when stories of the Middle East, 

long performed in the repertoire, had reached the saturation point among the audience. 

Oemarjati (1971, p.27, footnote 2) attributes the story of Nyai Dasima to G. Francis in 1896. I 

take a simple version of the story by Rahmat All to illustrate a point that in my opinion 

demonstrates what I describe as Dutch stoicism, their tolerance and leniency toward the 

performance of the story of Nyai Dasima on the stage of Komedi Stambul.17  

The story is set in 1813 during the period of the British administration of Raffles in 

Batavia. It tells of Dasima's death, a young local woman, as the result of jealousy and hatred. 

She had been taken into the household of a wealthy Englishman as his mistress and bore his 

child. An example of an Englishman taking a 'local' mistress portrayed on the stage seemed 

of little ethical or judicious interest to the Dutch administrators. This is despite Calvinist 

religious proclivities in early Dutch communities of the East Indies. In the concluding notes to 

his version of the story of Nyai Dasima, All (1993, p.48) draws attention to the mistresses 

being those of both the British and the Dutch. Apparently, the only criticism of a realistic 

story such as Nyai Dasima came from the audience, which according to Sumardjo (1992, 

p.103), were disappointed by the performers dressed in customary street clothing. They were 

accustomed to the use of fantastic costume formerly used in performances of stories by 
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Komedi Stambul, a part of the stagecraft used in the spectacles of large professional groups to 
provide entertainment for the population of Batavia. 

Professional theatre was driven by its mass appeal and sustained through commercial 
enterprise. This type of theatre is in distinct contrast to theatre performed on an ad hoc basis 
and is therefore described by many Indonesian writers as amateur. In my opinion, 
classification of theatre as 'amateur theatre', during later developments and outside of the 
sphere of the commercial theatre, is no longer appropriate in theatrical vocabulary. As a 
classifier, it does not represent true aspirations of dedicated small groups of theatre and their 
artists emerging from intellectual circles in the community. In this respect there are views in 
common with Oemarjati (1971, p.34) who writes, 

[ ... ] the prime function of "the little theatre" [community theatre] is to urge 
the people to life to the theatre and open up the possibility for

8
participation of 

talents (for theatre) which lie hidden in small communities.1' 

This small theatre, a community theatre, became an alternative means to experiment 
with and explore social, cultural, and religious streams of consciousness close to the 
community. It can also become a theatre self-politicised or even a machine controlled by will 
of government administrations, Indonesian or foreign. Small theatre groups are a historical 
phenomena that constitutes an important part of the development of modern Indonesian 
theatre. 

The appearance of structured small theatre groups was a phenomenon that began 
following the collapse of the colonial state by the invading Japanese forces. The Japanese 
occupation propagated an entirely different cultural, political (and nationalist) structure within 
the theatre. This is in contradistinction to the posture of the Dutch, who were preoccupied 
with the maintenance of colonial supremacy, and so acted exclusively to protect and advance 
their political self-interest through their administration of performances in the theatre. 

The Dutch East Indies was destined to become the last bastion of the Japanese thrust 
to create a "Greater East Asia Co-Prosperity Sphere" following their invasion at Subang, 
West Java, on 10 January 1942. On 8 March 1942 the Dutch in Java surrendered; the Colonial 
government fled into exile in England (the Netherlands was in German hands) and Dutch 
citizens and forces were left at the mercy of the Japanese army and the Indonesian masses. 

Although the Japanese military force immediately impacted on everyday life at the 
time of invasion of Java in 1942, the impact of its influence on cultural and artistic lifestyle 
was not felt until the end of that year. Political influence and consolidation of power was of 
prime importance to the Japanese, not the immediate regulation of the performing arts. 

[...II fungsi utama teater ketf ii adalah menadjak masfarakat mendjiwai jang hidup dan membukakan 
kemungkinan partisipasi untuk bakat-bakat (teater) fang tersenbunji dalam masfarakat-masfarakat 
ketf ii. 
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Theatre activities in society, the groups of professional (commercial) theatre so active in the 

1930's, had come to a standstill toward the end of the Dutch colonial period. At the beginning 

of the Japanese occupation, a new professional theatre emerged and expanded its activities as 

the vehicle for popular mass entertainment throughout the regions of Java. 

On the 9 December 1942 in Malang, East Java, Bintang Surabaya (The Star of 

Surabaya) continued the form of professional theatre typical of the 1930's, namely, the theatre 

of the Dardanella fame. In fact, Bintang Surabaya was formed under the direction of Fred 

Young, the husband of the primadonna, Fifi Young, who made her stage debut in Miss 

Riboet's Orion before joining Dardanella. She and others, Astaman, Tan Tjek Bok, Mi Yugo 

and Dhalia, all 'ex-stars' from Dardanella, joined the group thus carrying on the tradition of 

professional theatre that had its roots in the 19th  century. 

Melodrama was at the core of stories, and with much more pressure placed on its 

performances for escapist entertainment. Although scripts were introduced, improvised 

dialogue was still permitted on the stage. In order to appeal to a wider audience, there were 

new programs of dance, fashion displays also devised, mostly by Eurasian women, and 

generally much of the tradition of Dardanella remained. However, Bintang Surabaya added a 

new dimension to its repertoire that began to attract an entirely different audience. Sumardjo 

(1992, p.1  29) describes new works introduced into the repertoire pointing to the problems of 

life in real society. For that reason, groups of intellectuals appeared among the audience that 

previously consisted of ordinary city people. Among the new works performed by Bintang 

Surabaya were Kris Bali (Kris of Bali), Bengawan Solo (SoloRiver), Air Mata Ibu (Mother's 

Tears), Saidja R.A. Murdiati, Merah Delima (Red Pomegranate) and Nusa Penida (Isle of 

Penida). These were all works of Andjar Asmara.'9  

As was the propensity with commercial groups during the period of Japanese 

occupation, tours to major cities of Java were conducted in other regions. There existed a 

common pattern among touring groups; when they experienced a decline in attendance in the 

cities of other regions they took up residence in Jakarta. The reason Sumardjo (1992, p.129) 

provides for the commercial theatre choosing to remain in the large metropolitan city was 

because its metropolitan audience understood the Malay (Melayu) language in use in that 

theatre whereas in other regions in Java Malay may not have been understood as well as in 

Jakarta. 

Another explanation for Jakarta becoming the focus of commercial theatre groups 

was the opportunity for permission to be given for performances at the prestigious 

Schouwburg, formally denied by the Dutch authorities. The name of the theatre, Schuowberg 

Weltevreden, was changed by the Japanese to become Gedung Komidi Pasar Baru (the New 

Market Comedy Theatre) since it was located adjacent to a new marketplace named Pasar 

Baru. The Japanese administration had ordered all Dutch (and English) terminology to be 
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replaced with Indonesian word usage.2°  This also had the effect of raising the prestige (and 
status) of Indonesian theatre groups. As Haryadi Suadi (1993, pp.13-14) tells us that, 

[...] the Japanese tactic to milk the toil and sweat" of our nation's stage 
artists in fact had brought wisdom for the life of our theatre world at that 
time. With this tactic, in an indirect way, Japan had brought to life, raised and 
expanded, theatre groups of Indonesia. Contrary to the attitude of the Dutch, 
who had belittled the theatre of the indigenous people. Japan instead lifted 
them to a place that was more respected. Only in the period of Japanese 
occupation saw the appearance of newcomers as stars of the stage, along with 
new writers, as well as new theatre groups, like the mushroom in the rainy 
season. v 21 

When Haryadi Suadi refers to "a place that was more respected"; he meant respect 
not only in public standing, but also the place of performance where these groups were now 
permitted to perform, namely, the Comedy Theatre, formerly the Schouwburg. 

New groups of theatre did form at this time; Bintang Surabaya, Tjahaja Timoer 
(noted above), Bintang Sandiwara, Nusantara, Mata Han, Dewi Mada, Warna Sari, Irama 
Masa, Miss Tjitjih and Wargo are examples. However, not all were established by 
"newcomers", or located in Jakarta. Former stars of Bolero, a group active in the 1930's, were 
gathered together by husband and wife, Ferry Kok (of Dardanella) and Dewi Mada, to form 
the group Dewi Mada in 1943. The group had toured East and West Java before settling in 
Jakarta. Sumardjo (1992, p.130) notes that their most known works were Rencong Aceh and 
ida Ayu dan Ni Parni.22  Haryadi (1993, p.13) notes that Dewi Mada and Ferry Kok had 
appeared in Sanusi Pane's Manusia Baru at the Schouwburg in 1941 and shows the couple in 
the film of Rencong Aceh saying that it had previously made them famous. (See figure 4.6). 

During the first year of Japanese presence in Java two other phenomena appeared in 
the commercial theatre. Firstly, new groups formed were not managed by the Chinese (orang-
orang Tionghoa) or the Dutch Indonesians (Indo-Belanda), but by indigenous Indonesians 
themselves. Almost all of the commercial theatres managed during the Dutch colonial period 
as well as those during the Japanese occupation were exclusive of local management. 
Secondly, regional languages were used instead of Indonesian or in place of the "common" 
Malay still used by commercial theatre. Examples of Indonesian management Sumardjo 
(1992, p.1  30) cites are the theatres of an Indonesian businessman, Dasaad Muchsin, Warna 
Sari, and mama Masa, established by All Yugo who had broken away from Bintang 

[.] taktik Jepang untuk memeras tenaga dan keringar para seniman panggung ban gsa kita mi, ternayata telah membawa hikmah bagi kehidupan dunia sandiwara kita pada masa itu. Dengan taktik 
mi secara tidak langsung fihak Jepang telah men ghidupkan memelihara dan membesarkan grup sandiwara indonesia. Berbeda dengan sikap Belanda yang telah meremehkan tonil kaum pribumi, Jepang malah mengangkatnva ke tempat yang lebih terhormat. Hanya dalam waktu "seumurjagung", di pulau Jawa telah bermunculan para bintang panggung pendatang baru, para penulis lakon sandiwara serta grup-grup sandiwara, bagai jamur di musim hujan. 
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Surabaya; a customary tradition that occurred since the appearance of professional theatre 

groups in Indonesia. The two Indonesian-managed theatres were established in 1943. 

Sumardjo (1992, pp.130-131) mentions two groups that used specifically (but not 

exclusively) regional language. In Jakarta during the 1920's, a commercial theatre was 

established named the Opera Valencia, later known as Miss Tjitjih Tooneel Geselschap (Miss 

Tjitjih's Theatre Company) after a move to Subang in West Java in 1928. During tours to 

several districts of West Java, the group used low Malay, but afterwards returned to Jakarta. 

There it followed the tradition of the 'star system' and was renamed Miss Tjitjih after its 

primadonna. Miss Tjitjih herself was from Sumendang in the heartland of Sundanese culture 

of West Java. While resident in Jakarta, the Sundanese language (bahasa Sunda) was used in 

her theatre. Miss Tjitjih died in 1939 but the tradition of her theatre survived the period of 

Japanese occupation.23  

In Semarang, Central Java, a drama group, Wargo, was formed by Suripto who used 

primarily Javanese (bahasa Jawa) when touring the cities of Central Java. Also in Central 

Java, Tio Tik Djien (T.D.Tio Jr.), the former financier and writer for Orion in 1925 

reappeared in Solo (Surakarta) and formed a commercial group named Miss Ribut. His group 

included elements of the theatre Dagelan Mataram, the pioneer of future groups of clowns. I 

had discussed previously, Orion was later known as Miss Riboet's Orion and was still 

performing at the end of the 1930's. Riding on the success of the name and reputation of that 

theatre, Tio Tik Djien's decision to use a change of name in all probability was to rid it of any 

association with the European language. 

I referred to Haryadi Suadi (1993, p.13) regarding his comments on Japanese 

regulation enforcing the replacement of Western names and terminology with translations into 

the Indonesian language. As I noted above, the name of the Dutch theatre building in Batavia, 

the Schouwberg, was changed early during the Japanese occupation. Even the name of 

Batavia was replaced with "Jakarta" that remains today. Theatre terminology such as "komidi 

stambul", "tonil bangsawan", and "toni!" (a derivative of the Dutch term "toneel") were 

changed to become "sandiwara", meaning a "play". a "drama", or in a broader context, a 

"theatrical troupe". Ricklefs (1981, p.189) states: 

[ ... ] the Japanese policy toward Indonesians had two priorities: to wipe out 
Western influence among them and to mobilise them in the interests of 
Japanese victory. 

Later I describe how the Japanese mobilised the theatre through various arts and 

cultural organisations with the co-operation of Indonesian theatre artists. 

1 have described earlier how commercial theatre (Sumardjo chooses the term 

"professional") was in reality a continuation of theatre activities popular in the period of 

Dutch colonisation during the beginning of the Japanese occupation. This theatre survived on 
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the premise that it served popular entertainment for the mass of society and was far removed 
from of everyday reality. Yet there was a legacy provided for a future performing arts genre 
in its own right known in the general form as Sandiwara, simply implying a theatrical troupe 
performing entertaining plays.24  (See figure 4.7). 

Commercial theatre during the Japanese period paved the way for modern theatre to 
rapidly develop and progress through accumulation of influences derived from Western 
theatrical idioms. Use of the play-script as literature for the stage was now de rigueur, 
particularly represented in new works by Asmara for the theatre group, Cahaya Timor, which 
he established in 1942. On the stage, performances depicted themes identifying aspects of 
lives among ordinary people. At this juncture, we need to look back at some works of 
literature for the theatre whose trends were already steeped in social reality (and nationalism) 
before the Japanese occupation in order to assess the literature that resulted from their 
presence. 

The "New Literati" had developed early trends in writing drama consciously 
addressing issues of reality in society that became a marked characteristic of future 
playwright's works and a new idiom of theatre. Sanoesi Pane had written Manusia Baru in 
1940 (described in Chapter 2). In 1938 his brother, Armijn, had written Lukisan Masa (Sketch 
of the Future) as a satire on patriotic trends of thought by the young generation aspiring to 
attain intellectual standing through progressive Western institutions of education (Dutch). The 
play appeared in the May edition of the literary journal, Pujangga Baru (1937); Manusia 
Baru appeared in the same journal in the November edition of 1940. Lukisan Masa happened 
to be written especially for Perayaan Indonesia Muda (the Celebration of Indonesian Youth) 
held in Solo during April 1937 and was heard on radio in May of that year. Furthermore, 
Lukisan Masa was performed by other youth groups, Club Indonesia of Jakarta in November 
1937, Sandiwara Sjriwidjaja (Sriwijaya) in Medan in July 1938, and in Jakarta during 1939 
by Surya Wirawan, a scout movement. 

Before the invasion by Japan, publications of modern play texts were in reach of 
groups of intellectuals. Structures of youth movements were increasing in strength and 
number throughout the major cities, particularly in Java and Sumatra, no doubt as a result of 
the successful nationalist thrust of the 1928 Youth Congress. Not to be overlooked was the 
popularity of Yamin' s Ken Arok dan Ken Dedes performed as part of the Congress and many 
times thereafter. The burgeoning of such movements served well one vital principle of 
Japanese policy in early 1943 when, according to Ricklefs (1981, p.192), "they began to 
throw their efforts into mobilisation. New youth movements were given high priority, and 
were kept under close Japanese supervision." 

At the core of Japanese policy, from the very beginning of their occupation of 
Indonesia, was an obsessive anti-Western stance. They were particularly obsessive toward 
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perceived cultural influences of the West interpreted in the literature of the novel, short 

stories, poetry, and works for the theatre. In effect, the stance of this policy inversely caused a 

positive reaction. It paved the way for the inculcation of national aspirations through literature 

of the theatre integrating current social (and political) issues into the stream of consciousness 

of theatre artists and their intellectual counterparts in other fields. 

Writers of the time were sufficiently opportunistic, taking advantage of the changing 

cultural and political climate to invest their aspirations in a new wave of prolific works for the 

theatre, far exceeding in number those of the "New Literati". If Indonesian writers appeared 

to be playing into the hands of Japanese authorities (or indeed being seen as collaborators) by 

cooperating within the sphere of Japanese cultural policy, it was with innate wit that they 

were writing. And it was not for imperial aspirations of a "Greater Asia" (Asia Raya) that new 

works were created, but for the national aspirations of Indonesia. The medium of the theatre 

provided writers a platform to express new idioms, to demonstrate before the public their 

contempt, specifically directed at Dutch restraints imposed by colonial rule. Japanese 

occupation at least held the future promise of liberation while subliminally offering hope for 

the seeds of nationalism to grow. 

Cultural media became a key weapon to assist reaching the kemenangan peperangan 

Asia Timur Raya (the victorious battle of Greater East Asia), the obsession of Japanese 

imperialism. Such was the decision reached in Tokyo following a meeting of the 

Permusyawaratan Kesusasteraan (Conference on Literature) on 3 November 1942 attended 

by writers of "Greater East Asia" from the nations already occupied by Japanese forces (cf. 

M. Yoesoef 1988, p.31). Structured cultural organistions were required to carry out the 

function of controlling and manipulating the sources and overseeing and censoring the content 

of all literary (read: propagandist) and other arts endeavours. An enormous task faced the 

Japanese in Indonesia, considering the widespread dispersion of the population, its cultural 

diversity, and the already entrenched values of Western (Dutch) influence in literature and the 

theatre. 

In the most populated city of Jakarta, Keimin Bunka Shidosho (Pusat Kesenian 

Indonesia) or the "Centre of Indonesian Art" was established by the Japanese on 18 April 

1943 as Yoesoef (1988, p.30) tells us. However, Sumardjo (1992, p.135) terms the same 

institution the Pusat Kebudayaan (Centre of Culture) and dates its opening on 1 April of the 

same year. They were not the same centres of cultural activities as witnessed by both Saini 

K.M. and Sumardjo.25  The centre known as the Pusat Kesenian Indonesia (Centre of 

Indonesian Art) was established by Indonesian artists themselves; the purpose and function of 

both centres are described later. 

Before the Japanese had political need to establish a Centre of Culture, a body called 

Djawa Eiga Kosya (DEK) was established on 8 October 1942. Its purpose was to manage a 
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wider spectrum of arts activities precipitating the more disciplined and explicit propagandist 
functions the Centre of Culture would later serve. In his study of social and cultural history of 
Indonesian writers during the Japanese period, M. Yoesoef (1988) overlooks the intermediary 
function of this particular body, implying by its name alone that it was established under the 
aegis of Japanese functionaries. Nonetheless, the accounts of Jawa Eiga Kosva by Sumardjo 
and Saini K.M. are mostly similar, although they do not provide the meaning of Jawa Eiga 
Kosva, simply describing it as a body to manage arts activities.26  

If DEK indeed had power over arts activities, it was also a body that with resourceful 
initiative established a Sekolah Drama (Theatre School) within its activities. R. Arifin headed 
this school, writing works for the stage in a framework of Japanese propaganda coaxing the 
Indonesians to assist Japan to shape "Greater East Asia". Examples of works performed are 
provided by Sumardjo (1992, p.135). They included Raw Asia (King of Asia) by Arifin and 
Putera Asia (Sons of Asia) by Hakim, without a doubt, through their titles alone, products of 
propagandist orientation. 

Afterwards these theatre activities moved to the building once occupied by the former 
commercial theatre, Miss Tjitjih, described early in this chapter. According to Sumardjo 
(1992, p.135), members of this group entered the Barisan Propaganda (Propaganda Front) of 
Cahaya Asia (Light of Asia). This front is not to be confused with the theatre group, Cahaya 
Timur (Light of the East). This was the theatre group established by Andjar Asmara in 1942 
(former writer for Dardanella in the 1930's) to create new works for the stage focussed 
toward the reality of daily life. 

Japan's presence in Indonesia turned the consciousness of theatre artists (and 
intellectuals) away from the sway of entertainment in the theatre. Instead there was a direction 
of self-consciousness that was toward aspirations at a national level. Despite the propagandist 
front of the Japanese increasing in momentum, which would continue until their ultimate 
capitulation, arts organisations emerged that served not only Japan's cultural policy, but also 
to requite the Indonesian appetite for nationalist aspirations. Small theatre groups became 
very active; many intellectuals and nationalists appeared seizing the presence of the 
occupying forces of the Japanese as an opportunity to advance their own objectives. Several 
of the small theatre groups later that were created with nationalist objectives in mind are 
described later. 

Other arts organisations were created that provided good opportunities for the 
advancement of cultural values in Indonesia and at the same time were effective vehicles for 
the Japanese cause of strict control for mass mobilisation. In the opinion of Saini (1993, 
p.184), it was not the case that Japan did not realise the opportunity by intellectuals to 
manipulate activities of theatre as their national objective; indeed it was on that account that 
the Japanese agreed to the establishment of a national centre for the arts. That centre was in 
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fact the Centre of Indonesian Art (Pusat Kesenian Indonesia) referred to previously. Several 

Indonesian artists with a nationalist orientation established this centre on 8 October 1943 in 

Jakarta with the approval of Soekarno.27  

One objective of the Centre of Art was to expand the art of "Indonesia Baru"(New 

Indonesia) by reforming art of the regions. Sanusi Pane became head of the centre. Some 

considered its arts activities as too far ranging, not only covering theatre performances, but 

also the performing arts that mostly were bounded by presentations of regional dances. 

However in the opinion of Sumardjo (1992, p.132), the formation of the Centre of Indonesian 

Arts did attract the attention of intellectuals to centre's existence and its cultivation of modern 

Indonesian art, especially at the level of performing arts. 

Saini K.M. (1993, p.185) mostly agrees with Sumardjo's views on this centre, 

concurring with the fact that Soekamo "supported" it, but he placed a somewhat different 

perspective on the activities (or interests) of intellectuals toward it. According to him the 

Centre of Arts was an "effort to tame intelektual-nationalis (nationalist intellectuals)." Clearly 

there was discontent within the membership of the centre; limitations and controls no doubt 

were core problems further exacerbated by activities of the Japanese government in the field 

of art, particularly within the Centre of Arts itself. 

Dissatisfied with that aspect of the centre, and seeing it as a tool in the hands of the 

Japanese government, intellectuals finally mobilised themselves to form small theatre groups 

that Sumardjo (1992, p.132) elects to call "amateur". In April 1943 professional theatre 

figures, Andjar Asmara, Ratna Asmara and Kamadjaja formed their own independent small 

theatre group, Sandiwara Angkatan Muda Mata Han (Youth Theatre of the Sun). This group 

precipitated future teaching of theatre skills of acting and stagecraft, an independent initiative 

arising from the framework of theatre school within Java Eiga Kosya but with the focus 

turned to theatre education starting at primary school level up to higher levels and including 

trade schools. 

Students at basic and secondary school levels were seconded into Asmara' s group, 

trained in the art of theatre of performance to become sufficiently skilled as actors to perform 

works written by Asmara and Kamadjaja. Plays listed by Sumardjo (1992, p.133) include 

Musim Bungga di Selabintana, Nusa Penida, Pancaroba, Si Bongkok, Guna-guna and Jauh di 

Mata by Asmara and Solo di Waktu Malam, Kupu-kupu, Sampek Engtay and Potong Padi by 

Kamadjaja. Despite the new works written, Sumardjo (1992, p.133) did concede that 

"examining carefully their titles they still had the character of professional [commercial] 

theatre." 

Asmara' s youth theatre was a milestone in the development of modern theatre; it was 

a new point of departure from the form of entertainment common in commercial theatre. It 

attracted many intellectuals among its audience, who desired to follow the performance 
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activities of young students that apparently were most satisfying. But for the ordinary theatre 
public this theatre was disappointing; it no longer contained the expected entertaining 
interludes (song, dance and general action) of the commercial theatre. The performances were 
"kaku" (stiff and rigid) according to Sumardjo (1992, p.133). 

But Asmara's youth theatre did concede to the tradition of the star system of the 
stage, a means to popularise (and thus finance it) it when touring Java. Financial difficulties 
experienced while on tour and the troupe needed repeated assistance by Indonesian 
businessmen in order to remain viable. Sumardjo (1992, p.133) points out there were also first 
signs of hindrance by Japanese officials in the regions. Obviously the works performed were 
of a substance somewhat removed from the mainstream performances characteristic of 
commercial theatre, and were thereby viewed with suspicion by the authorities. Saini K.M. 
(1998, p.184) refers to "performances being conspicuous in characterisation not easily 
avoiding the badan sensor (the censor body)." By "charctensation", Saini K.M. no doubt is 
referring to performances that presented realistic representation of society of a critical 
substance sufficient to attract the attention of intellectuals and also Japanese suspicion. 

Another group with similar progressive aspirations, Pantjawarna (Pancawarna) or 
"Five Colours", was formed by Njoo Cheong Seng. As a former writer in the commercial 
theatre world of Orion and Bintang Surabaya, he joined the ranks of other literary figures 
such as Armijn Pane. Sumardjo (1992, p.293) claims that Pane's works of drama, as well as 
works of other writers described later, were clearly characteristic of propaganda. But the 
question is who was served by such propaganda; Japan's imperial quest in the cause of a 
"Greater Asia" or nationalist aspirations in Indonesia? 

Among Armijn Pane's own works for Pancawarna, listed by Sumardjo (1992, p.133), 
were Jembatan Garuda (The Bridge of Garuda) and Jinak-jinak Merpati (Tame like a Dove) 
that was an adaptation of a work by Hendrik Ibsen. Saini (1998, p.184) refers to this play as 
an adaptation of Nora by Ibsen but it is my understanding that no such title is attributed to any 
of the works of Ibsen. In my opinion, the title referred as Nora is actually Ibsen's The Dolls 
House that appeared in the English version in 1893.28 

Ibsen's play, The Doll's House, takes the theme of subjection of women, Pane uses 
the theme of a woman's lost love at the expense of others. It is not a play falling into the 
category of propaganda supporting the Japanese cause; it does not speak of the importance of 
Japan, but rather expresses nationalist sentiments. However, some substance of propaganda 
can be sensed in the dialogue of one of the characters in the play that Sumardjo (1992, p.297) 
quotes as follows: 

"Thus is the happiness making a sacrifice, of erasing oneself, of that 
happiness which is based on oneself, for the sake of the needs of the people. 
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Thus is the way of devotion, of devoting oneself to the homeland and the 
nation, the way to reach freedom." VI  

Jinak-jinak Merpati can be read as propaganda for Indonesian nationalism, and a 

product of the West, pointing far away from the direction of the Japanese government's focus 

on cultural policy as one means to prop up their dwindling efforts to achieve a "Greater Asia". 

From 1943 the Japanese were halted in their efforts to secure the islands of the 

Pacific. In the opinion of Ricklefs (1981, p.189), 

Japanese policy in Indonesia therefore evolved within a steadily worsening 
military context . .. An intensive propaganda campaign was begun to convince 
Indonesians that they and the Japanese were brothers-in-arms in the great 
struggle for a new order in Asia. 

Clearly the cultural propaganda front had to be strengthened; the campaign of 

cooperation within (and restraints of) Indonesian cultural affairs needed to be stepped up if 

Japan was to maintain its supremacy over the last bastion of hope for its Greater East Asia, 

that is Indonesia. 

Although Java Eiga Kosya still functioned as an arts (film) institution, there was an 

urgent need for an umbrella organisation that truly was able to attract (and sustain) the interest 

of well-known Indonesian artists and cultural advisors. Other arts bodies were considered to 

have been less effective, attracting only those artists who were not yet widely known in 

society. 

In April 1943 the Pusat Kebudayaan or Keimin Bunka Shidosha, the Centre of 

Culture was formed that according to Sumardjo (1992, p.1 35) was "not far from the Japanese 

government." Saini K.M. (1998, p.185) catagorises the functions of this new centre: 

to adapt the culture that was to become the objective of "Greater 
East Asia" 
to tighten the collaborative expertise between Japan and 
Indonesia 
to promote the culture of Indonesia  VE 

By attracting national figures to this centre, it was hoped that the position of the 

Japanese government could be made more credible to society. Ironically it was headed once 

more by Sanusi Pane from the Centre of Arts, a figure well known for his nationalist 

persuasions. His brother, Armijn Pane, was in charge of the literature section, visual art was 

the responsibility of Agus Djajasuminta, music was under the direction of Utoyo and Kusbini, 

VI  "Itulah kesenangan berkorban, men ghilangkan diri sendiri untuk kepentingan umum.kesenangan 
yang berdasar dalam diri sendiri. Itulah jalan bakti, berbakti untuk tanah air dan bangsa, jalan 
mencapai kemerdekaan." 
VII (1) mengadaptasi kebudayaan yang menjadi tujuan Asia Timur Raya 

mempere rat kerja sama keahlian antara Jepang dan Indonesia dalam bidang kebudayaan 
mempromosikan kemajuan kebudayaan Indonesia 
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film was to be handled by S. Oya and R. Sutarto, while theatre was the responsibility of T. 
Jusaeda. All artists were carefully chosen by the Japanese for their popularity and wide 
reputation as artists among the people. 

Despite the formation of a special section for theatre activities within the Centre of 
Culture, independent groups were formed or existed at the time. I noted previously Asmara' s 
youth group, Sandiwara Angkatan Muda Mata Han, formed in April 1943, stressing that this 
group's prominence was a result of students being recruited and consequently attracting a 
following of intellectuals. 

More than a year later, on 24 May 1944, a small theatre group, Sandiwara 
Pen ggemar Maya, was established independently in Jakarta from the ranks of highly educated 
professionals. Among them were doctors, physicists, pharmacists, and prominent leaders of 
current political (youth) movements; they were the young intellectuals, and nationalists, in the 
sphere of culture and art. The formation of this group was the inspiration primarily of Usmar 
Ismail with colleagues, D. Djajakusumu, Surjo Sumanto, Rosihan Anwar and Abu Hanifah 
(El Hakin). 

It became known as Maya and its directions were aimed at progressing the art of 
Indonesian theatre particularly, and Indonesian culture generally. The group upheld three 
main principles: nasionalisme (nationalism), humanisme (humanism), and agama (religion). 
At the core of the formation of Maya was dissatisfaction with theatre activities under the 
umbrella of exiting arts bodies. Although the Centre of Culture was headed by Indonesian 
artists and cultural advisors, Sumardjo (1992, p.1  34) suggests that Maya "evaluated [the 
Centre] as too overpowered by the importance of Japanese politics." Saini K.M. (1998, p.185) 
is of the opinion that the formation of Maya was for the reason that the Centre of Art was 
considered to be "too much controlled by the Japanese." He also mentions that the three 
principles of Maya were a part of the "five principles" (lima pninsip) of the future" These later 
became the state ideology of Pancasila espoused by Soekarno on which the modern Republic 
of Indonesia was formed. 

Modern Indonesian theatre was truly established on the foundations of Maya with 
directions toward a national theatre able to express a basic realisation of national culture with 
aspirations in the directions of nationalism, humanism and religion. Although the teaching of 
art in theatre performance to students had been a product of Asmara' s theatre group, serious 
education in theory and practice of theatre was the core activity conducted by the leaders of 
Maya. It placed the art of theatre at the level of academic science. This was a preparatory step 
in the formation of the Akademi Teater Nasional Indonesia (National Theatre Academy of 
Indonesia) or ATM formed in Jakarta during 1955 under the direction of Usmar Ismail as one 
of its founding members. I discuss the function of ATM in the following chapter. 
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Although no longer a theatre of basic entertainment, according to Sumardjo (1992, 

p.134), Maya performed at the Comedy Theatre (Gedung Komidi pasar Baru), now a 

showcase for the Japanese to display propagandist performance, Indonesian and Japanese.29  

(See figure 4.8). Their first performance in this theatre was Hanifah's Taufan Di Atas Asia 

(Hurricane over Asia), one of eleven of his plays listed by Sumardjo (1992, p.373) as written 

for Maya in 1944. Usmar had written Citra (Image) in 1943 followed by Liburan Seniman 

(Artist's Holiday) and Ayah Pulang (Father Returns) in 1944. His last plays recorded by 

Sumardjo (1992, p.374) were Mekar Melati (Jasmine Blossom) and Tempat yang Kosong (An 

Empty Place) in 1945. Two additional works not listed by Sumardjo but are found at the H.B. 

Jassin Centre are Si Bachil (Bachil) and Mutiara dari Nusa Laut (Pearl from the Ocean 

Island). In addition, Oemarjati (1971, p.43) listed Api (Fire) dated 1945 and Pamanku (My 

Uncle). 

Brief descriptions of plays Sumardjo (1992, pp.297-301) provides enable an analysis 

of content that may have been deemed to fulfil the needs of the Japanese propaganda drive. 

From my readings of Sumardjo, propaganda for the Japanese cause of "Greater East Asia" is 

not explicit; the plays are characteristically based on very ordinary events. They concern the 

lives of ordinary people met in every walk of life found in any country in the Asian region, or 

elsewhere for that matter. The existence of Usmar Ismail and Abu Hanifah' s plays, and 

evidence for their performance, is sufficient to suggest their plays presented by Maya had 

passed any censorship body structured at the time. In all probability the plays served, at least 

superficially, the Japanese cultural policy of an anti-Western orientation of cultural media. 

Intensive mobilisation of the Indonesian people, especially the youth population, was 

initiated early in 1943. Late in 1943 the Japanese began to promise some Indonesian 

involvement in the affairs of government in Java as a ruse to stimulate support of the 

increasingly desperate war effort. At this point the Japanese called on Soekarno, intending to 

use the leading Indonesian figures to further their own aims, but the Indonesians were now 

taking advantage of the Japanese. Soekarno was chosen for his oratorical skills to 'broadcast' 

Japanese propaganda to the masses. However, the Japanese began to realise that they were 

losing the war; the propaganda campaign in Indonesia had to be accelerated. At the same 

time, stringent censorship needed to be focussed on channels of communication reaching the 

masses, or at least within ranks of intellectual and nationalist movement groups already on the 

upsurge. 

Championing a campaign for Japanese propaganda in the theatre began with the 

formation of the Perserikatan Oesaha Sandiwara Djawa (Union of Javanese Theatres) or 

POSD. The union was established on 1 September 1944, according to M. Yoesoef (1988, 

p.32), who suggests the union's influence was proof of the appearance of other theatre groups 

in the regions. Among them he cites the theatre groups, Penggemar, Warga, Sendenbu, 
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Bintang Surabaya, Berkeliling Keirnin Bunka Shidosho Jakarta, and also a radio theatre group 
(Perkumpulan Sandiwara Radio). All were theatre (or media) groups generally presenting 
entertainment and propaganda to communities of farmers, youth, soldiers, and labourers. 
However Yoesoef fails to uncover the true origin of the POSD, its prime motivator, and most 
importantly, its pivotal function as an organisation promoting the theatre with an 
overwhelming propensity for propaganda. 

According to Sumardjo (1992, p.1  35), the initiative of the POSD actually started from 
the level of theatre activities established under the aegis of the existing Centre of Culture 
(Pusat Kebudayaan). The union was inaugurated on 15 January 1945 and directed by Hinatu 
(Heinatsu) Eitaroo, a Korean by birth (later known as Dr. Huyung), who was as well a writer 
of propagandist plays. The function of POSD is outlined by Sumardjo (1992, pp.135-136) as 
follows: 

The formation of this special body liPOSDI  apparently mirrored the concern 
of the Japanese government over professional or amateur theatre groups that 
could be controlled as a device of the Indonesian people's struggle; hence, a 
watchbody was necessary to be formed. What was hoped was that these 
organisations, especially the theatre groups, would be penetrated by 
aspirations for a holy war at the time, with the result that the theatre would 
become an important device to strengthen the achievement of an independent 
Indonesia.  viii 

An independent Indonesia meant to the Japanese, an Indonesia free of American, 
British, Dutch presence or of any other Western power who might constitute a threat to 
Japan's "Greater East Asia". 

Seven plays of Eitaroo were written between 1944 and 1945, and published in 1945 
as a collection with the title Fadjar Masa (Dawn of Time).3°  The publication contains the 
following plays: Fadjar telah Menjingsing (Daybreak), Samoedera Hindia (Indian Ocean), 
Moesim Boenga di Asia (Flower Season in Asia), Perdjoerit Nogiku (Field-soldier), 
Djoedjoer Moedjoer (Honest and Straight), Benteng Ngawi (Fort Ngawi), and Boenga 
Rampai Djawa Baroe (Various Flowers of New Java). In my translations of the titles of 
Eitaroo's plays, it is not unrealistic to perceive the potential for propagandist purposes. 
Metaphors for Indonesia as part of "Greater East Asia" abound with images of "daybreak", 
"flower season in Asia" and "various flowers of new Java". Propagandist literature is evident 
in the dialogue of one play alone, Samoedera Hindia, written in 1944. (See figures 4.9, 4.10 

vin Pembentukan badan khusus mi rupanya merupakan cermin kekhawatiran pemerintah Jepang atas 
berkembangnya rombongan-rombongan teater profesional maupun aniatur di masyarakat. Agar 
rombongan-rombongan itu dapat dikontrol sebagai alat perjuangan rakyat Indonesia, maka perlu 
dibentuk badan pen gawas mi. Yang diharapkan rnasuk dalain organisasi mi terutama adalah 
rombongan sandiwara dengan cita-cita peperangan suci sekarang mi, sehingga sandiwara menjadi 
swu alat penting untuk memperkokoh tercapainya cita-cita Indonesia merdeka. 
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& 4.11). I paraphrase below a scene from this play of Eitaroo (1945, pp.78-79), which takes 

place in the second act, to illustrate the essence of propaganda. 

The elderly overseer of a rubber plantation (Dutch), Amidjojo, and his stepson, 

Tabrani, have just listened to a radio broadcast. It carried news of Japanese Kamikaze raids on 

the American fleet in December 1941, poised in the South China Sea between Taiwan and the 

Island of Luzon in the Philippines, causing severe damage and substantial loss of their fleet. 

Amidjojo is surprised that one of his siblings desires to study Japanese in Tokyo pointing out 

that most people do not study Japanese seriously, but concedes the fact that if studying the 

language it must be done wholeheartedly. The elder asserts, 

"If in the future Indonesia is freed, then there is the obligation of the 
Indonesian nation to be one of the nations of Greater East Asia in order to 
maintain together a life pinned to the Japanese nation." 

His stepson is cynical of long standing plans for a free Indonesia. Tabrani 
retorts to his stepfather he has: 

"Just heard discussions that are much more important advantageously! Now 
is the period of transition. Just feel the true changes of the period two and a 
half years ago, who were those imagining that Indonesia will get 
independence in the future?" 

As he starts to take leave of his stepfather, he is asked the reason why he wishes not 

to stay overnight. Tabrani replied that there is a difficulty while drawing attention to 

newspaper reports about Indonesian soldiers of the Japanese auxiliary military forces (Heiho) 

who had been crushed in the outer islands. Tabrani' s confesses his difficulty; he has to join 

the battlefront. His departing words are, 

"The Indonesian people now not only see the battle today although from a 
distance, but our people also join in the struggle, beside them are the 
Japanese soldiers such as the Heiho, to crush completely our enemy, 
America, England and the Netherlands." 

This brief but pointed extract from the play reveals varying directions in the 

application of propaganda, all aiming at one cause, having ultimately the same effect. 

The elderly Amidjojo is obliged to cooperate with the Japanese in order to gain 

independence for Indonesia, but as a nation within the nations of the "Greater East Asia". His 

words were the effect of propaganda. The youthful Tabrani is politically cognisant of 

"Djika dikemoedian hari soedah merdeka, maka adalah kewadjiban bangsa Indonesia sebagai salah 
satoe bangsa Asia Timoer Rafa, oentoek tetap bersama-sanw sehidoep semati dengan Dai Nippon." 

"Saja telah mendengar pembitjaraan-pembitjaraan fang sangat penting lagi berfaedah! Se/ca rang 
adalah zaman pantjaroba. Saja merasa betoel peroebahan-peroebahan zaman 2 ½ tahoen fang laloe, 
siapakah menjangka bahwa Indonesia a/can mendapat kemerdekan dikemoedian han?" 

"Ban gsa Indonesia sekarang tidak hanja melihat peperangan sekarang mi dari dfoeh sadja, tetapi 
bangsa kita ikoet serta berdfoeng disampingnfa tentara Nippon sebagai Heiho men ghantjoer 
loeloehkan kita, Amerika/Inggeris/Belanda. 



cooperative efforts by those of the Indonesian nationalist movements to reach an undertaking 
with the Netherlands government agreeing with the call for a full parliament in Indonesia in 
May 1939, some two and a half years ago, paving the way for autonomy.31  He also knew that 
the Dutch did not finally heed the words of nationalist leaders; there could be no question of 
Indonesian autonomy or parliamentary government. Instead of using words, Tabrani chose to 
act positively by collaborating with the Indonesian soldiers of the Heiho, the adjunct auxiliary 
forces of the Japanese army, prepared to fight the enemy to free his people of Western 
dominance.32  His action was the effect of the propaganda of words. 

Radio became an essential medium for Japanese propaganda; several plays of Eitaroo 
were broadcast throughout Java before they reached the stage, Samoedera Hindia among 
them. Performances in the theatre were now strictly controlled under the aegis of the POSD; it 
held a stock of works for the stage that were judged to be permitted to be performed. Apart 
from Eitaroo's plays, Sumardjo (1992, p.138) notes others, Amat Heiho (Closely Watch 
Heiho), Pecah Sebagai Ratna (Broken like Ratna), Bende Mataram (Gong of Mataram), by 
Kotot Sukardi, Hantu Perempuan (Female Ghost) by Armjin Pane and ten plays by D. 
Suraj adi.33  

Djawa Eiga Kosya, the Film Association of Java, was still in existence when POSD 
was operative. Sumardjo (1992, p.136) draws attention to another body formed as a direct 
action of that association It was headed by Inn Perbatasari and named Persatuan Artis 
Sandiwara dan Film (Union of Theatre and Film Artists), but as a group it only performed in 
Jakarta. He notes the propagandist stories staged, Tanah Tak Berdusta (A Land not Telling 
Lies) and Mekar Bunga Majapahit (The Flower of Majapahit Blossoms), for example, but no 
authors are attributed to these works. 

At the beginning of 1945, POSD was forced to undergo drastic changes to face the 
worsening position Japan was experiencing in the containment of popular nationalist 
movements mobilising themselves politically in Indonesia. At the same time there was greater 
realisation of a threat from an inevitable attack on the Japanese military and navy presence in 
Indonesia by allied forces. Consequently, a special division of POSD was formed, the Badan 
Sensor Naskah (Literature Censorship Corporation), headed by Elka Tobing and Lasmidjah. 

Its function was to restrain performers from certain former practices in the theatre of 
1920's and 1930's and control of literature for the stage. Sumardjo (1992, p.136) stated that 
extemponsation using uncensored dialogue, likely to be construed as nationalist ideology and 
anti-Japanese, was no longer to be practised. Deviation from the text was strictly prohibited 
while improvisation was not permitted. All performances were required to use an approved 
script, but also the play's scenario (mise en scene) had to be surrendered to the censorship 
body. 
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There is a historic irony in the development of Indonesian theatre in the short period 

of the Japanese occupation of Indonesia precipitated through the hands of their censors in 

theatre. Because written texts had to be submitted to the censor body before permission for 

performance was approved, the leaders of theatre groups (producers, directors, and writers) 

were compelled to ask for assistance from other writers and dramatists. Their task was to 

undertake urgent reprocessing of the written texts and provide additional works that met the 

literary standards of the propaganda required by the Japanese. In effect there began a catalytic 

process as a result of censorship requirements. Various works that had been written, and many 

of the young writers assisting, had the potential to appear on stage in the theatre. 

As Saini K.M. (1998, p.186) observes, 

The censor not only gave proof of the zest of dramatists among the 
intellectuals, but also caused one of the most productive periods in the history 
of drama literature from 1945-1946. 

If the chronological list of plays by Sumardjo's (1992, 369-386) is a reasonably 

accurate indicator of productivity, forty-four plays are listed for the three-year period (1942-

45) of the Japanese occupation. By comparison with the previous period, prior to the Japanese 

occupation, beginning with Rustam Effendi's Bebasari in 1926 and ending in 1941, Sumardjo 

identifies fifty-three known published works in a period of some fifteen years. 

After the 1930's Indonesian literature became a conduit channeling dynamic stimuli 

in the direction of a distinctive national identity. Leading political and literary figures shaped 

ideals for the future of a nation. At the peak of achievements of the literary movement of the 

"New Literati", Muhammad Yamin had stimulated national aspirations through participation 

in the Youth Congress in 1928 with performances of his Indonesian language version of the 

legend Ken Arok dan Ken Dedes. The brothers Pane, Sanusi and Armijn, writers active during 

the period of Dutch colonial rule, continued their resolve to stimulate theatre during the 

Japanese occupation, with profound consequences for a new post-war generation of younger 

writers after 1945. 

At the beginning of 1945, internal affairs for the Japanese in Indonesia were in 

disarray. Massive bombing began on Japan continuing and the final blow dealt with the 

devastation of the first atomic bomb dropped on Hiroshima on 6 August 1945 The Indonesian 

military forces they had created were turning against them. The seeds of a national revolution 

were firmly planted in Java as the Japanese acted speedily with conciliatory strategies 

endeavouring to establish organisations able to work toward Indonesian independence. 

Xii Sensor tidak hanya membuktikan semangat para penulis naskah diantara para intelektual tapi juga 
membuat tahun 1945-1946 merupakn satu-satunya masa yang paling produktif dalam sejarah literatur 
drama Indonesia. 
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Both Soekarno and Mohammad Yamin were embroiled in a dramatic conflict divided 

by the call of youth leaders for overt nationalistic action and the older generation desiring to 
take a more cautious approach to the Japanese efforts to unify youth movements. Their 
attempts at unification failed. Yamin was arrested by the Japanese, accused of inspiring young 
activists, but events were moving too swiftly for any other opportunity to unite the youth 
leaders and those of the older generation.34  

On 1 June 1945 it became Soekarno's day for setting out his doctrine of Pancasila, 
five principles of neutral nationalism that were to become the state ideology of an 
independent Indonesia: belief in God, nationalism, humanitarianism, social justice and 
democracy. In 1944 Usmar Ismail's group, Maya, had already based the philosophy of their 
theatre on three principles, nationalism, humanism and religion. By July 1945 the Japanese 
had no choice but to agree that Indonesia must be granted independence being unable to 
maintain political (and military) control within Indonesia. 

On 15 August the Japanese in Indonesia capitulated unconditionally to the Western 
Allies. Ironically there was no Western influence in situ at the time of Japanese surrender to 
Indonesian leaders. No Allied forces were present to replace the Japanese military 
administration, which was still in de facto control. In a simple statement made on the morning 
of 17 August 1945, Soekarno declared independence. 

When the Allies hastily arrived to receive the Japanese surrender, it was with the 
blithe intention that they planned to restore colonial rule. They showed themselves in this to 
be completely ignorant of the political chaos within the masses caused by the Japanese 
occupation, especially the division of initiatives taken by the older and younger Indonesian 
leaders. In this environment, Ricklefs (1981, p.199) comments, "The Allies were to find 
themselves confronted by a revolutionary war of independence." It is not surprising that 
further progress of theatre activities during the Revolution (1945-1950) would appear to be 
retarded; artists in their youth were involved defending their new- found independence. 

True freedom from Western (and Japanese) dominance was not reached until a 
lengthy political process provisionally constituted the new Republic of Indonesia on the 
occasion of the fifth anniverary of the declaration of Indonesian independence on 17 August 
1950. The years to come would reveal very many aspects of the Republic that were not as 
they appeared in 1950, and as Ricklefs (1981, p.221) remarks: 

[...] nor was it clear what the implications of independence would be for the 
many social, religious, communal, ethnic, cultural and economic questions 
which remained. 

It was absolutely these implications that theatre of the 1950's and its future 
counterparts had to responsibly address as the development of modern Indonesian theatre (and 
modern Western theatre in Indonesia) began to decentralise from the mainstream of activities 
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in the most densely populated capital city of Jakarta. Nonetheless, the capital would retain its 

image as the 'Mecca' of the arts. After all it was the city of the central government, the power 

base of financial institutions, and maintained its cosmopolitan outlook representing all that 

was modern. 

Therefore it is not surprising that Jakarta coveted the arts, focussing particularly on 

modern theatre arts and education. The Indonesian National Academy of Theatre (Akademi 

Teater Nasional Indonesia) or ATM was established in 1955, the first modern institution for 

theatre education in Southeast Asia. The first public centre for the arts in Indonesia, Taman 

Ismail Mazurki (TIM) was opened in 1968 attracting artists and intellectuals from the 

widespread regions of the Republic. Both ATNI and TIM are detailed in a later chapter. 

Jakarta as Batavia had been the mainstay for commercial theatre throughout Dutch 

colonial rule and its haven during Japanese occupation. Between the years of the Revolution, 

and beyond, decentralisation of theatre activities in the regions resulted in an increasing 

proliferation of small theatre groups and the phenomenon of group theatre throughout 

Indonesia. But during the early years after the establishment of TIM, these groups would be 

drawn to Jakarta to vie with one another for their theatre to be witnessed by a wider 

Indonesian audience with the prospect of gaining national recognition or even international 

attention. They were the theatre groups led by visionary theatre artists at the crossroads of 

culture that I discuss in the following chapter. 
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ENDNOTES FOR CHAPTER 4 

In this chapter concerning the theatre of the Dutch, I use the authoritative work of Sumardjo (1992) in 
Bab II: "Teater Barat di Indonesia" (Chapter II: "Theatre of the West in Indonesia"), pp.85-98, as the 
primary source. I take full responsibility for both the translations of direct quotations and the gloss of 
Sumardjo's work. Other sources used are acknowledged accordingly. 

2  According to Ricklefs (1981, pp.27-28), on 12 March 1619 the Dutch established the port city of 
Batavia. It was named after an ancient Germanic tribe of the Netherlands and rose from the ashes (of 
Dutch plunder) of the town of Jayakerta, also a post held by the Dutch in 1611 before they fled their 
prime trading post of Banten they occupied since 1603. It became the headquarters for a vast Dutch 
trading empire, an administrative and military centre with access to trade routes to East Indonesia, the 
Far East and the West. There was no major Indonesian state close enough to threaten it. Batavia was 
also a haven for the remaining Portuguese. 

There is no explanation why the play Wafatnva Willem I, in a Dutch-speaking theatre, should use in 
its title the Indonesian word "wafat", meaning to "pass away" (cf. Sumardjo 1992, p.88). It is possible 
that Pouget may have used it to attract the Malay-speaking residents of Batavia. 

' Aggressions by British ships that Sumardjo (1992, p.89) mentions concern the Fourth English War 
(1780-1784). According to Ricklefs (1981, p.105), "the VOC was on its last legs [ ... ] the VOC in 
Indonesia was isolated from the Netherlands." He writes of "an expected British attack against 
Batavia] (which never occurred)." The presence of the French in Batavia may be explained on account 
of the fact that, "In December 1794 - January 1795 the French successfully invaded the Netherlands 
and a new French-dominated regime was established" (cf. Ricklefs 1981, p.106). 

Marshal Herman Willem Daendals was sent to be Governor-General in Batavia (1808-1811) by the 
French king on the throne of the Netherlands, Louis Napoleon, to fortify Java against the British. 
Ricklefs (1981, p.107) claims Daendals was an admirer of revolutionary principles of government. He 
brought to Java a combination of reforming zeal and dictatorial methods which achieved little but 
offended many. He attempted to clean up the inefficiency, abuses and corruption which pervaded the 
European administration, but many of his reforms had little effect. 

Jan Willem Janssens replaced Daendals in May 1811, but by 26 August Batavia and its surroundings 
were in British hands. Thomas Stamford Raffles was appointed as Lieutenant Governor until 1816. 
Ricklefs (1981, p.11O) records that Raffles stands out in the annals of colonial history as a great 
reformer, but a person no less zealous and dictatorial than Daendals. One principle of reform put 
forward by Raffles, the responsibility of government for 'native welfare', did not have immediate effect 
tending more toward a new policy propagating European assumption of sovereignty and administrative 
authority throughout Java which aimed to use, reform or destroy indigenous institutions at will. 
General reconstruction of European affairs after the Napoleonic wars restored Dutch authority to its 
former posts in Java during 1816 when Raffles had already returned to England. 

The hired soldiers referred to by Sumardjo (1992, p.90) could not have been those of Coen. He died 
of illness in the fortress of Batavia on 20 September 1629 according to Ricklefs (1981, p.43). 

8  The motto, "Ut desint vires, tamen est laudanda voluntas", is taken from Ovid, according to Haryadi 
Suadi (1993, p.1  1) in his article, "Dari Bamboe Theater Sampai Gedung" (From Bamboo Theatre to 
Arts Building). The article (pp.9-1  5) appeared in the program of Karma Adinda by Victor Ido (Hans 
van de Wall) performed in Bandung and Jakarta in September 1993. It was directed by Suyatna Anirun 
for Studikiub Teater Bandung (STB) and especially performed at that time to celebrate the sixth 
anniversary of the "Festival Schouwberg" held at the Gedung Kesenian Jakarta (Jakarta Arts Theatre). 
From my readings of Haryadi Suadi (1993), it is apparent that Sumardjo (1992) has used Suadi's work 
as a source for his writing on the period of Dutch theatre activities. Sumardjo (1992, p.98) cites in his 
bibliography, Suadi Hariadi [Haryadi], "Tonil dan Gedung Komedi Batavia Tempo Doeloe" (The Stage 
and the Comedy Theatre of Batavia of the Past) in the daily Bandung newspaper, Piki ran Ralc,at, 14, 
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16, 20 April and 2 May 1988. However, in my research, those editions did not contain the writings of 
Suadi. 

In the Encyclopaedia of the Arts (1966, p.531), August von Kotzebue (1761-1819) is described as a 
German dramatist of mediocre talent, prolific output, and vast European reputation; eighty-eight of his 
plays were produced at Wiemar. Travels in Russia and the Czar's favour led to him becoming a paid 
Russian agent until his assassination by a student revolutionary. 

10  Transsexual life is a distinct phenomenon witnessed throughout the history of culture and performing 
arts in Indonesia. Traditions of transvestitism are covert in urban culture, namely, the presence of 
groups of banci (transvestite homosexuals). Transvestite art forms are traditionally an integral part of 
cultural phenomena in performances of ludruk with its roots in the 16 1h  century in East Java. Refer to 
Peacock (1968) Rites of Modernization: Symbolic and Social Aspects of Proletarian Drama. Groups 
within homosexual communities perform reog in Ponogoro in Central Java originating in the 14  th  

Century. Refer to Kartomi (1976, pp.105-109) "Performance, Music and Meaning of Reyog 
Ponogoro". 

Ponogoro was known for its schools of Koranic studies for children and young people, most of 
whom are boarders (pesantren), according to Pigeaud (1962, p.305). He suggests that an atmosphere of 
mystical Muslim brotherliness prevailed, creating attitudes of tolerance that may even have helped to 
spread transvestite forms of reyog performance. 

According to Hatley (1981, pp.94  &100-101), ludruk became a vehicle of anti-Dutch 
propaganda and nationalist ideas. Her concerns were to show how the illicit appeal of the female 
impersonators affected their role as spokesmen for government propaganda in the songs they sing while 
the audience may become too involved in watching the clothes symbolising the traditional ideal of 
beauty and status. 

11  The opera, Le Dame Blanche (1825), was the work of the French composer Francois Adrien 
Boieldieu (1775-1834) in the French style of "opera comique". 

12  Soedarsono (1984) provides an authoritative study of wayang orang (wong) in Wayang Wong: The 
State Ritual Dance Drama in the Court of Yogyakarta. 

13  According to the Encyclopaedia of Arts (1966, p.414), Ibsen's plays were seen as a breakthrough in 
theatrical realism. Written between 1900-1901, The Enemy of the People is an attack on majority 
tyraimy and social lies and upholds the sacrifice of individuality in the cause of truth and happiness to 
reach respectability. 

14  The date of the first printed edition of Bebasari is noted in the 1953 edition (p.3) printed by Fasco. 
In his footnote 33, Teeuw (1978, p.37) places doubt on that date taking bibliography of other sources 
suggesting printed editions of 1924, 1925 and 1926. 

15  According to the Pembimbing (Readers Guide) in the Balai Pustaka edition (Jakarta, 1951) of Ken 
Arok dan Ken Dedes by Mohammad Yamin, it was first printed in the literary magazine, Pudjangga 
Baru, in January 1934. 

16  Details on the repertoire and stories performed by both Komedi Stambul/Komedi Ban gsawan and 
Dardanella can be found in Boen Sri Oemarjati (1971, pp.25-29). They include realistic stories, Njai 
Dasima and Si Tjonat presented by Komedi Stambul, and stories classified as East Indies novels 
(Indische Roman) presented by Komedi Ban gsawan. 

17  The version of the story, Nai Dasima, by Rahmat Ali (1993, ppL35-48) appears under the title of 
Cerita Rakyat Betawi 2 (Folk Stories of Batavia 2) in an extensive series of small editions published by 
PT Grasindo. They are intended for a wide range of interested readers on myth, legend, and folk stories 
throughout the Indonesian archipelago and in essence are basic primers, not definitive studies. 

18  The point of reference used by Oemarjati (1971) for her terminology of "teater ketjil" as "community 
theatre" is taken from Gard and Burley (1959), Community Theatre: Idea and Achievement. Her 
explanation of the terminology is found in footnote 1, p.34. 
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19  In Sumardjo (1992), Anjar Asmara does not appear among the membership of Bintang Surabaya. On 
the contrary, Oemarjati (1971, p.32) stated he established the group Tjahaja Timur (Cahaya Timur), or 
"Light of the East", after leaving Dardanella in 1935, while Sumardjo (1992, p.120) notes he formed 
the group Bolero. The H.B. Jassin Centre of Literature Documentation lists two plays of Asmara, Dr. 
Samsi (for Dardanella) and Hanya Semalam. Asmara returned to the world of journalism publishing 
"Memoirs dari Andjar Asmara" between September and October 1958 for the weekly arts journal, 
Varia, often cited by Oemarjati as a source of critical commentary on Komedi Stambul and Dardanella. 

20  According to Ricklefs (1981 pp.189-190), the Japanese banned the use of Dutch and English in order 
to destroy Western influences. European statues were pulled down and streets were renamed. This anti-
Western campaign stiffened anti-Dutch sentiments and contributed to the spread of the idea of 
Indonesia among the masses. Indonesian became the major linguistic vehicle for propaganda and its 
status as the national language was thereby enhanced. 

21  Seumurjagung is actually a reference to the ripening of corn (jagung) when it is ready for harvest at 
the end of three and a half months. In Java it was descriptive of the three and a half-year period of the 
Japanese occupation. 

22  These stories are from the regions of Aceh and Bali respectively. Rencong is an Acehnese dagger. 
Ida is always reserved for Balinese nobility while Ni is exclusively used by the vast majority of 
"commoner" Balinese. Ni is the female equivalent of I used at the beginning of Balinese male names. 

Although Sumardjo (1992, p.1  30) notes 1943 as the year of the formation of Dewi Mada, 
Suadi (1993, p.13) lists two theatre groups that were fortunate to perform at the Schouwburg in 1941. 
The first was an amateur youth group, Perhimpoenan Peladjar Indonesia. The second was Dewi Mada, 
in the same year, which performed Sanusi Pane's Manusia Baru written in 1940. 

23  In Brandon's Guide to Theater in Asia (1976, p.72-73) he describes the theatre of Miss Tjitjih as 
Jakarta's only remaining Sandiwara troupe, noting that it performed every night in a large, dirty, tin 
shed seating about 1,500, hard chairs and benches and with no air-conditioning. It was of interest 
because occasionally they performed wayang stories (tjerita golek) in Sundanese dance-drama style. 
The usual bill was absurd, ad-libbed contemporary and adventure plays, honor stories, and melodrama. 
Saturdays were always full with a working class audience. 

24  Brandon (1993, p.138) separates sandiwara into two categories. The first is the popular Sundanese-
language theatre using musical accompaniment of gamelan and taking stories from wavang. The 
second is the form of early modern spoken drama of the regions of Java and Sunda based on Western 
scripted models. Sandiwara has remained popular into the 21St  Century, brought to life by weekly 
programs produced exclusively for television. 

25  Saini K.M. (1998, p.185) concurs with Sumardjo that Keimin Bunka Shidosho was Pusat Kebudayan 
(the Centre of Culture). He notes that the Pusat Kesenian Indonesia (Centre of Indonesia Art) was 
opened in 1943 at the time when many intellectuals and nationalists were seen to appear and the 
Japanese occupying forces provided opportunity to progress their direction. 

26  According to a source I contacted in the office of the cultural division at the Japanese Embassy in 
Jakarta at the time of writing, Djawa Eiga Kosya was the Film Association of Java. No doubt it was a 
body established to control the medium of film preventing the screening of Western films while 
promoting Japanese films and those of China whose industries were as well developed as the film 
industry of America. Hollywood action films were the initial inspiration for commercial theatre 
performances of Dardanella in the 1930's and were also a popular form of entertainment in Indonesia. 

27  In 1933 Soekarno was arrested and exiled to the island of Flores. According to Ricklefs (1981, 
p.180), he was moved to more comfortable circumstances in Bengkulu (South Sumatra) in 1938. It was 
the result of the Japanese army that Soekarno returned to Jakarta in July 1942. In Bengkulu, he had 
formed a theatre group having written several plays listed by Sumardjo (1992, p.1  24) as Reinbow, 
Krukut Bikutbi and Dr.Setan. From all sources pursued, including existing film footage of Soekarno 
pictured with the group, the name of the group remains unknown and the scripts of his plays cannot be 
accounted for. 
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28  In his chronological list of plays, Sumardjo (1992, pL373) includes a work of Armijn Pane in 1943, 
Ratna (adaptasi "Nora" oleh H. Ibsen), an adaptation of Ibsen's play Nora as Ratna. In 1953 Pane's 
Jinak-jinak Merpati was published in a compilation of six of his other plays under the same title but 
there is no reference to that work being adapted from Ibsen. In a list of translated foreign plays 
compiled by the H.B.Jassin Centre of Literature Documentation, there is a work by Ibsen titled Ratna - 
(Roemah-Roemahan) whose adaptation is attributed to Armjin Pane. In the Indonesian language, 
rumah-rumuhan means a "toy house", namely, a doll's house. 

29  Suadi (1993, p.14) describes performances and musical entertainment at the Comedy Theatre that 
were both Indonesian and Japanese and a combination of both among their respective youth. The 
theatre was the venue for the Japanese to commemorate their national holidays. 

30 1  was able to find a copy of Fajar Masa by Hinatu Eitaroo (1945) at the H.B. Jassin Centre of 
Literature Documentation in Jakarta. Apart from containing all his propaganda plays (1944-1945), 
there is an "Introduction" describing POSD and an explanation of the historic context of the plays. The 
edition also contains more photographic illustrations of performances than I have selected in this 
instance. 

Ricklefs (1981, p.183) notes that GAPI (Gabungan Politik Indonesia), the Indonesian Political 
Federation, formed by Indonesian nationalist organisations pressed the Dutch to grant autonomy, so 
that a joint Dutch - Indonesia against fascism would be encouraged. In February 1940 the Netherlands 
govermnent announced that so long as it held the ultimate responsibility for Indonesia there could be 
no question of Indonesian autonomy or parliamentary government. 

32  The Japanese gave high priority to the mobilisation of youth movements in early 1943. Ricklefs 
(1981, p.192) describe how Heiho, the Auxiliary Forces, was created as part of the Japanese army and 
navy. 

13  Both Oemarjati (1971, p.43) and Sumardjo (1992, p.296) cite the adaptation of an Ibsen play they 
title Jinak-Jinak Merpati (Tame Dove) or as Hantu Perempuan (Ghost Woman). Previously I have 
reasoned that the former title is an adaptation of Ibsen's The Dolls House. Ibsen had written Ghosts in 
1881 and it appears as Hantu-Hantu, translated by Harijadi S. Hartowardojo, according to the list of 
translated plays in the H.B. Jassin Centre. Armjin Pane adapted only one work of Ibsen in all accounts; 
the work tiled Ratna - (Rumah-rumahan) that I identify as The Dolls House. 

The plays of D. Surajadi are found in the H.B. Jassin Centre and are listed in three separate 
compilations of his work. Namely, Extremis Manis (Extremely Sweet), Refleski Jiwa (Reflection of the 
Soul) and Dua Drama dan Dua Cerpen (Two Dramas and Two Short Stories) in addition to another 
play, Taman Pertemuan Tjita (The Meeting Park of Aspiration). In his chronological list of plays, 
Sumardjo (1992, p.373) listed only Darah dan Tanah (Blood and Soil) that appears in the compilation 
of Refleksi Jiwa. 

34  The rapid turn of events at this time when the Japanese were losing control early in 1945 are 
described by Ricklefs (1981, pp.196-197). 
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Figure 4.1. The 
Schouwburg 
(exterior), 
Jakarta. Source: 
performance 
programme for 
Karma Adinda 
(1993) by 
Studik/ub Teater 
Bandung (STB). 

Figure 4.2. The 
Schouwburg 
(interior), 
Jakarta. Source: 
performance 
programme for 
Karma Adinda 
(1993) by 
Studiklub Teater 
Bandung (STB). 

Figure 4.3. 
Traditional 
performance of 
wayang wang 
(1962). The 
fight between 
Werkudara 
(danced by 
Soedarsono) and 
a demon in the 
story 
Suprabawati 
Tandhing. 
Source: 
Soedarsono 
(1984). 
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Figure 4.4. Poster and two performers of Karma Adinda (January 1924). Source: performance 
programme for Karma Adinda (1993) by Studikiub Teater Bandung (STB). 

I 

Figure 4.5. Karma Adinda directed by Suyatna Anirun for Studikiub Teater 
Bandung (STB), Jakarta and Bandung, September 1993. Photo: by courtesy of 
Suyatna Anirun 
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Figure 4.6. Poster 'Dewi Mada and Ferry l(ok". Source: 
performance programme for Karma Adinda (1993) by 
Studik/ub Teater Bandung (STB). 

Figure 4.7. A professional sandiwara troupe in Jakarta 
performs a scene from Hamlet. Source: Brandon (1976). 

Figure 4.8. 
Performances at 
the Gedung 
Komedi Pasar 
Baru (formerly the 
Schouwburg) to 
celebrate national 
days of Japan and 
Indonesia. Source: 
performance 
programme for 
Karma Adinda 
(1993) by 
Studikiub Teater 
Bandung (STB). 
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Figure 4.9. A scene from Sarnudera 
Hindia (Indian Ocean). A Japanese 
propaganda play by Hinatu Eitaroo. 
Source: Hinatu Eitaroo (1945). 

/. Figure 4.10. A scene from Musim 
' Bunga diAsia (The Flower Season 

in Asia). A Japanese propaganda 
play by Hinatu Eitaroo. Source: 

, 
Hinatu Eitaroo (1945). 

• 

t'T 

Figure 4.11. A scene from Bunga 
Rampai Jawa Baru (Various 
Flowers of New Java). A Japanese 
propaganda play by Hinatu Eitaroo. 
Source: Hinatu Eitaroo (1945). 
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CHAPTER 5: VISIONARIES OF GROUP THEATRE 

THEATRE ARTISTS AT THE CROSSROADS OF CULTURES 

The production of the stage director and the playing 
of the actors may be realistic, conventionalized, 
modernistic, naturalistic, impressionistic, futuristic, - 
it is all the same as long as they are convincing, that 
is, truthful or truth-like; beautiful, that is, artistic; 
uplifted, and creating the true life of the human spirit 
without which there can be no art. 
(Stanislaysky - My Life in Art) 

The Independence of Indonesia declared by Soekarno in Jakarta on 17 August 1945 
did not mean that the medium of theatre was immediately revolusionised. Although the 
Japanese had surrendered, there was still the presence of the Dutch that would impede 
progress toward the developing of a modern theatre in Indonesia. Other cultural media took 
precedence during a five-year period of struggle committed to independence before the 
consolidation of a unitary Republic was truly sealed on 17 August 1950. Film was one of the 
media to which theatre artists were attracted; another was literature through which writers 
described as the Angkatan '45 (Generation of 1945) expressed the spirit of revolution.1  

As 1945 drew to a close, Indonesia faced the prospects of reoccupation by the Dutch; 
the result was the Revolution of 1945-1950. Boen Sri Oemarjati (1971, p.46) refers to certain 
territorial and cultural blockades by the Dutch. In Jakarta, the medium of theatre fell into a 
state of degeneration; the Dutch controlled its leaders, but the ringleaders of the theatre took 
up activities in the production of film. Among the prominent ringleaders were Usmar Ismail 
of Maya, Andjar Asmara of Cahaya Timur, leaders of small amateur theatre groups, Fred 
Young of Orion, and Nyoo Cheong Seng of Dardanella, the latter two being prominent heads 
of the commercially orientated professional theatres. As Oemarjati (1971, p.46) states that the 
birth of a new world of film was the result, 

[ ... ] of the death of the theatre associations of the ringleaders. But this can be 
spoken of as merely a "decline" in the theatre sector if seen from the 
viewpoint of the shunting aside and the disarray of the ringleaders 
associations. This symptom, on the contrary, did not mean the death of all 
theatre activity. A number of small theatres took their place and continued 
theatre activities in very corner of the country.' 
However, Oemarjati (1971, p.48) makes it clear that because of the turbulence of the 

period between 1945-1950, the repertoire that sustained small theatre groups did not have the 

[...] matinja himpunan-himpunan biang persandiwaraan. Tetapi mi hanja bisa dikatakan 
"kemundu ran" dibidang sandiwara bila dilihat dari sudut terkesampingkan dan musnuhnja himpunan 
biang. Gedjala mi, sebaliknja, tidak berarti matinja seluruh kegiatan sandiwara! Sedjumlah teater 
ketjil men ggantikan tempat himpunan dan melandjutkan kegiatan ditempat-tempat tertentu sisegenap 
pendjuru Tanah Air. 
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opportunity to be documented or published. When referring to theatre activities of skilled 

workers in certain places, Oemarjati referred primarily to Yogyakarta in the period 1945-

1950, which I discuss later.2  

There was theatre in existence during the war of Independence; it was of a different 

kind than the propagandist or intellectual theatre performed during the Japanese occupation. It 

was theatre that went underground in the form of guerilla theatre. According to Saini K.M., it 

performed behind enemy lines making skirmishes to entertain and boost moral of battle-

encumbered Indonesian Republican revolutionary forces.3  

As the Dutch had established strongholds towards the end of 1945 in the cities of 

Jakarta and Bandung, for example, according to Saini K.M. (1998, p.186), the theatre was in 

much demand but in an atmosphere difficult for artistic contemplation and creativity. He 

described a theatre whose performances were held at the back of fortresses, on portable stages 

or in open fields. This theatre took inspiration from its predecessors of the commercial forms 

of entertainment in the 1930's. Like stambul and bangsawan, it performed melodramas about 

revolutionary heroes. The same approach occurred in ethnic theatres (teater-teater etnik) as 

Saini K.M. (1998, p.186) tells us: 

Kings, queens, princesses, princes, and the devil [were] taken from legends 
and myth to represent the way of the long-haired be-whiskered freedom 
fighters of the revolution and also their loyal lovers, and likewise the 
despicable Dutch soldiers!' 

This form of theatre took the people from the reality of their current hardships during 

the revolutionary struggle. It was directed to a world of fantasy while at the same time it was 

propagandist theatre. Although it was a bright and dynamic theatre, according to Saini K.M. 

(1998, p.187), "the years of the war did not produce performances that were memorable or of 

exemplary works". This is despite his statement that "1945-1950 was one of the periods that 

was most productive in the history of Indonesian literary drama." Writers of that that period 

were the intellectuals, Usmar Ismail, Armijn Pane, Idrus, Amal Hamzah and Utuy Tatang 

Sontani. 

After writing Tempat yang Kosong (An Empty Place) and Pamanku (My Uncle) in 

1945, Ismail ceased writing further plays, instead entering the Indonesian film industry that 

was burgeoning at the time. Idrus wrote two plays in 1945, Kejahatan Membalas Dendam 

(Wickedness Takes Revenge) and Doktor Bisma (Doctor Bisma) while in 1948, Keluarga 

Surono (Sorono' s Family), was published in Lukisan Pujangga, an arts journal of Medan. 

Jakob Sumardjo (1992, 373-374) attributes two plays to Trisno Sumardjo written in 1950 

Para raja, raW, pan geran, pun-i dan setan dari legenda-legenda dan mitos memberikan jalan kepada 
para pejuang revolusi yang berambut panjang dan brewok dan kekasih-kekasih mere/ca yang setia, 
demikian juga para serdadu Belanda yang keji. 
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towards the end of the Revolution in 1950, Tumbang (implying the collapse of a war) and 
Cita Teruna (Youthful Sentiments), and another Doktor Kamboja (Doctor Cambodia) written 
in 1951, directly after independence had been achieved.4  

Among the Angkatan '45, the most prolific writer for the theatre was Utuy Tatang 
Sontani (1920-1979). His first work for the theatre was Suling (The Flute) in 1946; curiously, 
it was written as a verse drama in quartets, an echo of Rustam Effendi's drama, Bebasari of 
1926. Sontani apparently began writing this work during the Japanese occupation, but Suling 
actually appeared in 1946 at the time the Communist Party (Partai Komunis Indonesia), or 
PKI, was firmly under control of the older leaders (activists of 1920's) after its reconstitution 
in October 1945. Sontani wrote Suling as a metaphor of modern Indonesia and a work of 
Republican sentiments. Its poetry described by Teeuw (1980, p.257) as "not always free from 
cliches.., especially in emotional parts" Between 1946 and 1964 Sontani wrote fifteen stage 
plays before he left for communist bloc countries where he died, never having returned to 
Indonesia.5  

Unlike the unique theatre group Maya, established by Usmar Ismail during the 
Japanese occupation, writers of works for the stage from the Angkatan '45 never formed their 
own theatre groups. As noted in the beginning of this chapter, leaders of groups had moved 
into the medium of film that from 1945 climbed to a peak in 1955. Small theatre groups 
began activities in locations where it was known there were skilled artists; one location in the 
period of 1945 to 1950 was Yogyakarta. Oemarjati (1971, p.37) noted that small theatre group 
activity was initiated in that city not only as a result of the establishment of the Cine Drama 
Instituut (Institute of Film and Drama) in 1948, but also by the activities of students and the 
cultured youth.6  

However, apart from the establishment of that institute in Yogyakarta, theatre 
activities of students and other artists actually took place in an environment that was no 
longer beset with the turmoil of the period during the Revolution. During the decade 
following the Revolution, developments in modern theatre of Indonesia were generated in an 
atmosphere that was charged with creative vision. In that period theatre artists and their 
groups approached the crossroads of cultures, explored the diverse paths of their own culture, 
and entered the inroads to the culture of the West. They created theatre not only in 
Yogyakarta, but also in other major cities of Bogor, Bandung, Jakarta, and beyond where 
events of theatre festivals were shaped. 

Among the artists in Yogyakarta were Kirdjomuljo and W.S.Rendra. Of 
Minangkabau origin, according to Teeuw (1989, p.1  61), Kirdjomuljo remained in Yogyakarta 
from 1945-1960 where he wrote his first play in 1951, Puisi Rumah Bambu (Poetry of the 
Bamboo House). Rendra wrote Bunga Semerah Darah (Flowers as Red as Blood) and 
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Gongcangan Pertama (The First Shock) in 1953 followed by Orang-orang di Tikungan Jalan 

(People at the Bend of the Road) in 1954. 

Student theatre groups that existed at the time included Studi Grup Drama Djokja 

(the Yogyakarta Drama Study Group), Fakultas Sastra Universitas Gadjah Mada (the Faculty 

of Literature at the Gadjah Mada University), Gerakan Mahasiswa Sosialis (Student Socialist 

Movement) and the Teater Muslim (Theatre Muslim) formed by Mohamad Diponegoro. 

There is no particular theatre group identified with performance of the plays by Kirdjomuljo, 

but the plays of Rendra would have been performed by Studi Grup Drama Djokja (Drama 

Study Group of Yogyakarta) under his leadership while a student of literature at Gadjah Mada 

University in Yogyakarta.7  

At the same time that Yogyakarta was a haven for intellectuals, writers, and theatre 

artists of the early 1950's, Bogor in West Java created an environment for the development of 

productive activities of theatre groups to develop. In fact, such was the proliferation of 

modern theatre groups in Bogor from 1951 to 1962 that the Federasi Teater Kota Bogor 

(Bogor Theatre Federation) was established in August 1962. The federation was under the 

direction of Taufiq Ismail, a leading intellectual as poet, writer and publicist. Five theatre 

groups in Bogor came under the aegis of the federation. 

Not since the formation of Maya in 1944 by Usmar Ismail had specific theatre groups 

appeared under the direct leadership of individual theatre artists. The groups established in 

Yogyakarta, Bogor and other cities had now become identified with leadership that was 

unique to the theatre of Maya. Ismail was writer, director and sometimes actor for the group, 

as well as a teacher. He had in fact established a model studikiub teater (theatre study club) on 

which future patterns in developments of modern theatre were based such as occurred with 

Studi Grup Drama Yogya and Studikiub Teater Bandung. It is of interest to note here that in 

the mid- 1920's Bogor had been one of the large cities having founded an Indonesian Study 

Club.8  

Within the Bogor Theatre Federation Oemarjati (1971, p.236) cites Achjad Hamzah's 

Teater Nasional (1 September 1952), Endang Achmadi's Teater Bogor, (21 December 1952), 

Alexander Naftali's Teater Gamipentas (23 July 1961), Clara Vijaya's Teater Indonesia (24 

March 1962), and a group formed by Mohamad Zein, Teater Raksa Budaya (undated). In 

addition, there were performances from students from the University of Bogor from 1961. 

Teater Nasional was established from what was known in Bogor as the Organisasi Keluarga 

Pencinta Seni Tunas Muda the (Organisation of a New Generation of Art Lovers).9  

Apart from Oemarjati' s documentation of theatre activities by groups in Bogor that 

only takes us to 1962, her appendices (Lampiran, pp.225-241) are most useful for later 

reference. Among them are descriptions of the Akademi Teater Nasional Indonesia (National 
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Theatre Academy of Indonesia), or ATNI, Seni Teater Kristen (Christian Theatre), evidence 
of theatre festivals, performances by students of the University of Indonesia (Bogor) and the 
diversity of performances from outside Bogor. With respect to theatre activities by the several 
groups in Bogor, I use examples of works performed (Indonesian and Western) to open the 
horizon of developments in modern theatre as a result of stimulation by ATM, which I refer 
to again later in this chapter. 

Teater Nasional commenced in 1956 performing all Indonesian plays. Achjad 
Hamzah (the group's leader) wrote and directed Matinya Adam (The Death of Adam) in 1958, 
Satu Kali Satu (One by One) in 1960, and Orang-orang Sesat (People go Astray) in 1962. 
Other plays performed were Awal dan Mira (Awal and Mira) in 1957, Sayang Ada Orang 
Lain (A Pity there are Other People) in 1957, by Utuy Tatang Sontani (written in 1951 and 
1953 respectively) and Penggali Intan (The Diamond Miner) in 1962, written by Kirdjomuljo 
in 1957. 

Teater Bogor commenced in 1952 and until 1962 performed forty works. Among 
them were several written (and directed) by Endang Achmadi, the group's leader, which in 
themselves are of interest as I later describe. The remaining works were by Indonesian writers 
and adaptations of Western works, with the exception of a modern Japanese play, Hanyo, by 
Yukio Mishima and performed by the group in 1960.'°  

Plays by other Indonesian writers were Muhammad Yamin's Ken Arok dan Ken 
Dedes, representative of the period of the "New Literati", and Usmar Ismail' s Citra (Image), 
both performed in 1954. Ismail's play, including his Ayahku Pulang (My Father Came 
Home), performed in 1956, was written during the period of the Japanese occupation. 
According to Sumardjo (1992, p.374) Ayahku Pulang, written in 1944, was "adaptasi 
Jepang", a "Japanese adaptation" or a propagandist play as Sumardjo (1992, p.297) described 
Citra. But the propagandist of Citra was of Republican aspirations. Trisno Sumardjo' s, 
Doctor Cambudja (1948), was indicative of works written during the Revolution and 
performed in 1953. 

Other Indonesian plays in the repertoire of Teater Bogor were those of Utuy Tatang 
Sontani for example. Namely, Di Langit ada Bintang (In the Sky are Stars) in 1956, Di Muka 
Kaca (In Front of the Mirror) in 1957, Bunga Rumah Makan (The Flower of the Restaurant) 
in 1959. Si Kabayan (Kabayan) was performed in 1962 not only in Bogor but also in Cianjur 
and Tasikmalaya. All of those plays were written between 1947-1959. In addition were two 
plays by Suripto, Krisis Moril (Moral Crisis) 1953 and Tragedi Masyarakat (Tragedy of 
Society), the latter play was performed as well in Jakarta at the Gedung Kesenian (Arts 
Theatre) in 1955. 
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Among the Western adaptations performed by Teater Bogor were the works of Ibsen, 

John Galsworthy, William Saroyan, J.B. Priestly and stories by A.A. Mime. Rendra's work 

was also introduced Teater Bogor in 1961 with his adaptation from a work of Anton 

Chekhov, The Bear as Orang Kasar. In the same year Rendra' s adaptation of Eugene 

O'Neill's play, Beyond the Horizon as Tanda Silang (The Crossing Signj was performed. 

These two plays signalled a theatrical step forward in the development of style and form for 

modern theatre in Indonesia. They required the study and practice of new techniques if their 

performances were to accord with the conventions originally intended by their authors. 

Although The Bear was an early satirical work in the form of a farce, Chekhov's later 

plays, whose translations were adapted for the Indonesian stage, bring with them a particular 

method of acting with distinctive techniques. The performance tradition of Chekhov's works 

usually requires knowledge and skills of the acting method initially devised by Stanislaysky 

with whom Chekhov had collaborated on the direction of his plays. At the core of the method 

was the convention of Western realism.1' 

Similarly, the plays of Eugene O'Neill need an understanding of his works that are 

characteristic of expressionism (and symbolism) despite their substance having all the 

appearances of being down to earth. O'Neill's early play, Beyond the Horizon (1920), carries 

with it Western theatre idioms that were only beginning to enter the Indonesian vocabulary of 

theatrical terminology through formal theatre education. This resulted from the establishment 

theatre training institutions such as ATM. 

Another work of Usmar Ismail, Api (Fire), appeared in the repertoire of Teater 

Gamipentas, performed in 1962 as one of three plays listed by Oemarjati (1971, p.240) since 

its inception in 1961. In 1962, the year Teater Nasional was established, the group performed 

Barabah (Barabah) by Motinggo Boesya. In addition to the adaptation of Chekhov's The 

Bear, the group also performed Rendra' s adaptation of Chekhov's The Proposal as Pinangan. 

Students from the University of Indonesia, Bogor, were active in theatre performance 

from 1961. Oemarjati (1971, p.241) provides a list of six works performed in two years of 

activity' among these there are three plays of interest. The Faculty of Agriculture presented 

Kirdjomuljo's Penggali Kapur (The Lime Digger), written in 1956, and performed in 1961. 

Two Western plays were performed. One of them, Kerajaan Maut (Kingdom of Death), an 

adaptation of a work by J.B.Priestly, was already in the repertoire of Teater Bogor. Endang 

Achmadi directed this play in 1962; she was a woman of Sundanese birth and a university 

lecturer. Priestly no doubt had appeal to Sundanese sensibilities as his early works contained 

themes of travelling theatre groups in common with the sandiwara troupes still popular in the 

Sunda regions. 
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The other Western play was Sebuah Pagi yang Cerah (A Sunny Morning) by the 

Spanish brothers Quintero, Serafin and Joaquin Alvarez and performed by the university 
students of Bogor in 1962. This work is also close to Sundanese culture. The plays of the 
Quintaro brothers were popular comedies, slight in plot, but full of charm and humour 
reflecting the lives of characters from Andalusian culture. In this respect, the Quintaro plays 
may be seen as comparable with regional folk theatrical forms such as longser of the Sunda 
(Parahyangan) region around the cities of Subang and Bandung.12  

Diversity of performances presented during visits to Bogor by Seni Teater Kristen as 
well as performances and theatre workshops by the ATM theatre group from Jakarta from 
1959 introduced a new generation of visionary theatre artists in the 60's. At the same time, 
these visits carried a repertoire of Western plays that were distinctive of the theatre and 
theatre groups at the beginning of that decade. 

Seni Teater Kristen was the idea of a group of Indonesian intellectuals of Chinese 
descent; among them were Steve Lim and the writer Khouw Hok Goan. From the time of its 
establishment on 10 January 1957 in Jakarta, the group travelled extensively in Java to Solo 
(Surakarta), Kudus, Purwokerta, Cirebon, Surabaya, and of course to Bogor. Steve Lim (Liem 
Tjaon Hok) later became known as Teguh Karya, the founder of Teater Populer in 1968. He 
had studied at ATM, and brought to the theatre a true Western form of realism in a major 
repertoire of Western plays. The theatre of Teguh Karya is described more comprehensively 
later in this chapter. 

Jim Lim (Jim Adhi Limas) and Suyatna Anirun wrote a version of Chekhov's one-act 
play The Proposal (Pinangan), presented in Bogor by Ben gkel Kerdja, the Workshop group 
of ATM and directed by Steve Lim in 1959 while he was still studying at the Academy. 
Another Western play was introduced to Bogor by the Academy with the title Mak Comblang, 
a version of the Matchmaker by the Russian novelist and playwright, Nicolai Gogol. Both 
these plays became part of the repertoire of Studiklub Teater Bandung or STB, a theatre group 
that became the one of the longest standing in the history of modern theatre in Indonesia. Not 
coincidentally, STB was the vision of Jim Lim and Suyatna Anirun in 1958. I discuss this 
group later in the chapter. 

A unique aspect of the Bogor theatre groups was a joint venture in the presentation of 
theatre festival events from 1955 to 1966 organised by the Federation. As the phenomenon of 
group theatre grew throughout the regions, festivals of theatre were held reaching a peak 
national proportion in 1996 during a festival in Bandung. Festivals of theatre performances 
were not the only initiative created by joint association of the theatre groups in Bogor under 
the umbrella of their Federation. There were also other indications of significance for future 
directions undertaken by group theatre and theatre artists as they developed further. 
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Following in the footsteps of Ismail' s theatre group, Maya, study groups formed to 

discuss serious issues of dramaturgy in preparation for a play's performance. No longer was 

Dutch influence a major source of form, style and terminology for new idioms of Indonesian 

theatre. The former role of the programma or tooneel meester as the programmer or the 

master of the play had become an antiquity, a product of the 1920's and 1930's. From the 

1950's, the sutradara (director) had overall responsibility for all artistic functions, creating 

absolute realisation of the text now more explicit with stage directions and with mise en scene 

more detailed. 

Forms of stage scripts further changed through the brevity of the written work; the 

one-act play became more popular and effective for both the author and the group, including 

the audience. There existed greater opportunity for one-act plays to be published in single 

editions of arts journals or even potential for commercial publication in art columns of 

literary-minded daily newspapers. Brevity of the play enabled members of small theatre 

groups to devote concentrated effort and study on content, particularly if skills of acting and 

stagecraft were not yet sufficiently developed. For the audience, the one-act play gave greater 

opportunity to intently focus on the specific issue or to enjoy a wider repertoire if there was a 

double-bill of one-act plays. 

Many writers for the stage, although with a literary background through their works 

in forms of the novel (roman), poetry (puisi/sajak), and short stories (cerita pendek/cerpen), 

assumed other functions in the theatre. Often these were (and are) recognised playwrights, 

who could assume the roles of actor and director, or in some cases both. Some chose to 

continue their career in the theatre, others diversified or left the medium behind entirely to 

enter the film industry, or the medium of television, popular for its convention of sinetron. 

Others even entered the political arena as intellectual activists and cultural watchdogs. We 

meet with several of these theatre artist along the way as this chapter proceeds. 

Although we have witnessed the beginnings of group theatre of the 1950's in Bogor, 

it must be understood that it was one isolated example from a transitional period, since much 

similar development of modern theatre was also taking place in other cities of the provinces. 

Also it must be remembered that the theatre in Bogor was the initiative of teachers and their 

students, creating a theatre still without studied skills of theatre craft or acting, and indeed 

lacking the psychological 'science' of theatre performance. 

There was no apprenticeship in modern theatre for a new generation of youth similar 

to the long-standing traditions of training to master the demanding skills of traditional 

performing arts of the regions. Play scripts were now published, written in a style firmly 

steeped in everyday Indonesian reality demanding from the performer an innate 

understanding of new methods and personal techniques of acting. Theory and practice of 
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modern Western theatre idioms, including the use of its vocabulary, had not yet been 
introduced to associations of group theatre in the early 1950's. Formal theatre education 
(Western) through structured arts curricula of teaching institutes began with the establishment 
of ATNI. Theatrical forms of naturalism, and more importantly realism, of Western theatre 
were far removed from the forms in the theatre presented during the periods of Dutch colonial 
rule and the Japanese occupation. 

It is therefore not surprising to find the performance efforts of early group theatre 
much criticised. Sumardjo (1992, pp.146-147) provides us with a critical appraisal of the 
theatre and groups of the 1950's that I precis in my translation from his writing in the 
following paragraph. 

Modern theatre started to enter the life of intellectuals, but its characteristic was still 
amateur. There was a lack of appreciation and inability to fuily comprehend even new theatre 
ast forms introduced by hdonesian intellectuals (playwrights) in the major cities in the period 
of 1952-1955 thus causing confusion for groups of theatre. A critical commentary of 
performances by theatre groups during the Surabaya Festival of Drama in 1956 by Sukarno 
Hadian evaluated the festival as demonstrating the amateur characteristics of the performers 
not yet understanding the meaning of drama and yet to be refined. The prime weakness was 
located in the psychological substance of their characters. The drama festival in Surabaya 
failed because the participants were weak (in expression); insufficiently understanding 
dramatic art, to the extent the audience's appreciation of the play was debilitated. The 
principal deficiency of amateur groups throughout Indonesia was the insufficient study of 
drama within their organisations. 

The outbreak of group theatre from the 1950's had all the appearances of a theatre 
epidemic. All too often, the initiators of these groups took on the ambitious role of writer, 
director and performer without sufficient skill or understanding of that role. Overall, 
insufficiency of a cohesive performance was often the result of lack of dramatic skills and 
theatrical expertise applied to the sum total of the individual functions. Success of the theatre 
artists in a multi-functional role was a product of the theatre of the 1960's as is described later 
in the theatre of Rendra, Suyatna Anirun, Putu Wijaya, and Teguh Karya to name a few of the 
early visionaries assuming combined roles of writer, actor, and director. 

However, among the aspiring young theatre directors of the modern generation there 
was an appetite for Indonesian films now a box-office success in the 1950's after long 
prohibition of popular films during the Japanese occupation. They developed a 'copy-cat' 
syndrome fashioning performances of theatre in the mould of film. According to Sumardjo 
(1992, p.1  47) there were directors who related themselves to the image of their favourite 
'pop' film-star idols. Modern theatre sensibilities of the 1950's were directed more towards a 
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form popularised by the medium of film, or other commercial pop media, supposedly 

attracting a wider patronage from the current wave of 'mod' youth arising from the chaos of 

the Revolution. 

For the meanwhile, it appeared that the true values of a progressive theatre had been 

corrupted. Youth in circles of amateur theatre were submerged in commercial values of pop 

culture. This is despite the intensive force of realism with which literature was being written 

for the stage, and the significant emergence of translations of Western plays. In all 

appearances from the above observations, the form of modem theatre in the 1950's had turned 

back the pages in the history book of theatre by at least two decades. Concepts were now 

adopted akin to forms of the commercial theatre in the 1930's when popular American action 

films were the source of inspiration and content of performance. 

In fact there is true witness to pop presentations of modem theatre of this period, in 

the opinion of B. Sularto, a critic at that time, and quoted by Sumardjo in the context of pop 

culture. With reference to a theatre group, Organisasi Ta Chung Sze in Semarang during 1955 

performing works by Usmar Ismail (Api) and Armijn Pane (Hantu Perempuan), Sularto 

writes, 

[ ... ] the performance still failed to indicate to society that it was an actual 
performance of drama. The musical rhythm was not maintained, and the 
interludes between acts were still filled with songs of the top hits of the 
1950's. (cf. Sumardjo 1992, p.147).tm  

Sumardjo (1992, p.147) is of the opinion that groups still maintained a concept of the 

theatre first brought to prominence by Dardanella, although the domain of drama or modem 

theatre was spreading at the start of the 50's, the appreciation of true modem theatre was 

lacking. According to him, 

Much of this condition stemmed from amateur circles of high school students 
whose level of appreciation was still toward "teater dardanella". This 
[condition] was realised in theatre circles around the 1950s.I  

Sumardjo (1992, pp.147-148) supports his argument with a statement made 

by Usmar Ismail that appeared in the magazine Indonesia. 

Leaders of the "avant-garde" of the theatre arts were not in the right place to 
promote those arts, although they desired to take it to a standard that was not 

[...J pertunjukan itu masih gagal menunjukkan kepada masvarakat bahwa itulah pertunjukan drama 
yang sebenarnya. Inn gin musik tak tetap, dan selingan-selingan antar babak masih diisi dengan lagu-
lagu top hits tahun 1950-an. 
IV  Kebanyakan kondisi mi berhasil dari lingkungan amatur di sekolah-sekolah menengah yang tin gkat 
apresiasinya masih pada "teater dardanella". Hal mi disadar oleh kaum seniman teater modern 
sekitar tahun 1950-an. 
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an embarrassment. If their theatre could speak only to a small part of society 
who was educated, their ambitions could never be attained." 

Ismail was referring to small but isolated groups of a young educated class of artists 
limited within their own space of existence serving their own artistic aspirations, and others in 
similar circles, disregarding service to a wider society of the educated and the general public. 
It was necessary to facilitate means whereby the apparent isolated state of artists in the 
regions (not only in Java) could be remedied and to create a spirit of regional integration 
through artistic interaction of collective concepts through theatre that truly reflected ideals 
and aspirations of a new nation. 

Three means were to be made almost immediately at their disposal. Namely, the 
establishment of a central institute of theatre studies, ATM in Jakarta, management and 
presentation of modern theatre festivals, national and regional, and the development of a 
major public centre for the arts, TIM (Taman Ismail Mazurki), also in Jakarta. Other 
government-administered institutions of higher education for the arts were established in 
some provinces while public arts centres (Taman Budaya) for the teaching and practice of 
traditional as well as modern art were gradually established by the central government in most 
of the provinces. 

At the beginning of the first half of the 1950's, active communities of student 
organisations and artists of the theatre were regionally isolated, and their potential public 
alienated from arts activities by their insularity. Although there are no early recorded accounts 
of modern theatre performances in the regions, evidence of later theatre festivals conducted in 
certain regions is proof at least of the existence of active theatre artists. For example, the 
activities of Teater Bogor in West Java, as mentioned earlier most predominant for its 
repertoire, was given early stimulus and later impetus for performance and theatre studies. As 
Sumardjo (1992, p.1  44) reasons, the upsurge of theatre activities in Bogor was due to former 
members of Ismail' s theatre Maya establishing themselves in the film industry in Jakarta in 
the early 50's, while in 1955 ATM was established in the city, only a short distance from 
Bogor. 

The years between 1955 and 1965 were dynamic, with a significant focus on modern 
theatre; its institutions and organisations rapidly changed the attitude of theatre artists and the 
characteristics of theatre performance. Beside the Teater Bogor and Teater Nasional in the 
university-city of Bogor, group theatre became a phenomenon on other campuses, including 
the Faculty of Literature at the University of Gadjah Mada (Yogyakarta) and the Faculty of 
Law at the University of Indonesia in Jakarta. Teaching institutions in Bandung, such as the 

[ ... ] para pemuka "avan garde" kesenian sandiwara berjingkrak-jingkrak ingin membawa 
keseniannya kepada mutu tidak melakukan, jika dia cuma dapat bicara sebagian kecil inasyarakat 
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Institute of Technology (ITB), also nurtured activities of theatre groups. As the provincial city 

of West Java, Bandung became a dynamic centre for modern theatre at the end of the 1950's 

maintaining its dynamism into the 21st  Century. 

The year of 1956 was witness to a mushrooming of modern theatre festivals held in 

Menado (North Sulawesi), Medan (North Sumatra), and to a regional youth theatre event held 

in the city of Yogyakarta in what is now the Special District of Yogyakarta (DIY). With the 

upsurge of progressive theatre activities within tertiary institutes of learning, compared with 

those formally engaged at secondary level, came a standard of performance predicated by 

more circumspect choice of theatre texts, Indonesian or European. However, the quality of 

performance was based on the strength of unity that pervaded the lives of particular students 

from intellectual circles who were absolutely dedicated to culture, literature, the arts, and a 

progressive theatre. Their names have appeared already above; the principal students were 

Rendra, Suyatna Anirun, Jim Lim and Teguh Karya, an inspired young generation of 

visionary theatre artists (actors, writers, directors) who individually revolutionised the 

direction of modern theatre towards the end of the 1950's. 

As adolescents of the Revolution years, they seized the opportunity for study and 

grasped the potential to shape the future of modern theatre. At the same time, Soekarno was 

shaping the new nation through experimental processes of democratisation between 1950-

1957. When Ricklefs (1981, p.225) wrote his chapter on "The Democratic Experiment, 1950-

1957" he noted that "because of the elite commitment to the idea of democracy, the years of 

1950-1957 stand as the freest period of Indonesian history for the politically articulate." 

However, he mentions in the end of that chapter: 

[ ... ] by 1957 the democratic experiment had collapsed . ..the territorial unity 
of the nation was threatened . .. and the expectations of the Revolution were 
frustrated Ii . .. 1. The ultimate irony of the years 1950-7 was that as the nation 
fell apart, it also became one.13  

The shifting point for a new revolution of modern theatre in Indonesia was 

precipitated by the initiation of ATM (Akademi Teater Nasional Indonesia), the National 

Theatre Academy of Indonesia, on 10 September 1955. At the helm of the Academy were 

three principal motivators, Asrul Sani, Usmar Ismail, and D. Djajakusuma. All were imbued 

with inspiration for a centre of theatre education and performance able to fulfil aspirations of 

a rising generation of youthful and dedicated theatre artists. Among the teaching staff were 

Boen S. Oemarjati, Arief Budiman, and later an early graduate, Teguh Karya.14  

The Academy's core values were supposedly based on those of nationalistic 

consciousness, or as Sumardjo (1992, p.150) expresses: 

yang cerdas saja, tiadalah akan tercapai apa yang dicita-citakan. 
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[...] the existence of a consciousness of groups of intellectuals [theatre 
artists] to develop a national theatre in a way more able to be responsible 
from the facets of art, science, and intellectual activity."1  

But in reality the Academy was developed consciously on Western values of theatre 
education and performance practices far removed from current Indonesian sensibilities of the 
value of national literature written for the stage. (See figures 5.1 & 5.2). 

Essays by Konstantin Stanislaysky were translated, becoming fundamental theory for 
the curriculum of ATNI. Especially vital in theory and practice for theatre studies at the 
Academy were no doubt Stanislaysky's two pivotal books, My Life in Art (1924) and An 
Actor Prepares (1936). According to Sumardjo (1992, p.151) there were also in existence at 
ATNI the writings by Boleslaysky translated by Usmar Ismail for his "specialist theory".15  
But any reference in ATNI' s study program to treatises on theatre by three of the most 
significant "master builders" of modem European theatre in the 201h  Century is notable by its 
absence. Antonin Artaud (1896-1948) and Bertolt Brecht (1898-1955) were two of these 
prominent theatre builders; the third was Stanislaysky's Russian contemporary, Vsevolod 
Meyerhold (1874-1942). 

The orientation of theatre studies at the ATNI favoured the Russian school of thought 
and so denied its students a more comprehensive world-view of theatre, particularly of the 
French avant-garde of the 1920's, after Artaud for example. Steeped in its perception of 
European realism, ATNI looked away from the plays of Indonesian writers struggling to come 
to terms with diverse performance practices and distinctive styles demanded by Western 
dramatic traditions far removed from Indonesian understanding of the theatre practice familiar 
from their own traditions. In theory and practice, it appears the students of ATNI were not 
provided with much opportunity to explore the idiom of their own theatre. 

Western plays dominated the performance repertoire from the beginning of 1957 until 
1963. This is evident from the Western repertoire of that period listed by Oemarjati (1971, 
p.228) that included the plays of Saroyan, Strindberg, Sartre, Lorca, Gogol, Moliere, and 
Chekhov for example. Obviously there was much persuasion from Ismail who himself had 
translated a remarkable number of foreign plays; eighty-nine in fact are listed including 
Stanislaysky's The Actor Prepares (Persiapan Seorang Aktor).'6  

By comparison with the Western works studied and presented at ATNI during this 
period, the academy was much impoverished by the lesser extent of Indonesian plays studied 
or performed, with the exception of five works as follows. Two were by Usmar Ismail, 
Ayahku Pulang (My Father Came Home) and Mutiara dari Nusa Laut (Pearl from the Ocean 

VI •••] adanya kesadaran kaum terpelejar untuk memban gun teater nasional secara lebih pertanggun 
jawabkan dari segi seni, ilmu dan penalaran. 
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Island), written in 1944 and 1943, and performed by ATNI in 1960 and 1962 respectively. 

Three were plays from a distinctly new generation of writers, including Malam Djahanam 

(Night of Hell) by Motinggo Boesje (Busye), Titik-titik Hitam (Black Points) by Nasjah 

Djamin, Domba-domba Revolusi (Lambs of the Revolution) by B. Sularto and Pagar Kawat 

Berduri (The Barbed-wire Fence) by BerdurilTrisnojuwono. They were written in 1959, 1956, 

1962 and 1963 and performed by ATNI in 1959, 1959, 1962 and 1963 respectively. 

The works of Utuy Tatang Sontani were conspicuously absent. Although considered a 

member of the Angkatan '45, which he shared with Usmar Ismail, he had written nine plays 

within the period 1955-1964 at the time when ATNI was active in performances throughout 

the provinces of Java. Moreover, current writers active in Yogyakarta appear to have been 

overlooked, even those who had already had their works published. These works included the 

early plays of Rendra and the last works of Kirdjomuljo including Pen ggali Intan (The 

Diamond Miner) in 1957 and Saat Sungai Berito Kering (The Time the Barito River was Dry) 

in 1957. But these plays (and others) written in Yogyakarta were never witnessed among 

other performances at the ATNI, despite the aspirations within its charter to develop a truly 

national theatre. 

Assessing the twenty basic levels of set study topics listed by Oemarjati (1971, 227) 

in the curriculum of ATNI, there appears to have been much opportunity for the Academy to 

have extended itself into the realm of experimentation. This is particularly conspicuous with 

regard to script writing for the course titled Dasar-dasar menulis lakon dan skenario (Basics 

of story and scenario writing). Yet, no evidence is found of experimental works written by 

students (or other writers) in the repertoire of plays presented before the public either at the 

Academy in Jakarta or during tours in the regions of Java. It is also surprising that ATNI 

appeared not to be cognisant of theatre artists and writers on the periphery, thus seemingly 

marginalising them by its inclination toward European plays, the products of the Western 

forms of naturalism and realism. 

Brandon (1993, p.131) has written that "ATM's choices [of Western dramas] 

reflected and reinforced theatre people's lack of confidence in indigenous modern plays." 

People's lack of confidence in modern Indonesian plays did not deter other young visionary 

writers to aspire as playwrights at the time the Academy preferred to choose Western plays. 

One exemplar was Arifin C. Noer (1941-1994) who began as a novice writer of poetry while 

still at secondary school. He became one of the most outstanding visionary theatre artists as 

writer, director, and actor in the history of modern Indonesian theatre. 

At the time ATNI was fully engrossed in Western theatre studies and practices in the 

1960's, Arifin's first practical encounter with the stage came when he joined Teater Muslim 

in Yogyakarta. Around the age of nineteen, Arifin wrote the following works. Lampu Neon 
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(Neon Lamp), Seorang Pen gemis (A Beggar), Seorang Laki-laki Tua (An Old Man), Nenek 
Tercinta (Dearest Grandma), Matahari di sebuah Jalan Kecil (Sun on the Laneway), Jendela 
Belakang (The Rear Window), and Pada suatu Han (Once Upon a Time). Arifin was writing 
with individualistic sensibility from a perspective of everyday life in Indonesia; his works 
were the product of social realism. None of the aforementioned plays were introduced into the 
repertoire of ATNI. 

Contrary to Brandon's statement above, it was not the lack of confidence in new 
Indonesian plays that caused ATNI to turn to a Western repertoire. The Academy, the first of 
its kind in Southeast Asia, needed to be seen at the outset as a culturally modernist and 
artistically progressive institution for the arts in the eyes of Western countries and of Asia. 
Performance of the Western plays in part symbolised an explicitly modern characteristic of 
ATNI, but had the unfortunate side effect of shelving modern Indonesian plays. On that 
account, the engendering of people's confidence in indigenous modern plays could not be 
expected if those plays were denied a showcase for the public such as their performance on 
the stage at ATNI. 

Showcases for products of Indonesian arts were no longer confined to presentations 
of traditional performing arts such as those witnessed by Artaud at the Colonial Exposition in 
Paris during 1931. A modern Indonesia needed to face the processes of rapid industrialisation. 
Even modern art had to be seen as a product of national growth displayed in a manner fitting 
international standards. Indonesia had to rapidly progress technologically in the field of 
theatre in order to demonstrate internationally that it was capable of developing a modern 
theatre with an ability to attract overseas attention, and able to provide a showcase reflecting 
the quality standards developed. The nation had to wait some eighteen years after the 
Revolution, and at a time when the ATNI was within its final few years of existence as a 
national theatre academy, until Indonesia's first public art facilities in Jakarta were opened at 
TIM in 1968. I describe the establishment of TIM at the end of this chapter. 

An independent Indonesia was waking to the outside world, having been admitted as 
a member of the United Nations in September 1950 at the beginning of Soekamo's 
experimental move towards democratisation of the newly constituted nation. Presidential 
diplomacy was not only to triumph in the international arena far from Indonesian shores. In 
Bandung there was also an equally triumphant act of global diplomacy when the city hosted 
the Asian—African conference for twenty-nine non-aligned states of the Afro-Asian bloc of 
nations in April 1955. The national and international prestige of the conference demonstrated 
clearly that Indonesia under Soekarno was capable of playing a leading role in world events. 
At the same time, the conference provided international focus on Bandung, a city that became 
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most significant for the visionary progressiveness of its artists in the development of modern 

theatre. 

Indonesia's National Academy of Theatre chose not to embrace, or integrate with, a 

wider group of theatre artists outside its own domain centred in Jakarta. I have given the 

example of Arifin C. Noer as a case witnessing this fact. Western influences of theatre, 

dominated by European plays, gave ATNI its distinctive high profile as a modern teaching 

institution of international standing. But it failed by degrees to come to terms with its own 

wider domestic issues. In the programme notes for the first performance by ATNI in 1958, 

Burung Camar, an adaptation of Chekhov's The Seagull, cited by Pramana Padamodarmaya 

(1999, pp.307-308), there appears a statement made by Usmar Ismail.'7  In one section he 

postulates: 

"The fundamental aspirations of ATNI are to construct a base for its 
development of a national theatre within the widest possible meaning [ ... ]. 
We from ATNI have the conviction that a theatre that is the creative product 
of the people of Indonesia now [and] surely will be prized as well as enjoyed 
by all communities of Indonesia. The creation of the standard of a national 
theatre is one that can be understood by people from Subang to Merauke 
certain to become a firm cultural linkage between ethnic groups of the 
peoples in this our archipelago." 

ATNI may have not realised the full set of expectations espoused by Ismail for a 

national theatre before it was dissolved in 1970. As a unique educational institution dedicated 

to theory and practice of the theatre arts, it no longer stood alone as a national academy. The 

prime function of ATNI to develop a national theatre of Indonesia per se was reduced when 

drama studies were relegated to the Faculty of Performing Arts of the Institut Kesenian 

Jakarta (Jakarta Institute of Art), or IKJ, as a theatre department.18  

On the contrary, to developing a national theatre, what did occur that gave meaning to 

a national theatre is witnessed through ATNI having the effect of seeding developments in 

modern theatre nationally. It is true that ATNI did not bring about much change in the field of 

writing for the stage as stated by Oemarjati (1971, p.49); but she made other observations: 

ATNI rendered more a service in stimulating the growth of an affectionate 
feeling for the theatre in the country rather than stimulating the writing of 
plays. This we can see from the extent to which after the appearance of 
ATNI, a large number of study groups and small theatres appeared to grow 
and undertake activities. [ ... ] I do not say that the growth of those small 
theatres was the direct result of the establishment of ATNI. ATNI stimulated 

Vii "Pokok cita-cita ATNI adalah untuk membangun landasan bagi berkembangnya teater nasional 
dalam arti yang sebenarnya. [ ... ] Kita dari ATNI mempunyai kekayaan, bahwa suatu teater yang 
merupakan hasil kreasi manusia Indonesia sekarang, pasti dapat dihargai dan dinikmati pula oleh 
seluruh umut Indonesia. Terciptnya mutu teater nasional yang dapat d(fahami oleh orang-orang 
Indonesia dari Sabang sampai Merauke pasti akan menjadi tali pen gikat kebudayaan yang erat antara 
berbagai suku bangsa di Nusantara kita mi." 
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theatre activities. And more and more, in this situation, study groups and 
leaders of small theatre groups pulled at the door to open as wide as possible 
opportunities for their playwright members. Their experiments were driven at 
an equal level between activities of theatre and writing."" 

Stimulation of the mass media in Jakarta was also a result of theatre activities created 
by ATNI, according to Sumardjo (1992, p.152),  who states: 

Activities of ATNI all the more stimulated theatre activities in small and 
large cities throughout Indonesia. The cause is easily surmised because the 
success of ATNI was always talked about in journals and newspapers in the 
capital city [Jakarta] that were widely circulated throughout the regions of 
Indonesia. Success stories were talked about by critics in the capital with the 
result they brought about an understanding of [what was meant by] "true 
dramatic" performances [•••]•( 

Most of the small theatre groups (or theatre organisations) referred to by Oemarjati, 
and earlier encountered, were located in the larger cities. In Bogor were Teater Bogor 
(Endang Achmad), Tearer Nasional (D.S. Muljanto), Tearer Gamipenras (Alexander Naftali), 
Tearer Indonesia (Clara Vijaya) Tearer Raksa Budaya (Mohamad Zein) and the theatre 
federation, Federasi Tearer Kota Bogor, headed by Taufiq Ismail. In Yogyakarta were Studi 
Grup Drama Yogva (Rendra), Tearer Muslim (Mohamad Ponegoro), and the drama and film 
academy, Akademi Seni Drama dan Film Indonesia (ASDRAFI) headed by Harymawan. 

In Jakarta, among several theatres listed by Oemarjati, I point to the group most 
significant at the time of ATNI, Tearer Kristen, formed by a group of five Chinese 
intellectuals in January 1957. Among them were Steve Lim (known later as Teguh Karya) and 
one of the two graduates (the other was Nano Riantiarno) from ATNI who formed sustainable 
theatre groups in Jakarta. It is interesting that Jakarta did not experience a groundswell of 
small theatre groups at the time of ATNI that were influenced by its teaching and practice. 
Sumardjo (1992, p.153) offers an explanation of a phenomenon which did occur: 

That the influence of ATNI was quite strong in theatre life at that time can be 
observed from the style of "realism" with a performance "deep" in the 
manner of Stanislaysky and Boleslaysky [ ... ]. In spite of the fact of that 

VIII ATNI lebih berdjasa dalam menumbuhkan rasa tjinta teater Tanah Air daripada merangsan 
penulisan lakon. Hal mi kita lihat dari kenjataan, berapa setelah timbulnya ATNI, sejumlah besar studi 
grup dan teater ketjil bermuntjulan tumbuh dan melakukan kegiatan. [ ... ] Saja tidak mengkatakan 
bahwa tumbuhnja teater-teater ketjil itu merupakan akibat langsung dari didirikanja ATNI. ATNI 
meran gang kegiatan teater. Dan lagi-lagi, dalam keadaan mi, studigrup dan himpunan-himpunan 
teater ketjillah itu merupakan jang menjentakkan pintu, mebukakan kesempatan selebar-lebarnya bagi 
penulisan lakon-lakon karja para anggotanja. Eksperiman-eksperiman mereka berdjalan sedjadjar 
antara kegiatan teater dan penulisan. 
IX  Kegiatan ATNI makin merangang kegiatan teater di kota-kota besar dan kota-kota kecil dan yang 
lain seluruh Indonesia. Pen yebabnya mudah diterka, karena sukses ATNI selalu dibicarakan oleh 
majalah-majalah dan surat kabar yang terbit di ibukota yang terbesar luas ke seluruh wilayah 
Indonesia. Cerita-cerita sukses mi dibicarakan para kritikus ibukota, sehingga menyebabkan 
penwhaman pementasan "drama yang benar" [ ... ]. 
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visible evidence, there was a reaction against ATM' s style of realism, for 
example the Brechtian style from Studikiub Teater Bandung (STB).' 

In Bandung, West Java, a theatre visionary, Suyatna Anirun (1936-), established STB 

on 30 October 1958 while at the same time he collaborated with Teater Kristen of Bandung.19  

Not a student of the Academy in Jakarta, Suyatna first was attracted to the world of theatre 

when a student at senior high school, furthering his studies in the field of the visual arts at the 

Institut Teknologi Bandung (Bandung Institute of Technology) or JTB when STB was formed. 

Saini K.M. (1995b, p.15) writes of Suyatna, "whatever plays he directed he never let the 

audience forget that theatre, above all, is for aesthetic enjoyment." The diversity of STB's 

extensive repertoire bears significant evidence of the latitude for aesthetic enjoyment in the 

sense of accordance with the principles of Suyatna' s own virtuosity. 

It is difficult to clearly ascertain why STB was one of the reactionary theatre groups 

against the influences of realism, which according to Sumardjo (1992, p.153), "adopted gaya 

Brechtian (a Brechtian style)." It cannot be doubted that Suyatna was reasonably versed in the 

works of Bertolt Brecht; he taught theory and practice of theatre within special acting classes 

conduced at STB. Suyatna also lectured in theatre arts at Bandung' s former Academy Seni 

Tari Indonesia (the Academy of Arts), or ASTI, now Sekolah Tinggi Seni Indonesia (the 

College for the Arts), or STSI, where he was still teaching at the beginning of 2000. 

Curiously, STB did not approach any substantive work of Brecht until twenty years 

after it was established. During October, November, and December of 1978 Suyatna directed 

Lingka ran Kapur Putih, his (and R.S. Hartono's) translation of Brecht's The Caucasian Chalk 

Circle performed in Bandung and TIM in Jakarta. In fact, performances of Brecht's plays 

were rare in Indonesia despite the cooperation and sponsorship of the Goethe Institutes 

established in Jakarta and Bandung.20  (See figure 5.3) 

It may be reasoned that the performance style required to communicate the essence of 

his full-length plays was problematical. It was no doubt difficult for groups to master the 

demanding methods of Brecht himself required, that is that performances be meticulously 

documented descriptively and photographically, the hallmark of his famed, and rare, 'model-

books'. These books were a prime model for methods of documentation and could have acted 

as prime examples of dramaturgy for theatre artists of Indonesia. But it is doubtful that such 

resources on Brecht's theatre were ever available in Indonesia, despite the representation of 

German institutes, including the Goethe Institute in Bandung. 

Bahwa pen garuh ATNI cukup besar dalam kehidupan teater waktu itu, dapat disimak dari gaya 
"realisme" dengan pemainan "dalam" cara Stanislawski dan Boleslawski [ ... ]. Meskipun demikian 
juga nampak pengaruh itu berupa reaksi terhadap gaya realisme ATNI, misalnya gaya Brechtian dan 
Studikiub Teater Bandung (STB). 
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Despite the theatrical demands Brecht placed upon performances of his own plays, 

their infrequent appearance in Indonesia may be the result of theatre groups choosing not to 
perform certain works in the Marxist vein. Instead, it appears groups elected to choose plays 
from the Western stream employing the style of realism, more fitting to integrate within 
regional and national sensibilities. Moreover, there existed opportunities to channel those 
sensibilities into forms of acculturation of traditional, folk and popular theatre genre as an 
aesthetic, artifice, or indeed even as a dialectic within the modern theatre. 

Since the foundation of STB in 1958, the longest established group in the history of 
modern theatre in Indonesia; the majority of works in its repertoire were Western plays. Most 
notable among those plays were: 

• Arwah-arwah (Purgatory), Di Pantai Baile (On Baille's Strand) - W.B.Yeats 
• Pinangan (The Proposal), Paman Vanya (Uncle Vanya), Burung Camar (The 

Seagull) - Chekhov 
• Ayub (JB) - Archibald MacLeish 
• Ta bib Tetiron (Avarice) - Moliere 
• Mak Comblang (The Matchmaker), Para Penjudi (The Gamblers) - Nicolai 

Gogol 
• Karto Loewak (Volpone) - Ben Jonson 
• Mainan Gelas (The Glass Menagerie), Mawar Biru (Rose Tattoo) and Jangan 

Biarkan Pagi Datang (Orpheus Descending) - Tennessee Williams 
• Anti gone (Antigone) - Sophocles 
• Badak-badak (Rhinoceros) - Eugene lonesco 
• Tembok Besar (The Great Wall of China) - Max Frisch 
• Romeo dan Yulia (Romeo and Juliet), Raja Lear (King Lear), Impian di Tengah 

Musim (A Midsummer Night's Dream) - Shakespeare 
• Kuda Perang (Egmont) - Goethe 

Among the most notable minority of Indonesian plays were: 

• Jayaprana (Jayaprana) - Jeff Last 
• Pen ggali Intan (The Diamond Miner) —Kirdjomuljo 
• Sangkuriang (Sangkuriang) - Utuy Tatang Sontani 
• Masvitoh (Masyitoh) - Ayip Rosidi 
• Panggeran Geusan Ulun (Prince Geusan Ulun), Panji Koming (Panji Koming) - 

Saini K.M. 

The first recorded plays performed in 1958 by STB were Jayaprana (by Jeff Last), 
Arwah-arwah and Di Pantai Baile (an adaptation of a play by W.B.Yeats).21  

All theatre artists throughout the archipelago of Indonesia celebrate the name and 
reputation of Saini K.M., poet, playwright, and universal humanist. He is a true, but 
unassuming, visionary in the cause for wider artistic achievement of modern theatre. Saini 
K.M. had long reached the crossroads of cultures, a juncture from which he pragmatically 
championed the struggle of both the individual artist and theatre groups. Born in Sumedang, a 
small city in the Sundanese heartland of West Java in 1938, he is able to articulate innately 
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not only a regional and national sensibility of cultural climes that are a composite Indonesia, 

but also a broader sensibility that transcends global borders of cultural perceptions. 

Saini K.M.'s acquaintance with the theatre happened casually through an informal 

meeting with Jim Lim culminating in a close and continuous association with Suyatna and 

STB.22  Far removed from theatre studies offered at the ATM, Saini' K.M. was educated in the 

Department of English Language and Literature at the Institut Keguruan Ilmu Pendidikan 

(Teachers' Training College), or IKIP, in Bandung. In 1973, he accepted a post as lecturer at 

the ASTI, becoming the Director of STSI in 1989 and serving in that post until 1995. 

Between 1995 and 1999, Saini K.M. occupied a prime government position. He was 

appointed Director of Arts of the Directorate of Arts in the office of the Director-General for 

Culture under the aegis of the central government's Departeinen Pendidikan dan Kebudayaan 

(the Department of Education and Culture), or DEPDIKBUD. That department is now known 

as DEPDIKNAS (Departemen Pendidikan Nasional), the Department of National Education. 

Never the officious bureaucrat, always the universal humanist, Saini K.M. continues 

today to aspire towards new idioms of theatre signifying national sensibilities that are a 

compact of Indonesian cultural diversity. This is despite the fact that he maintains his regional 

Sundanese sensibility as the prime dynamic in his writing and stream of consciousness. 

Evidence of such a dynamic is found in Saini K.M. 's propensity for writing plays abounding 

with intriguing stories based on regional legend, as indicated in the examples cited above. 

One other prime exemplar is Saini K.M.' s re-working of the Sundanese legend, Sang 

Kuriang, in collaboration with Suyatna' s STB and ASTI. Titled Putera Sang Fajar (Prince of 

Dawn), Indonesia's contribution to the third ASEAN Theatre Festival held in Bangkok during 

February 1993. Jim Lim had already directed Utuy Tatang Sontani' s version of that legend 

with the title Sangkuriang for STB in July 1961. However, the legend's similarity to the 

Greek myth of Oedipus was left uncovered by previous scholarship until Saini K.M. readily 

comprehended the similarity through his thorough understanding of Greek tragedy. As we 

now know there is a clear parallel for the story of Sangkuriang found in the drama Oedipus 

Rex by Sophocles.23  

Proclivities towards writings for the stage through stories taken from legends of 

Indonesia do not imply that the playwright is not of modernist thought or practice. Quite the 

reverse is practised by Saini K.M. who is able to clearly articulate discourse on styles of 

Western theatre while advocating his visions for a modern national theatre of Indonesia. His 

ability to analyse modern Indonesian theatre by comparative methods and delineate the 

problems that confront theatre in Indonesia is uncanny.24  

Saini K.M.' s streams of analytical essays on theatre are the hallmark of rational 

dramaturgy and lucid scholarship. Two of his most recent works reflect the analytical 
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qualities for which he is respected in Indonesia, and internationally, and are pivotal texts for 
this dissertation. One appears in Awuy (1999), "Masalah Gaya Dalam Tearer Indonesia" 
(Problems of Style in Theatre), and the other in his paper delivered at the Art Sunmiit II in 
1998, "Tearer Indonesia, Sebuah Perjalanan dalam Multikulturalisme" (Indonesian theatre, a 
journey in multiculturalism). The latter work appears in two separate publications that I have 
listed in the bibliography. Both writings are markedly different in perspective from an 
alternative standpoint of Indonesian theatre. However, the essays conclude with the same 
subject matter, theatre (artists) at the crossroads of cultures, the title of this chapter. 

In his paper for the Art Summit of 1998, Saini K.M. (1998, pp.194-5) wrote: 

Indonesian theatre is associated with levels of acculturation and 
interculturation of values coming from various cultures that participate in 
shaping the culture of Indonesia. In other words, [Indonesian theatre] is 
derived from a multicultural interrelation and process.  Xi 

In his work, Masalah Gaya Dalam Tearer Indonesia (Problems of Style within 
Indonesian Theatre), Saini K.M. (1999, p.282) wrote: 

1...] the appearance of styles within the tradition of world theatre, including 
within it the styles of ethnic theatre in the Indonesian archipelago, have been 
an invaluable model for theatre artists [...] if for example the theatre artist 
recognises the styles that have grown and developed within those traditions, 
within his society.  Xii 

World styles and acculturation of ethnic theatre indeed shaped the form of theatre 
directed by Jim Lim for STB. World plays were also the province of STB as affirmed in its 
extraordinary diverse choice in the Western repertoire of plays I listed above. Working 
together in a world of two theatre groups, STB and Tearer Perintis (Pioneering Theatre), Jim 
Lim' s theatrical perceptions of stagecraft and mise en scene were provocatively explorative. 
The Elizabethan stage-world of Shakespeare also challenged his regional sensibility. 25 

In a presentation of Shakespeare's Hamlet, adapted and directed by Jim Lim in 1964 
for Tearer Perinris, the masks from the ethnic theatre genre of topeng Cirebon, the mask 
dance of the Cirebon region in West Java, were a fitting artifice for the tragedy. For this 
performance, musical embellishment and accompaniment for song was provided by a 
gamelan (Sunda) ensemble. However, Jim Lim chose not to use Hamlet as the title of the 
play, instead he titled his adaptation Jaka Tumbal. Hamlet, as the bachelor (jaka), offered up 

Xl  Teater Indonesia berhubungan dalam tin gkat akulturasi nilai yang datang dari berbagi budaya yang 
berpartisipasi membentuk budaya Indonesia. Dengan kata lain, berasal dari interrelasi dan proses 
multikultural. 

[...] hadirnya gaya-gaya dalam tradisi teater dunia, termasuk kedalamnya berbagai gaya teater 
etnik di nusantara, bagi seniman-seniman teater merupakan modal [ ... ] seandainya si seniman 
men genal gaya-gaya yang pernah tumbuh dan berkembang dalam tradisi, dalam masyarakatnya. 
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himself as tumbal, as a "sacrificial lamb", or as a human sacrifice, to prevent furthers 

misfortune striking the bedeviled kingdom of Denmark.26  

Indonesia lost a remarkable pioneer of modern theatre when Jim Lim left for Paris in 

1967. He left behind him a unique approach to the treatment of both Indonesian and Western 

plays through his distinctive approach to acculturation of performance traditions. But he also 

left behind the unjust treatment by critics since 1960. The first signs of critical displeasure 

appeared when Jim Lim directed one of the first Indonesian plays in the repertoire of STB, 

Bung Besar (Big Brother) by Mishbach Yusa Biran. The play was first published in 1959 in 

three-monthly installments in the periodical Budaya.27  

The story is a veiled, but nonetheless biting, comic satire of the rise of the nouveau 

riche, obviously pointing to political opportunists who were favoured during Soekarno' s rule. 

The stage character of Big Brother is represented as an aristocratic overlord of a luxurious 

villa estate. The character of Sultan, in contradistinction to the exalted title implied in the 

name, is merely his servant described as just a part of the kitchen and merely responsible for 

the affairs of the household at the villa. 

Bung Besar was performed by STB in April 1960 co-directed by Jim Lim and 

Suyatna who applied a highly innovative approach to production. Departing from the current 

practices (and dominance) of conventional realism as the popular style for theatre 

presentations, they adopted the style of Brecht. In this way, they were able to achieve distance 

between the stage action and audience, at least emotionally, in this seemingly controversial 

but humorous play. 

Bandung audiences were treated to a theatrical experiment. Jim Lim and Suyatna had 

incorporated elements of ion gser, the popular folk theatre of the Sunda region, in both 

aesthetic and didactic forms. Abounding with song and dance, ion gser is popular for its 

traditional clowns and professional comedians (pelawak) whose dialogue usually concerns 

everyday matters among the lives of ordinary people. In Mishbach' s play they appear as four 

jongos (houseboys), a term now considered derogatory. 

Beside the popularity of clowning during performances of longser, eroticism is an 

element for which this folk theatre was renowned. Therefore, it is not surprising the 

performance created a scandal. Jim Lim was severely criticised and ridiculed, according to 

Saini K.M. (1998, p.188). But the detraction was not for the reason of erotic elements of the 

performance; that was de rigueur for ardent admirers of traditional Ion gser. Rather, the 

experimental treatment of performance style was alien to the critics, accustomed as they were 

to realism in theatre, especially the interculturation of a Brechtian style whose theatrical idiom 

presented a new aesthetic for the stage at the beginning of the 1960's. 
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Despite the introduction of the style of Brecht into performances by STB, his plays 

only began to appear in the repertoire of theatre groups in the late 1970's. Before Suyatna's 
version of Brecht' s Lingkaran Kapur Putih (The Caucasian Chalk Circle) was performed in 
1978, another visionary of the theatre in Jakarta had introduced a work of Brecht. Teguh 
Karya, who established Teater Populer, had already performed Perempuan Pilihan Dewa 
(The God-Chosen Women) at TIM in 1976. This work was an adaptation by Teguh and Tuti 
Indra Malaon's of Brecht's The Good Woman of Szechwan. (See figures 5.4). Furthermore, 
the influence of Brecht reached a peak through the vision of Nano Riantiarno whose group, 
Teater Koma, presented the The Threepenny Opera as Opera Ikan Asin (The Saltfish Opera) 
translated from the text by Brecht and with music by Kurt Weill. (See figure 5.5). Like Jim 
Lim and Suyatna Anirun, and other visionary artists of the theatre, Nano had arrived at the 
crossroads of cultures.28  

Nano Riantiarno, the fifth generation of ATNI's students, therefore the last of its 
graduates, was instructed in acting by Teguh Karya (a former graduate), but not only at the 
Academy. He was also trained as a multi-skilled theatre artist when afterwards he joined 
Teguh' s Teater Populer Hotel Indonesia that was formed in 1968. The Hotel Indonesia was 
their main performance venue after which Teguh' s group became known as simply Teater 
Populer. 

While Teguh was on the campus of ATM, lecturing in iconography, according to 
Nano a rift occurred with ATM's administration. The popularity of Teguh' s private acting 
classes on the campus was so great that there were accusations of students devoting too much 
of their time to Teguh's own class activities. His course in acting was closed down and Teguh 
was no longer permitted to conduct classes on the campus. On that account, Teguh moved his 
course activities to the Hotel Indonesia. That was the beginning of Teater Popular Hotel 
Indonesia.29  

Teguh Karya, once autographed for me a personal copy of a book edited by N. 
Riantiarno unpretentiously titled Teguh Karya & Teater Populer 1968-1993. He inscribed the 
following words, "To the one who will know more of the passion of being in the theatre." It 
was dated 20 January 1995 at the time when this founding father of the style of naturalism in 
the theatre was beginning to show obvious signs of the onset of Parkinson's disease. Despite 
this fact, he was still acutely alert and highly creative in potent thought throughout a three-
hour intensive conversation. Teguh' s own passion for the theatre remained undiminished.30  

By this time Teguh had already left behind his frenzied activities in the theatre and 
film media and turned to an even more popular domestic market medium, the popular 
sinetron (sinema elektronik) of television. He preferred to describe his making of sinetron as 
film sinetron, or television film, fitting his own style of aesthetic in the medium. In this way, 
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Teguh chose to discriminate between the integrity of his quality flimmaking exclusively for 

the medium of television and the vast consumer-orientated entertainment of the 'soap-opera' 

ubiquitous on all national channels of Indonesian television. 

Acclaimed nationally and internationally for his meritorious Indonesian films, as a 

director for the stage, Teguh is somewhat inappropriately described by Brandon (1993, p.1  32) 

as: 

[ ... ] a master of formal realism [who] gained fame and following mainly for 
his formalistic and finely wrought performances of Western dramas. 

Formal realism implies an outward manifestation or an external quality that denies the 

presence of that which is internal in order to manifest the external. Moreover, reference to 

formalistic performances is a stance that implies the practice of formalism. Performing in this 

manner is symbolic and stylised, which for an actor carries a derogative claim of 

concentration on form at the expense of content. 

Far removed from formal realism, actors of Teguh' s Teater Populer were trained 

(directed) and skilled in the style of naturalism through methods studied from the works of 

Stanislaysky that were pivotal in Teguh' s theatre studies at ATM. His style of flimmaking is 

witness to this in screen roles played by the celebrated actors, Slamet Rahardjo, Alex 

Komang, Tuti Indra Malaon, and Christine Hakim for example. As a lucrative industry 

already burgeoning in Indonesia, the medium of film captured Teguh' s passion and divided 

his artistic attention at the beginning of 1973. 

By 1968, he had directed twenty-three stage-plays, in addition to a further four before 

Teater Populer was completely dibanded after a last (repeat) performance of Jeff Last's 

Jayaprana in May 1991. Performances of Western plays were the hallmark of Teguh's 

theatre, a common approach in the early stage of development of other prominent theatre 

group. Rendra' s Teater Ben gkel in Yogyakarta and Arifin C. Noer' s Teater Ketjil as well as 

Ratna Sarumpaet' s Satu Merah Panggung had initially adapted Western works. At the same 

time, these directors explored possibilities of acculturation, integrating form or style of ethnic 

theatre within the contextual framework or mise en scene of translations of foreign plays. 

In the repertoire of Teater Populer are three prime examples of this practice. Jeff 

Last's Djajaprana (Jayaprana), mentioned in the context of STB, integrates the form of 

traditional wayang gong, the dance drama of Bali. (See figures 5.6 & 5.7). The second version 

of Pernikahan Darah (Blood Wedding) by Garcia Lorca, performed in March 1987, was 

removed from the context of historicity through integration of the ritual dance movements of 

randai, a traditional performing art of the Minangkabau people of West Sumatra. (See figures 

5.8 & 5.9). Gogol' s Inspektur Djenderal (The Inspector-General) integrated historic elements 

of Javanese autocracy (bureaucracy) at work in the Dutch colonial administration, a masterly 
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application of historic events befitting The Government Inspector, the play's alternative title.31  
(See figure 5.10). 

Tearer Populer opened on 28 September 1968 with a performance of Kammerherre 
Alving (Ghosts) by Ibsen at the Bali Room of the Hotel Indonesia. (See figure 5.11). 
However, Teguh did not confine his performances to the very modern star-rated international-
standard hotel in Indonesia. Two theatre venues at TIM (Tearer Tertutup and Tearer Arena) 
provided Tearer Populer wider opportunity to reach the public. 

Works of Indonesian playwrights were apparently not the preferred choice of Teguh, 
but there were two exceptions. Jayaprana was first performed in December 1970 I discussed 
previously and Dag Dig Dug by the Balinese writer Putu Wijaya directed by Slamet Rahardjo 
for Teater Populer in January 197 8.  32  (See figure 5.12). 

The diversity and volume of Western plays performed in Indonesia at the beginning 
of the 1960's may be likened to a theatrical smorgasbord. These plays were integrated into the 
repertory of theatre groups not solely for the reason that their presence gave the impression of 
'modernist' aspirations. That is in the sense that the theatre in Indonesia reflected 
understanding of international styles and form of modern theatre, a legacy of teaching 
practices of ATNI. Western plays were realised on the Indonesian stage in terms of their 
ability to integrate both aesthetic and didactic value able to be comprehended by, and 
communicated to an Indonesian audience. 

Mastery of the Western play by Teguh, and its adaptation for the Indonesian stage, 
was applauded by his contemporaries. His close colleague and collaborator, Suyatna of STB, 
saw him as an empu, a master craftsman. Beside the plays I have discussed above, among 
other more notable foreign plays mastered by Teguh were: 

• Perkawinan (The Marriage) - Nikolai Gogol 
• Teh dan Simpati (Tea and Sympathy) - Robert Anderson 
• Tartuffe or Sang Munafik (Tartuffe or The Hypocrite) and Dokror Gadungan 

Sganarelle (The Fake Physician) - Moliere 
• Sang Ayah (The Father) - Strindberg 
• Pacar (The Lovers as The Go-Between) - Harold Pinter 
• Kopral Woyzek (Corporal Wozek) - Georg Buchner 
• Perhiasan Gelas (The Glass Menagerie) - Tennessee Williams 
• Bapakku Sayang Bapakku Malang (My Dear Father, My Unfortunate Father) - 

Arthur Koppit 

The strangest bedfellow in the repertoire of Teater Populer was the play by the 
American, Arthur Koppit. Its original title was Oh Dad, Poor Dad, Mamma's Hung You in 
the Closet and I'm Feeling So Bad when written in 1960. Esslin (1987, pp.315-6) listed 
Koppit as a "proselyte" of the Theatre of the Absurd. 



132 

Adi Pranajaya (1999, p.54) provides his account of reasons for Teguh choosing 

foreign works (naskah asing) for Teater Popular. He put the question, "lack of our writers? 

Perhaps." But the one key word needed by Teguh was the "audience" (penonton), which was 

the dynamic that inspired him. Adi contended the audience might come to the theatre as if 

they would to a "marketplace", to purchase a product of value. Sales of products 

(performances) meant profit to keep the business (theatre) at least in liquidity to avoid 

disintegration of its capital asset. The prime capital of Teguh' s theatre was the Western play 

most relevant for advancement towards a higher education among the aspiring intellectuals of 

its audience. Despite the majority of plays being a product of the West, Adi asserted that 

"Teguh will always be close to the masyarakat (the community)." 

Through the vision of Arifin C. Noer, the Western plays served a specific purpose. 

According to his wife, Jajang C. Noer, they were used to convey concrete ideas he wished to 

express on the stage in the absence of any text he was able write or complete at the time. 

Chosen expeditiously and with a need for immediacy to discharge Arifin' s highly motivated 

creative drive, integration of an adapted Western play into his stream of thought was a 

personal dynamic only paralleled by his aspirations to write for a uniquely Indonesian 

theatre.33  

In the program notes for a return performance in February 1999 at the GKJ of 

Arifin' s Mega-Mega, and the appearance by a new membership of Teater Ketf ii (motivated by 

Jajang) after Arifin' s death in 1994, we find listed the Western plays performed, included 

among them are: 

• Caligula (Caligula) and Teroris (The Tenorist) - Camus 
• Lalat-lalat (The Flies) - Sartre 
• Raja Mati (The King is Dead as Exit the King ), Pelajaran (The Lesson) and 

Mak-Bet (Makbett) - Ionesco 
• Faust - Goethe 
• Macbeth and Julius Caesar - Shakespeare 
• Androkles dan Singa (Androcles and the Lion) - Shaw 
• Brown Sang Dewa Agung (The Great God Brown) and Dukacita Bagi Electra 

(Morning Becomes Electra) - O'Neill 
• Perang Troya tidak akan Meletus (Tiger at the Gates) - Giraudoux 
• Nabi Kembar (The Prophets) and Polisi (The Police) - Mrozek. 

Alongside the plays mentioned above are Arifin' s corpus that included: 

• Telah Pergi Ia, Kembali Ia (He Went, He Returned) 
• Kapai-kapai (Moths) 
• Mega-mega (Clouds) 
• Sumur Tanpa Dasar (The Bottomless Well) 
• Ten gul (Tengul) 
• Kisah Cinta (Love Story) 
• Nanek Tercinta (Beloved Grandma) 
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• Kasir Kita (Our Cashier) 
• Prita Isteri Kita (Our Wife Prita) 
• Kucak-cacik (Most Amusing) 
• Makedar dan Tarkeni (Makedar and Tarkeni) 
• Umang-umang (Hermit Crabs) 
• Sandek Pemuda Pekerja (Sandek the Young Worker) 
• Interogasi (Interrogation) 
• Zorro 
• Pada Suata Han (Once Upon a Time) 
• AAHUU 
• Ozone (Ozone) 

During the course of writing several of those plays, they were intended as a series that 

resulted in a pentalogi (an opus of five plays) under the title of Orkes Madun (The Madun 

Orchestra). It was published in 1999 and included the works Madekur dan Tarkeni, Umang-

umang, Sandek Pemuda Pekerja, Ozone and Magma. (See figures 5.13 & 5.14). 

All of the plays (Western and Indonesian) were a benchmark for Indonesian theatre, 

underlining Arifin's acute personal sensibility (and sensitivity) to realise the idioms and 

metaphors in the context Indonesian theatre, a theatre he understood as ke-nasional-an 

(national). This understanding was stated in Arifin' s article of September 1987 that appeared 

in the program notes (p.11) for Mega,Mega, performed in February 1999 at the Jakarta Arts 

Theatre (GKJ). Theatre in Indonesia, for Arifin, can be grouped within three categories: 

[...] Traditional Theatre, Regional Theatre, and Indonesian Theatre, (which 
can also be termed National Theatre). And furthermore, the predicate modern 
can even be applied to regional theatres when they are indeed modern. Or at 
the least, a modern supplement not needed solely for just Indonesian 
Theatre . Xlii 

Aspirations of visionary artists in Indonesia in the direction of a national theatre had 

never been realised previously even in the advent of Asrul Sani and Usmar Ismail' s inspired 

efforts to maintain the dynamic of modern theatre within the ATM. The national significance 

of the Academy had disintegrated as I previously described. 

Teater Ketjil 'died' after the death of Arifin deprived it of its prime motivating force, 

Arifin himself, whose aspirations for a modern theatre of Indonesia were truly national. When 

I asked Jajang C. Noer why performances of Teater Ketjil's substantial repertoire of plays 

could not be sustained, in the context of a national theatre, she replied, "there's no money to 

be made in the theatre."34  

Jajang once spoke of Shakespeare being the rival of Arifin, and lonesco his teacher. 

Esslin (1987, pp.128-99) in his lucid account of The Theatre of the Absurd included a chapter 
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entitled "Eugene lonesco: Theatre and Anti-Theatre". Although Arifin had adapted three of 

lonesco's plays, Pelajaran (1951), Raja Mati (1961) and Mak-Bet (1972), Jajang totally 

refuted any implication that Arifin's own plays were in the tradition of the Theatre of the 

Absurd.35  

Unlike many character portrayals of the plays in that tradition, the characters 

portrayed by the actors in Arifin's plays were real people. They were given actual names and 

it could be imagined they were real enough to have their own Kartu Tanda Pendudukan, a 

mandatory card as identification of Indonesian citizenship. They were substance of flesh and 

blood, not fictional stage characters without individual sensibility of place, time, and action in 

Indonesian society. As an exceptional theatre visionary, an artist with acute perception of the 

lives of ordinary people, Arifin integrated the everyday culture of these people's lifestyles 

into the realism of his plays. But Arifin's theatre was not lonesco' s supposed anti-theatre; it 

was a theatre of anti-realism. 

He was in quest of an alternative realism of unencumbered artistic conventions 

spoken in a conmon language for a new literature of the stage, and occupying a common 

ground of a "culture of gestures". Goenawan Mohamad (1992, p.xii) in his "Introduction" to 

The Bottomless Well described Arifin's theatre as that which led back through a popular 

theatre whose roots were in a "culture of gestures", the antithesis of Artaud' s "culture of 

words". At the same time, he suggested that Arifin adopted a "semi-Brechtian strategy" (p.x). 

In the same "Introduction" (pp.ix-x), Goenawan wrote: 

The emotional coloring and to some extent the basic design of The 
Bottomless Well stem from Arifin's peculiar form of social realism. His 
characters may seem odd or eccentric [ ... ] but they are never mere caricatures 
[ ... ]. Arifin, from one perspective, is an ironist, a comic poet concerned with 
human folly [ ... ]. The social realist as ironist: this is one way to define Arifin. 
Again and again, his plays draw more on more or less familiar characters that 
are given recognizable social meaning, a role, as the drama progresses. 

Arifin's inspirations were at the core of his birthplace, Cirebon. His unique style of 

writing for performance was the antithesis of the prevailing style of realism that currently 

occupied a space on the Indonesian stage. Social realism actually occupied the space on 

Arifin's stage, realism concerned with the living of life to the full in the midst of everyday 

struggle. But at the same time, there was relief for his stage characters through a world of 

comic fantasy. 

Harry Aveling (1974, pp.222-223), in his translation of Arifin's play, Kapai-kapai, which he 

personally titled Moths, suggested that there existed: 

Xlii [•••J Teater Tradisional, Teater Daerah dan Teater Indonesia (atau bisa juga Teater Nasional). Dan 
predikat moderen selanjutnya bisa saja dikenakan untuk teater-teater daerah apabila mereka memang 
moderen. Atau paling sedikit embel-embel moderen tidakperlu untuk Teater Indonesia saja. 
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IL . .. 1 a level of daily struggle, reality and fantasy blend in a series of direct 
symbols, as opposed to archetypes . ..the play is spread between reality, 
symbolism, and archetype. The overriding archetype of the play is, of course, 
the Quest, and it is possible to see the play, at its deepest level, as a ritual 
presentation of the metaphysical quest (not entirely unexpected from any 
writer driving from the complex individual mysticism of Javanese society). 

Arifin personifies the seeker in quest of all that is real and fantastic symbolised in his 
stock (but never archetypal) characters. They live out on the stage their aspirations in daily 
cycles as ritual representation of microcosms that are composite of the nation. In his stage 
characters, or social "types" as Goenawan (1992, p.ix) chooses to describe them, we witness 
the sense of comedy cascading from the sublime to the ridiculous; the pathos found in a 
nation of peoples to whom Arifin gives common voice on the stage. When he joined 
Muhammad Diponegoro' s Teater Muslim in Yogyakarta, Arifin' s play, Sumur Tampa Dasar, 
was staged for the first time in 1964, the year in which it was written. At TIM in 1971, it was 
re-staged and directed by Arifin himself. He had already written Telah Pergi Ia, Kembali ía 
(He Went, He Returned), and Mega-mega before leaving for Jakarta in 1968. There Arifin 
established his Tearer Ketjil, described by him as Tearer Tak Terbatas (Theatre Unlimited), as 
indeed it was a product of his aspirations to create an Indonesian theatre of national identity 
with boundless freedom of artistic expression. In the program notes or the performance of 
Mega-mega in 1999 (p.4), Putu Wijaya describes Arifin C. Noer as "[ ... ] one of the pillars of 
Tradisi Baru (the New Tradition)." As actor, writer, and director he was at the same time 
leader of the spiritual group of Tearer Kerjil. He [Arifin] joined in to build a theatre group as a 
kind of komunitas spiritual (spiritual community). Theatre is not just for the sake of the work 
context but is devotion. 

According to Asmara (1995, p.164), speaking of Arifin's style, 

[ ... ] rradisi baru has been used to describe works of art produced by 
directors, playwrights ...who use aspects of the many traditional cultures of 
Indonesia and present them in innovative and experimental ways to address 
contemporary society. 

In the notes to her article (p.173) titled "Tradisi Baru: A "New Tradition" of 
Indonesian Theatre", Asmara acknowledges there have been others who can be classified in 
that tradition. Among "The New Tradition" are Ikranagara, Wisran Hadi, Suyatna Anirun and 
Saini K.M.. But in the body of the article, five directors of the theatre are paid significant 
attention. They are Teguh Karya, Arifin C. Noer, Putu Wijaya, Nano Riantiarno and W.S. 
Rendra.36  

At the beginning of this chapter I introduced Rendra through a review of his early 
plays before leaving for America in 1964 and the formation of his Bengkel Tearer upon his 
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return to Indonesia in 1967. Actually, it was primarily poetry, rather than specifically drama, 

that established Rendra' s national and international reputation as a visionary artist. A coveted 

national literature prize was awarded in 1957 for his collection of poems in Ballada Orang-

orang Tercinta (Ballads for the Beloved). He had earlier received a regional government prize 

from Yogyakarta for his play in 1954, Orang-orang di Tikungan Jalan (People at the Bend of 

the Road). 

Rendra adapted several Western plays; among them was lonesco' s The Chairs titled 

Kereta Kencana (The Golden Chariot) for his performance in 1962 before leaving Indonesia 

for America. Significantly, an invitation to perform this play resulted in a performance at TIM 

in November 1997. The play was revived once more when performed at the GKJ in October 

1999.37   (See figure 5.15) 

It was not as dramatist but rather as a poet that Rendra was invited to present a 

seminar at the Harvard University in America. His invitation was a stepping-stone to an 

extended visit and entry to the American Academy of Dramatic Arts, New York University, 

and an exposure to forms of experimental theatre. Rendra had already travelled to Russia as a 

student in 1957. Forms of democracy at work in America and Sweden (Rendra also travelled 

briefly through Europe) raised his political awareness despite his anti-capitalist sentiments, 

loathing of neo-imperialism, and dislike of communism. Enlightened by his international 

experience, Rendra' s own political consciousness was greatly awakened. 

However, his return to Indonesia in 1967, not long after the fall of Soekarno' s regime 

and the rise to power of Suharto' s New Order, brought with it a degree of anti-American 

sentiment. In Rendra' s opinion (1999, p.1  3), the "Berkley-mafia" (a generation of Indonesian 

technocrats trained largely at the University of California, Berkeley) dominated the field of 

economic development in Indonesia. Neo-capitalism and neo-imperialism witnessed in 

Indonesia by Rendra were the roots for his controversial (and censored) play, Kisah 

Perjuangan Suku Naga (A Story of the Struggle of the Naga Tribe) written in 1975. 

According to Aveling (1981, p.xxi), Rendra described the Naga as a "total" society. It 

is one of peace and acceptance. Rendra (1983, p.85) used the irony of the last verse spoken at 

the end of the play by the village chief, Abisavam, for his speech to the Jakarta Academy 

(Akademi Jakarta) on receiving its prestigious literature prize in 1975: 

Yesterday and tomorrow 
are today. 
Disaster and good fortune 
are the same, 
Horizons beyond us 
horizons within us 
uniting in the soul. 38 

XIV Kemarin dan esok 
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The Naga are also a tolerant society, one that is driven by an imbalance between the 
dynamic of progress (enlightenment) and development (capitalism), in Rendra' s stage-world 

view of the human condition. 

Here we witness Rendra as the traditional empu, the wise man and in the true 
Javanese context, a guardian of the soul and spiritual values of society. In the last scene of 

Suku Naga, it is the voice of Rendra speaking through student Carlos who challenges the 
audience with his last words: 

People must be awakened. 
Witness must be given. 
So that life can be guarded.39  

Society in Rendra' s play, Mastadon dan Burung Codor (The Mastadon and the 
Conders) is ruled by a Latin American military dictator who, for the sake of his development 
policies, seeks foreign assistance as university students rebel against the regime that 
eventually leads to a revolution. Including play Sekda (The Provincial Secretary), these 
Indonesian plays of the 1970's are an expressive rendering of Rendra's political and humanist 
passion. At the core of this passion is his stance against hierarchical structure in society that 
does not carry with it the people's mandate. In this respect, Rendra is in fact abrogating the 
law of order that exists within the natural world. 

He views the state of world cultures as being without borders, a viewpoint applied to 
language, being the antithesis of the rigid boundaries mapped out in the state of the world 
primarily by the dictates of dominant imperialistic powers. Furthermore, he points out the 
unique capacity for the Indonesian creative imagination to absorb world cultures with 
discretion. Selectively applied to both traditional and contemporary cultural values and 
societal mores in Indonesia, a confluence results (but not before conflict); the process of 
absorption is accumulative within Rendra' s sensibility and assertion of an independent 
national culture.4°  

The other side of Rendra' s stage-world reveals a propensity for translations of 
Western plays most significant in their adaptation for the Indonesian stage. These plays are a 
conduit through which Rendra channeled his creative imagination asserting a national culture 
in a framework of traditional and contemporary values rampant with social and political 
conflict. Shakespeare, Aristophanes and Sophocles served up to Rendra quintessential 

adalah hari mi 
Bencana dan keberuntungan 
sama saja 
Langit di luar 
langit di badan 
bersatu dalam jiwa. 
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elements to feed his creative imagination and assert an independent culture. Through Hamlet, 

Macbeth, Oedipus Rex and Lysistrata, for example, adapted by Rendra from 1971 to 1976; 

Indonesians could witness the tragedy and comedy of the universal human condition. 

These plays are not the sole property of the English or the Greeks, but the property of 

all humankind. In this, Rendra's own plays are not alone his property; they belong to the 

peoples of Indonesia and to humanity. Nonetheless, the Indonesian audience was served the 

Greek and English plays with an aesthetic of regional cultures that asserted the national 

culture. The charisma of traditional dance dramas of Bali, their verbal language and 

movement in the forms of arja and kecak coloured Rendra' s adaptation of Oedipus Rex when 

performed with an application of mask precisely in keeping with ancient Greek tradition. 

Stylistic features of risque Javanese folk dramas were elements integrated into Aristophanes' 

social comedy, Lysistrata. Forms of the Betawi (Jakarta) lenong, the Sundanese ion gser, and 

transvestite characters in performance of iudruk in West Java, brought the play into a sphere 

of deeper cognisance for its audience. 

Adaptations of the Greek and Shakespearean plays were one direction taken by 

Rendra upon returning from America in 1967. The other direction, and alternative side, of his 

theatre was experimental. Regrettably, his American experience with respect to observations 

and influences of theatre performances, particularly those of alternative theatre, on all 

accounts are not recorded. Certainly Rendra was not exposed to the works of Julian Beck's 

The Living Theatre, as it was in self-imposed exile in Europe from 1964, while Richard 

Schecimer' s The Performance Group was established in 1967, the year Rendra left New York 

for Indonesia.41  

Therefore, no benchmark exists to gauge how the alternative side of Rendra' s creative 

imagination emerged in Indonesia. When returning to Indonesia, Rendra established Teater 

Ben gkei in Yogyakarta, a laboratory (workshop) to experiment with new theatre forms. 

Among the first generation of its membership was Putu Wij aya who was later to leave for 

Jakarta and establish his own theatre group in 1971, Teater Mandiri, but taking with him the 

essence of experiments conducted by Rendra. Titles of Putu' s early plays, Aduh, Anu and Lho 

for example, are all based on exclamatory word-sounds with meanings as verbal gestures. All 

works notably carry the tenor of influence from Rendra' s approach to theatre experiments 

with a stage language that at the most can be effectively described as "word-sounds".42  

Earlier scholarship by Lane, Aveling, and Piper on his works as poet and playwright 

provided a depth of insight to Rendra in those capacities as well as his role of cause celebre in 

the capacity of strident political activist. Therefore, with respect to his 'experimental' period 

of performance pieces it is sufficient to note here a brief description. 
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Rendra understood well the corruption of words when seeking an alternative means of 

communication. Instead of words, he used non-verbal conversation (ungkapan-ungkapan non-
verbal) like sounds, noises, song and dance, for example. Nevertheless, Rendra (1999, p.17) 
clarifies his standpoint. 

II ... 1 it is not true if there are those who say that I am against words. I never 
lost the hope for words. I also never had the intention to separate words from 
meaning.' 

He was seeking the truth in words that were simple and transparent, that is, a 
concrete language for the stage. Through a series of non-verbal improvisations, Rendra 
explored conflict between the aspirations of the individual asserted in contemporary society 
polarised by those of the collective in traditional society. 

In the application of Rendra' s non-verbal improvisation for the stage, I give an 
example of a scenario as follows. The individual actor repeatedly applied the sound-word 
"bip", while the collective group replied in chorus with the repetition of "bop" until the sound 
of "bip" merged with the sound of "bop". A resultant vocal (and social) harmony was reached 
with a unison of voice and movement through a fusion of the sounds "bip-bop. . .bip-bop", all 
of which was an exemplar of Rendra' s representation for a "total" society. Although Rendra 
(1999, pp.16-17) states that Goenawan Mohamad had given the name to the form of his 
performance as Teater Mini Kata (Minimal Word Theatre), Rendra' s experimental form of 
theatre was generally talked about in terms of the performances with the titles "Bip-Bop" or 
"Rambate-Rate-Rata".43  

When referring to his adaptation of Oedipus the King, Rendra (1999, p.17) wrote: 

Supposing I had not seen a performance of the kecak dance on Bali in 
September 1967, probably I would have had just enough understanding and 
consciousness of the existence of a non-verbal language in everyday life!" 

Supposing Artaud had not witnessed similar fonns of Balinese dance drama in Paris 
during 1931 then the world of modern theatre would be less rich in knowledge of a concrete 
language of the theatre, its gestures and movements. In theory at least, Artaud was the prime 
European theatre artist as a modern visionary to arrive first at the crossroads of culture, 
namely, Indonesian. 

In practice at most, Rendra was a prime theatre artist possessing a national vision 
whose aspirations reached beyond commonly perceived boundaries of Indonesian culture. He 

XV  [.] tidak benar apabila ada yang mengatakan bahwa saya anti kata. Saya tidak pernah kehilangan 
harapan pada kata. Juga saya tidak pernah punya fiat untuk membebaskan kata dari makna. 
XVI Seadainya saya tidak melihat pertunjukan tari kecak di Bali pada bulan September 1967, barangkali 
saya hanya sekedar punya pen gertian atau penyadaran saja akan adanya bahasa non-verbal dalam 
kehidupan sehari-hari. 
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travelled as far as the crossroads of international culture as a point of transition, passed 

through it and returned, then halted in the interim. Ten years after presenting his adaptations 

of the Greek plays to the public, Rendra was given permission to perform a new play, 

Panembahan Reso, in August 1986. Despite the open-door policy initiated by the New Order 

government, Rendra (1999, p37) maintains that "the form of openness (keterbukaan) was not 

clear to either the press or students who remained per-force nonvocal.W 

Directions taken in politics, the economy, and the social state, pushed him to write 

the play about the succession of power in a mythical kingdom that was a ruled by a 

totalitarian government. Ordinary people were considered not to exist, and all political change 

was played out among the political elite. As a play of politics, echoing the critical overtones 

of The Naga and The Mastadon, Rendra argued to the authorities that the art of wayang raised 

matters (social and political) most usually discussed openly such as those at the core of his 

play. In fact the play was structured in the manner of a performance of wayang wong, staged 

in Jakarta's premier sports stadium at Senayan, and performed from after dusk until the break 

of dawn. Another ten years later, Rendra presented Selanuitan Putera Sulaeman (Celebration 

of Prince Sulaiman) at the Gedung Budaya Bahkti (GBB) at TIM, Jakarta, in 1996. (See 

figure 5.16) 

His performance of Kereta Kencana (The Golden Chariot), in October 1999 at the 

Jakarta Arts Theatre (GKJ) appeared to be a fitting simile for Rendra and his Teater Bengkel. 

Unlike lonesco' s chairs filled by imaginary guests, the seats at GKJ were sparsely filled with 

people. In sharp contrast to his appearance in the performance of Kereta Kencana, Rendra' s 

participation in a traditional Javanese selamatan at his own house was attended by an 

overwhelming number of guests unable to be seated.45  (See figure 5.17). 

In the latest and comprehensive publication I have obtained on the theatre of 

Indonesia, Rendra (1999, pp.1  -43) recounts his personal experiences as theatre artist and poet 

at the close of the 20th  Century and indicated his aspirations to return to the stage. 

Actually, today I [Rendra] am fully prepared for performances, especially 
when Suharto no longer holds power so that we are no more the forbidden 
people. But the worsening economic situation has caused producer, and 
sources of funding to hold themselves back. 
However it may be: be present and flourish! (p.40).' 

Indeed that is the reality of the direction of the state in Indonesia in the first year of 

the 21" Century. However for Rendra himself, the title of his article of August 1999, 

"Pen galaman Mengejar Tujuan Yang Belum Tercapai" (Experience Pursuing a Direction not 

XVII Sebenarnya sekarang mi saya sangat siap untuk pementasan-pementasan apabila setelah Suharto 
tidak lagi berkuasa, sehingga kami bukan lagi orang-orang yang terlarang. Tetapi keadaan ekonomi 
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yet Reached), is an appropriate rhetorical expression. It is also apt for continuing aspirations 
of visionary theatre artists and the tenacity of their theatre groups. They remain at the 
crossroads of national (or international) culture within a medium that is empowered with a 
dynamic capable of perpetuating aspirations for the nation of Indonesia to remain integrated 
despite the disintegrationist movements courted by various factions in several parts of the 
country. 

This chapter has endeavoured to provide insight into those visionaries who created a 
dynamic in modern theatre of Indonesia and as well began to identify the mainstream of 
performance groups. It has spanned a period of some fifty years during the development and 
transition of theatre in Indonesia. But its contents are unabashedly Java-centric making no 
allowance for theatre groups in regions of the outer islands. Furthermore, the presence of 
other less-publicised (nationally and internationally recognised) groups on Java whose theatre 
is of no less importance on the cultural map of the performing arts in Indonesia is absent in 
this chapter. For these theatre groups, or most of them at least, the opportunity to be seen and 
heard on the national front is a possibility available through two distinct avenues. 

One avenue available to theatre artists and their groups (or a collaboration of groups) 
lies in participating in arts programs at regional Arts Centres (Taman Budaya), or to be seen 
during regional and national theatre festivals administered by an appropriate government 
department. Alternatively, they might participate in a national Pertemuan Teater Indonesia 
(Meeting of Indonesian Theatre) when theatre groups from the regions perform in conjunction 
with a series of seminars such as that conducted in Yogyakarta by the Dewan Kesenian 
Jakarta (Jakarta Arts Council) in 1999. The other avenue, which is the aspiration of every 
well-established theatre group, whether small or large, is to appear by invitation at TIM in 
Jakarta, or at least being able to hire a performance space at TIM. 

The public recreation grounds and entertainment facilities that comprise TIM (Taman 
Ismail Marzuki) were the vision of the government of Jakarta Raya (greater Jakarta) to 
provide a means for progress in the arts. The Pusat Kesenian (Centre of Arts) was established 
on 9 May 1968. Its mentor, the mayor of greater Jakarta, All Sadikin, acted to ensure that the 
Centre was a place for freedom of artistic expression, which in the words of Teeuw (1989, 
p.58), was a place where "politics may no longer intervene of the kind in the period of pre-
Gestapu". 46  

Through the auspices of the Arts Centre, TIM was opened as a public park on 10 
November 1968 named after the musician, Ismail Marzuki, famous for compositions of battle 
songs during the 1945-1950 Revolution. On 3 July of that year, the Dewan Kesenian Jakarta 

yang memburuk men yebabkan produser dan para sumber danberada dalam siluasi menahan din. 
Bagaimanapun: hadir mengalir! 
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or DKJ, was established to function as an arts coordinating body bringing artists from every 

discipline to work together in all levels of artistic endeavour at TIM. It was managed initially 

by twenty-five artists and academics appointed to the DJK. The Akademi Jakarta (Jakarta 

Academy) was formed later to nominate members to the DJK itself to avoid the possibility of 

direct intervention in the future by the government. 

In other words, TIM began to show early signs of an encumbered (bureaucratic) 

management. Asmara (1995, pp.167-68),  in her glowing account of TIM, suggested early 

performances at the centre were "free from government censorship." if there was witness to 

any form of government intervention during its formative days of operation, it was on the 

order of Sadikin himself. Only one of his orders was recorded by Teeuw (1989, p.59), issued 

at that time when a certain event was compared by him to a "pornographic performance". 

There is no doubt that TIM was in principle a place for true confluence of all that was 

traditional and contemporary within the spectrum of Indonesian arts. Moreover, it attracted 

international performances and consequently gained world reputation as a national showcase 

of the highest standard of those arts. But behind this gloss remains the fact that intervention 

by the New Order government of Suharto in affairs of the arts was ever present at TIM. I 

discuss examples of such intervention in Chapter 6. 

For theatre and other performances of national and international significance, the 

main theatre building of TIM has been technologically superceded in the interim. A newly 

constructed performance venue, Teater Tanah Airku, the "Theatre of the Fatherland" is 

located in the Taman Mini Indah Indonesia, the extensive park representing a miniature map 

of Indonesia, but is far from the accessible location of TIM in central Jakarta. However, this 

theatre's international standards of stage technology and luxurious interiors deny any 

aspirations of the majority of dedicated theatre artists and their groups to perform within its 

walls. Nonetheless, the development of new building facilities at TIM, started in late 1999, to 

replace the popular (but temporary) compound of artist's warung (food stalls) and kanzpung 

(living quarters), which were mysteriously ransacked and torched in May 1999, may signal a 

new era or rebirth for TIM. 

New facilities at TIM may once again create potential to provide a refreshed common 

base for the aspirations a new generation of visionary artists and theatre groups dedicated to 

the generation (and regeneration) of theatre performance within the diversity of Indonesian 

arts. In short, for theatre in Indonesia to express national aspirations, if indeed that is a future 

direction, sufficient resources must be at the disposal of artists. 

But theatre resources must not only be Jakarta-based; they also are needed to be 

located regionally and shared on an equitable basis as I stress in several case studies contained 

in the appendices. No longer is the New Order of Suharto present to intervene in the affairs of 
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the arts. The people's reformation has heralded a New Era of through a process of 
democratisation that I have witnessed through the presidencies of Adurrahman Wahid and 
Megawati Soekarnoputri while preparing this dissertation. 
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ENDNOTES FOR CHAPTER 5 

Prominent writers of the Angkatan '45 (Generation of 45') included the poet, Chairal Anwar, the 
prose writer, Pramoedya Ananta Toer, and the journalist, Mochtar Lubis. Teeuw (1989, pp.5-1  0) 
describes this generation also as "Angakatan Terbaru" (Most New Generation) and includes two 
writers whose works were for the theatre, Idrus and Ajip Rosidi. In various sections of Teeuw (1980), 
we also find other writers for the theatre classified within that generation; these include Ama! Hamzah, 
Utuy Tatang Sontani and Trisno Sumardjo. Teeuw (1980, pp.153-158) also provides a perspective on 
writers of drama at the time of the Japanese occupation. In Sumardjo (1992, pp.374-375  & 379) we 
find listed the plays of those writers, several of which I discuss in this and the following chapter. 

2  According to Ricklefs (1981, p.208), on 26 January 1946 the reoccupation of Jakarta had proceeded 
so far that it was decided to move the Republican capital to Yogyakarta, which remained the capital of 
independent Indonesia for the duration of the Revolution. Dutch occupation of Bandung as well as 
Jakarta also meant the loss of control over the only universities in the country. One result of this 
decision was the opening of Gadjah Mada University in 1946 as the first "republican" university for 
Indonesia, the Sultan of Yogyakarta giving it permission to open in the front part of the palace. The city 
became not only a centre of Republican administration, but also a dynamic source of intellectual 
stimulation and creativity for developments in modern theatre. 

On several occasions Saini K.M. has related to me stories of his family elders and their colleagues 
going into battle-lines of the revolutionary front at night carrying portable theatre props to entertain the 
troops under the light of hurricane lamps. 

According to Teeuw (1980, p.267) Doktor Kambudja was written in 1946, the year that Kampuchea 
(Cambodia) was recaptured by the French after the capitulation by the Japanese occupying forces. 

Yahaya Ismail (1972, p.133) lists Sontani as a member of Lembaga Kebuayaan Rakyat (the People's 
Cultural Association), or Lekra, an arm of the Indonesian Communist Party (PM), which I describe in 
the following chapter. The plays of Utuy Tatang Sontani are listed in Sumardjo (1992, pp374-379); 
several of which I describe in the context of Lekra. 

6  Sumardjo (1992, p.148) notes that the concept for the Cine Drama Instituut was the result of the 
Kongres Kebudayaan I (Cultural Congress I) held in the city of Magelang, Central Java. The institute 
provided very basic theory of theatre and film besides creative drama and film activity. In 1954, the 
institute materialised as the Akademi Seni Drama dan Film Indonesia (Academy of Drama and Film), 
or ASDRAFI, in Yogyakarta. 

Rendra' s play of 1954 was the last he wrote before leaving for America in 1964. I discuss later 
Rendra's other theatre activities in Yogyakarta and his impact on the theatre upon his return in 1967. 
Kirdjomuljo continued to write for the theatre in Yogyakarta. His plays are listed in Sumardjo (1992, 
pp.376-377). They are Bulan di Langit Merah (Moon in the Red Sky) 1954, Nona Marjam (Miss 
Marjam) 1956, Penggali Intan (The Diamond Miner), Di Muka Kaca (In Front of the Mirror) and 
Pen gakuan (The Confessor), all written in 1957, and Saat Sungai Berito Kering (The Time the River 
Berito was Dry) 1958. 

8  Legge (1972, p.78) has written of groups similar to the Indonesian Study Club established in Batavia, 
Semarang, Solo and Bandung. They were the concept of Dr. Sutomo, a teacher of Surabaya and a 
former member of the youth group, Boedi Oetomo (Budi Utomo), who retained its cultural ideas. He 
founded the Indonesian Study Club not as a political society but with the aim of developing self-
consciousness and an understanding of social and political problems among educated Indonesians. 

This orgamsation is described by Sumardjo (1992, p.144) as the foundation for the Teater Bogor, a 
theatre group which he acknowledges existed from 1956 for a period of six years, accredited with six 
works written mostly written by group members or other Indonesian writers. This six-year period and 
number of works accords with the account by Oemarjati (1971, p.236) of Teater Nasional while there 
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is no reference to this theatre by Sumardjo. According to Oemarjati (1971, pp.237-239), Teater Bogor 
was formally known by the name Persatuan Penggernar Sandiwara Indonesia (Indonesian Unity of 
Theatre Devotees) with a repertoire of forty works performed from December 1952 until Oemarjati's 
last listing in August 1962. 

10  Hanvo (Hanjo) is an adaptation by Yukio Mishima (1925-1970) of a traditional Japanese Noh play. 
Refer to Stokes (1982, pp.145  & 203-204) and Keene (1973) in his "Introduction" (pp.xiv/xvi) and his 
English translation of Hanjo (pp.173-198). Adaptations in Indonesia of Mishima's modern Noh plays 
were popular for performance by theatre groups, especially when performed during one-act play 
festivals. For example, Heriyanto directed and performed in Mishima's Kantan for Studio Teater in 
Bandung, August 1995. A group representing the province of Lampung at the National Festival of 
Theatre in Bandung, in October 1996 performed Mishima's Sotoba Komachi as Malam Terakhir (Final 
Night). 

There is an extensive corpus written on both Anton Chekhov and Constantin Stanislaysky. One 
particular work translated by Robbins (1924), My Art in Life, is an easy read on both. Stanislaysky's 
definitive theatre studies are An Actor Prepares and Building a character. 

12  The Sundanese tradition of iongser is not to be confused with the Betawi folk theatre of lenong. 
Brandon (1976, p.72) makes this error in his discussion of a performance of a Sundanese folk-play. 
Sumardjo (1992, p.5  1) has described the form of Ion gser from the regions I noted. Interest in this 
traditional performing art had been revived during a week of presentations of ion gser held at the 
College for the Arts (STSI), Bandung, during September 2001. Eight groups participated including the 
group Longser Antar Puiau described later in the dissertation. 

13  For the nation to become one, it needed inspirational motivation for unity. Ricklefs (1981, p.244) 
suggests that on this account, "rarely was there more truth in the national motto bhinneka tunggai ika", 
translated ...to approximate "unity in diversity". 

14  Oemarjati (1971, pp.220-228) provides comprehensive details on ATM. There is information on 
entry requirements, twenty study subjects and twenty-three productions that were presented up to 1963, 
including seventeen Western works. Students graduated with a degree of Bachelor of Arts in Theatre. 
15  There is an interesting parallel event surrounding the fate of the art and life of the dramatist 
Meyerhold, although not contemporaneous with any Indonesian theatre artist. He was accused of 
charges of treason against the Soviet State, arrested in Leningrad on 20 June 1939, signed a false 
declaration confessing collaboration with the British and the Japanese intelligence that he later 
withdrew. A final plea for clemency was rejected; a secret trial without witness was conducted 
sentencing him to death. Meyerhold was executed by firing squad on 2 February 1940. Meyerhold 
suffered at the hands of state functionaries committed to communist political ideology, thus sharing 
much similarity with the sufferance Indonesian theatre artists experienced in the period from 1950 to 
1965. This was the period in Indonesia of cultural dictates and domination of the arts through the 
Peoples Institute of Culture, or Lekra (Lembaga Kesenian Rakvat), the topic of a later chapter. 

Richard Boleslaysky had been one of the theatre directors (and actors) at the Moscow Arts 
Theatre, established in 1898, renowned even today for performances of Chekhov's plays. In my 
experience, Boleslaysky's extended theories of Stanislaysky's writings on the theatre are not often 
acknowledged in Western theatre education or practice. Nonetheless, they greatly influenced the 
American director, Lee Strasberg (and Harold Clurman of The Group Theatre) when he attended the 
American Theatre Laboratory run by Boleslaysky in Provincetown, Massachusetts. Refer to Clunnan 
(1975, pp.7, 11, 16 & 230) for his account of Boleslaysky and generally for the theatre of Strasberg and 
The Group Theatre. 

16  Refer to Ajip Rosidi, Ramadhan K.H. & H. Misbach Biran (1997, p.306-308) in Asrui Sani: 70 
Tahun (Asrul Sani: 70 Years). 

17  According to Oemarjati (1971, p.228), the adaptation of Chekhov's The Seagull as Burung Tjamar 
was the fourth production of ATM in 1958. She lists an adaptation of William Saroyan's Cell as Sei in 
1957 as the first production. 
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18  Unlike the National Institute of Dramatic Art (NTDA) as a contemporaneous example, established in 
metropolitan Sydney in 1958, ATM had by this time lost its national identity. Despite the 
establishment of a "Workshop" group (Bengkal Kerja) by ATM (as noted previously), there was not 
one Indonesian play "workshopped" in the period from 1955-1962 or evidence of experiments with 
Indonesian works. NTDA had established the Jane Street Theatre to experiment with new Australian 
works. ATM "experimented" with adaptations of foreign plays, which were performed in Bogor for 
example as noted by Oemarjati (1971, p.241). Among them were, Pinangan (The Proposal), an 
adaptation by Jim Lim and Suyatna Anirun of Chekhov's The Proposal in 1959, Monserrat 
(Monserrat) by E. Robles, adapted and directed by Asrul Sam in 1961, and an adaptation of Gogol' s 
Mak Comblang (The Matchmaker) by D. Djajakusuma performed in 1962. 

19  Teater Kristen in Bandung is not to be confused with Teater Kristen established by Steve Lim 
(Teguh Karya) in Jakarta. The former theatre performed thirteen plays between 1959-1973. The 
majority of works in the repertoire were Western plays, among them works of W.B.Yeats and 
Christopher Fry. Suyatna Anirun directed these plays in collaboration with STB. Refer to Sugiyati 
(1993, pp.141 -142) for the repertoire of Teater Kristen in Bandung. 

20  During the early years of STB's performances, Bandung was also witness to the purge of the 
Communist Party (PM) and the bloody aftermath following an alleged coup on 30 September 1965 in 
Jakarta. I suspect that any works of Brecht performed by theatre groups in Indonesia could have had 
certain political implications. Brecht was a confessed Marxist (but not partisan) who supported the 
German Democratic Republic's cultural policy of Socialist Realism that became the terror of Lembaga 
Kesenian Rakyat (The People's Cultural Association), or Lekra, for artists of Indonesia from 1950 to 
1965. I discuss the effects of that association in the following chapter. 

21  The plays I list are taken from Sugiyati (1993, p.1  37-141) representing thirty-five years of STB 's 
theatre activities. The last play I record at the time of writing this dissertation is Moliere's Le Medecin 
Maigre Lui, adapted by Suyatna as Tabib Gadungan (The Fake Physician), and performed at TIM 
(Taman Isnwil Mazurki) in Jakarta on 5 October 2000. 

22  Saini K.M. has given a personal account of his fond memories at the beginning of his involvement 
with STB in an article, "Saya dan STB" ("STB and Me") in Sugiyati (1993, pp.106-108). 

23  Boimefoy (1991, 286-7) provides a succinct description of the Sundanese legend concerning Sang 
Kuriang, the prince who left his village for many years only to return by accident and fall deeply in 
love with a beautiful princess, his mother. He happens to note that the legend is connected with the 
region of Bandung "[catching]  the attention of comparativists who have made Sang Kuriang the 
Oedipus of insular Southeast Asia." 

24  In his corpus of plays, Saini K.M. has adapted other stories taken from legend. They include 
Pangeran Geusan Ulun (1963), Ken Arok (1985) and Panji Koming (1984). Panji is the main hero of 
the many 131h  Century versions of the stories of the romance of Panji in the oral tradition having similar 
plat. Refer to Soedarsono (1984, pp.315-346), "The Panji Romance". 

25  During 1958 and 1963 Jim Lim (Jim Adhi Limas) had collaborated with Suyatna Anirun directing 
works or STB (Studiklub Teater Bandung). From 1964-1967, he directed works for Teater Perintas, all 
adaptations of Western plays including Shakespeare, Ionesco, Albert Camus, Friedrich Durrenmatt and 
Jean Giraudoux. The only exception was a work of Saini K.M., Geusan Ulun (Prince Geusan Ulun), 
directed by Fred Wetik and performed in 1996. Refer to the repertoire of Teater Perintis in Sugiyati 
(1993, p.142). Since 1967 Jim Lim has lived and worked in Paris. His article, "L'actuer Jim Adhi 
Limas a Paris", was published in the Bandung newspaper, Pikiran Rakat, in two parts (22 & 24 
September 2001), titled "Menjadi Aktor di Paris" (An actor in Paris). 

26  In Echols & Shadily (1997, p.591), tumbal is noted as found in the language of Java and Jakarta. The 
word is a referent to something used to prevent disease or misfortune, for example, the traditional 
custom of offering the head of a water buffalo as a pacifying gift for the world of the spirits. In 
reference to a "protective agent", tumbal is applied to a person who died as a result of protecting the 
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cause of humanity, or inadvertently, in the case of accidental death of a worker killed during the 
dangerous construction of a bridge or building for example. 

27  A type written copy only of Bung Besar, dated Agustus 1957, Pasar Senen - Indonesia, is held at the 
H.B. Jassin Centre of Literature Documentation with a hand written inscription, "Budaya Th. VIII - 
No.3/4/5, MaretlAprill Mei 1959". 

28  It is interesting that the referent, Szechwan, a province of central China, was omitted from Suyatna' s 
title of Brecht's play at that time. Anti-Chinese sentiment was far more rife at the time when Nano 
Riantiarno (himself of Chinese decent) directed the first (modem) version of theatre Chinese folk story, 
Sampak Engtay in 1988 with resultant authoritarian strictures place upon its performance. However, 
there is an explanation in the fact that the policy of assimilation applied in 1965-1966 required Chinese 
descendents to adopt Indonesian names, thus de-emphasising the presence of China. Due to this 
regulation, Jim Lim and Liem Tjoan Hok (alias Steve Lim) assumed the Indonesian names of Jim Adhi 
Limas and Teguh Karya respectively. 

29  Nano Riantiarno explains this rift in his reply, "Wancara Tertulis. Ian Jarvis Brown - N. 
Riantiarno", a fifteen-page written reply to my interview of twenty questions to Nano Riantiarno of 24 
November 1999. Throughout the dissertation, when discussing the theatre of Nano Riantiarno, I use his 
reply to my questions as a basic source. 

° Discussions with Teguh Karya at his home in Jakarta on 20 January 1995 are recorded in my 
personal diary. 

31  I discuss in detail acculturation of performance traditions in Chapter 8. It was a process most 
significant for theatre artists returning to traditional values by means of integration of the diversity of 
performing arts far removed from their own regional sensibilities. 

32  Putu Wijaya was once a member of Rendra's Teater Bengkel in Yogyakarta who afterwards departed 
for Jakarta joining briefly with Arifin's Teater Ketjil, and later Teater Koma before establishing his 
own theatre group, Teater Mandiri in 1971. Putu Wijaya (1999, p130-173) provides his own account of 
Teater Mandiri that is part of a pending publication (2001) celebrating thirty years of his theatre. I 
discuss aspects of Putu's theatre later and in other parts of this dissertation. 

33  Throughout the discussion on the work of Arifin C. Noer, I quote indirectly from an interview with 
Jajang C. Noer in Jakarta on 13 April 1999 that is recorded on micro-cassette but is yet to be 
transcribed. 

34  Noted from my informal discussion with Jajang C. Noer at TIM in Jakarta, 24 November 1998. 

35  Noted from my informal discussion with Jajang C. Noer in Pontianak, West Kalimantan, at the time 
of my public lecture and theatre workshops, 10 September 1998. 

36  Cobina Gillitt Asmara wrote the article representing some preliminary thoughts on a wider research 
project that began with her master's thesis, "Putu Wijaya: A New Tradition in Indonesian Theatre." It 
became the subject for her Ph.D. dissertation, "A New Tradition of Indonesian Theatre Since 1968" for 
her candidature in the Department of Performance Studies at New York University. Putu Wijaya 
introduced the term tradisi baru in his early writings. Refer to Putu Wijaya (1999, p.149) for his 
account of tradisi baru. 

37  I attended a performance of Kerera Kencana on 24 October 1999 and interviewed Rendra 25 
October. The result was my paper, "Rendra of Yesterday and Tomorrow: A Passage through 'The 
Chairs' of lonesco" (unpublished). 

38  A translation by Aveling (1981, p.xxi-xxii) of lines 14-15 from Rendra's play, Kisah Perjuangan 
Suku Naga. 

39  A translation by Lane (1979, p.xxxvii) from Rendra's play, Kisah Perjuangan Suku Naga. 
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40  In this paragraph, I have taken the essence of Rendra's thoughts during an interview with him on 25 
October 1999 in Jakarta. 

41  Asmara (1995, p.1  67) refers to theatre experiments being explored by theatre groups in New York 
such as The Living Theatre and The Performance Group at the time of Rendra's stay. 

42  I have chosen not to discuss at length the theatre of Putu Wijaya in this chapter. Like other 
visionaries of group theatre who emerged after those I have discussed in this chapter, discussions of 
their work are included in following chapters. 

' Rambate rata hayo is described in Echols & Shadily (1997, p.447) as a Javanese expression for 
"heave-ho", a phrase uttered in unison by a group carrying something heavy. It is said that the sounds 
Bip-Bop and Rambate-Rate-Rata echoed the Balinese dance drama, kecak. However, Rendra (1999, 
p.17) stated he had not seen the dance in September 1967 when these performances were staged. He 
did see kecak (and arja) performed after "mini-kata" and before his performance of Oedipus Sang Raja 
and confessed kecak brought tears to his eyes. Teater Ben gkel Rendra staged "Bip-Bop" on 18 March 
2000 in Cirebon. 

44  Rendra's play, Panembahan Reso, was a test of the government's openness (keterbukaan) in 1986. 
Schwarz (1994, p.23  1-232) refers to keterbukaan as a policy shift to promote a kinder, gentler approach 
to dissent that began in earnest in December 1989. In the context of "openness" he refers to the 
cancellation of several public readings by the popular poet W.S. Rendra, the closing of Nano 
Riantiamo's play, Suksesi, and the banning of his Opera Kecoa even before it opened. 

45  I refer to the occasion of Rendra's 65 1h  birthday celebrated on 11 November 1999 within his splendid 
landscaped compound, the location for Teater Bengkel and his private dwellings in Depok outside of 
Jakarta. I was one of the many invited guests that included Umar Kayam to whom Rendra dedicated the 
performance of Kereta Kencana as the person who had discovered his acting and directing talent at the 
start. It was interesting to note that despite the presence of the literati and prominent artists, the twenty-
four hour long celebration was dominated by performances of the popular musical entertainment, 
keroncong, and a conspicuous absence of any traditional performing art from Java. 

46  Teeuw is referring to intervention in the arts of a cultural manifesto applied by Lekra prior to the 30 
September 1965 movement (Gerakan September Tiga Puluh) or Gestapu. It was an attempt to seize 
control of the government that led to the communist purge and was followed the demise of Soekarno's 
presidency. I discuss Lekra, its social and cultural watersheds, in the following chapter. 
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Figure 5.l.A 
performance  by the 
National Theatre 
Academy of 
Indonesia (ATNI) of 
IvIonserra t (E. 
Robles) c. 1960. 
Source: Nano 
Riantiarno ( 1993). 

k J  

Figure 5.2. A 
performance by the 
National Theatre 

cademy of 
Indonesia (Teater 
ATN1) of Kernelut 
(Crisis). An 
adaptation of The 
Crucible by Arthur 
Miller. Source: 
Wahyu Sihombing, 
Slamet Sukirnanto & 
Ikranagara (1980). 

Figure 5.3. 

Lingkaran Kapur 
Putih (1978). An 
adaptation of 
Brecht's Caucasian 
Chalk Circle, 
directed by Suyatna 
Anirun for Studikiub 
Tearer Bandung 
(STB). Source: 
Studiklub Tearer 
Bandung (STB) 
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Figure 5.8. 
Pernikahan Darah 
(1971). An 
adaptation by Teguh 
Karya of Blood 
Wedding by Lorca 
for Teater Populer. 
Source: Nano 
Riantiarno (1993). 

Figure 5.9. 
Pernikahan Darah 
(1987). An 
adaptation by Teguh 
Karya of Blood 
Wedding by Lorca 
for Teater Popu Icr. 
Source: Nano 
Riantiarno (1993). 

Figure 5.10. 
inspektur Jenderal 
(1970). An 
adaptation by Teguh 
Karya of The 
inspector General 
(or The Government 
Inspector) by Gogol 
for Teater Populer. 
Source: Nano 
Riantiarno (1993). 



153 

Figure 5.11. 
Kammerherre A lying 
(1968). An adaptation 
by Teguh Karya of 
Ghosts by Ibsen for 
Feater Populer. 
Source: Nano 
Riantiarno (1993). 

Figure 5.12. Dog Dig Dug (1978), written by 
Putu Wijaya, directed by Teguh Karya for 
Teater Populer. Source: Nano Riantiarno 
(1993). 

Figure 5.13. Ozone by Arifin C. Noer 
(undated) performed in the tradition of 
masres, the folk theatre of the Cirebon 
region. Source: Edi Sedyawati (1989). 

Figure 5.14. Interogasi I 
by Arifin C. Noer 
(undated). Source: Tommy 
F. Awuy (1999). 
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Figure 5.15. Mega, Mega 
(1999) by Arifin C. Noer. 
Directed by Embi C. Noer for 
Teater Ketjil. Depicted (left to 
right) is the old woman peddler 
Mae (Cmi Goenarwan), and 
the prostitute Retno, (Jajang C. 
Noer). Source: performance 
programme for Mega-Mega 
(February 1999). 

Figure 5.16. Selamatan Putera 
Sulaeman (1996) written and 
directed by Rendra for Teater 
Bengkel Rendra. Source: 
Tommy F. Awuy (1999). 

Figure 5.17. Kereta Kencana (1999). An 
adaptation by Rendra of The Chairs by lonesco 
for Teater Bengkel Rendra. Photo: by courtesy of 
Teater Bengkel Rendra. 
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CHAPTER 6: SOCIAL AND CULTURAL WATERSHEDS 

EFFECTS OF MANIFESTOS AND OTHER CENSURES 

In order that the character may be truly free, no 
limitations are to be placed on his action, except 
those that are imposed by the will of another 
character, equally free. 
(Augusto Boal - Theater qf the Oppressed) 

At any given time, place, or course of action, theatre performed anywhere on the 
stages of this world is a delicate medium of culture always precariously balanced between 
acclamation and defamation. More than often it becomes a victim of its own vulnerability, its 
immediate nakedness exposed before critical public gaze. Or conversely, performance of a 
play may never reach the public before it is defamed or banned. 

For example, as discussed in Chapter 1, there remain conflicting opinions on whether 
the verse drama by Rustam Effendi, Bebasari, was seen in public at the time it was written in 
1926. But nonetheless, it was subject to banning, reportedly on instruction from the 
Indonesian head of a Dutch school in Medan where Effendi had taught and written the drama 
for a student performance. Although much of the play's history is clouded with conjecture, it 
is clear that in essence it was revolutionary, and as such, nationalist and anti-colonial in 
content as well as steeped in Marxist sentiments. It is also clear that Effendi was a member of 
the Partai Komunis Indonesia (Communist Party of Indonesia), or PKI, who was forced to 
leave the country not long after the abortive uprisings of 1926-1927 that led to the 
disintegration of the Party for the time being.' 

According to Yahaya Ismail (1972, pp.71-72), Bakri Siregar based his appraisal of 
modern Indonesian literature of the 1920's according to the concept of realisme sosialis 
(socialist realism) where the extrinsic criteria followed the garis perjuangan revolusioner (the 
frontier of revolutionary struggle) in which, 

.1 anti-colonialism, anti-capitalism and anti-feudalism are applied. In other 
words, a form [of literature] which is beautiful, but not bearing a 
revolutionary content in accordance with the understanding of Marxism, is 
not valued as a good product of literature.' 

Ismail referred to Siregar and Pramoedya Ananta Toer as examples of social critics 
against the colonial Dutch and feudalism and also as figures in the body of Lembaga 
Kebudayaan Rakyat (People's Cultural Association) or Lekra. In his account of modern 
literature and its writers, with its backgrounding of revolutionary struggle against colonialism, 
Siregar had not left behind Effendi, identifying him as a communist, and the publication of 

[...] anti-kolonialisme, anti-kapitalisme, dan anti-feodalisme ditarapkan. Dengan lain perkataan 
bentuk yang indah tetapi tidak men gandungi isi yang revolusioner menu rut pahaman Marxisme tidak 
dinilai sebagai hasil sastra yang baik. 
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Bebasari. Later in this chapter I describe the social and cultural effects that the impact of this 

political arts body had on the theatre arts in Indonesia, and the artistic application of socialist 

realism in the Marxist-Leninist mould. 

What I had described in the first chapter, through the genesis of a modern theatre, was 

actually an indication of the first movement toward perceived national aspirations as 

witnessed in the dramas by several writers during the period of the movement of the 

Pujangga Baru (the New Literati). Those dramas drew inspiration from regional tradition 

rediscovering stories of legendary figures symbolising the cause of revolutionary struggle and 

anti-colonial sentiment. But Ricklefs (1981, p.171) views the period leading up to the collapse 

of the PKE as not truly nationalistic despite the influence of "international Marxist categories 

or of regional and communal identities." However, Yamin' s dramatised version of the legend 

of Ken Arok dan Ken Dedes, performed at the Youth Congress in 1928, and the early plays of 

the brothers Pane are rooted in regional tradition and sense of community. They were 

testimony in the theatre of growing national aspirations in the 1920's and 30's. 

The second wave, or shock, to revive national aspirations was wrought by the 

Japanese occupation. Their brief 'interregnum' effectively destroyed colonial rule and gave 

strength to the nationalistic struggle. But the Japanese also brought with them an anti-Western 

stance, and of course the social and political consequences of imperialism. During that period 

the PKI remained an underground movement described by Ricklefs (1981, p.216) as having 

been re-formed in 1935 during a secret visit from the Soviet Union by the former Indonesian 

communist leader, Musso. The Stalinist persuasion of communism lay dormant for the time 

waiting opportune revolutionary political, social and cultural movements to endorse, empower 

and unleash the force of the PKJ in society. 

I have described cultural influences of the Japanese during a relatively brief period of 

occupation throughout the archipelago in Chapter 3. But nonetheless, in the context of this 

chapter it must be re-affirmed that the Japanese administration did not directly censor theatre 

as much as ban theatrical performances. They sought to establish mean whereby strict 

measures of control could be effected through collaborative cultural institutions On account of 

those structured institutions, with the Centre of Culture (Keimin Bunka Shidosho) as a prime 

exemplar, theatre groups themselves began to develop individual structures. 

Usmar Ismail's Teater Maya was one such structure. Its establishment in fact was a 

reactionary move against Indonesian managed institutions, products of collaboration by 

prominent theatre artists, such as Sanoesi Pane, within the tenets of Japanese cultural policy. 

Moreover, banning all cultural media from display of Western influence, Indonesian 

playwrights and directors had perforce to seek alternative sources for artistic inspiration and 

expression because of the Japanese. Where better for the theatre artist to draw that inspiration 

than to begin from within the reality of everyday life among the ordinary people. Although 
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plays written at that time had to 'tow the line' of Japanese propaganda for the cause of Asia 
Raya (Greater Asia), they in fact were expedient propaganda in themselves. Indeed these 
plays ultimately served the cause that in effect raised levels of aspirations for indeed 
Indonesia Raya (a Greater Indonesia). 

As noted in Chapter 3, within a compilation of stories by Armijn Pane titled Jinak-
jinak Merpati (1945), there is an adaptation, Hantu Perempuan, which I have suggested 
previously is the Swedish play, The Dolls House, by Ibsen. Obviously performance of this 
Western play did not concern the Japanese authorities, if indeed they were at all cognisant of 
its 'Western' origin or because Sweden remained neutral during the course of World War R. 
Furthermore, the compilation contained stories that "did not speak of the importance of 
Japan" according to Jakob Sumardjo (1992, p.296) 

With reference to two plays of Umar Ismail, Citra (1943) and Liburan Seniman 
(1944), Sumardjo admits they were "pregnant with propaganda". But he qualified the 
heaviness (bobot) of propaganda with the statement that "it was hidden ... not explicit." What 
is most explicit is the nationalistic propaganda written by Ismail in these two plays. Sumardjo 
(1992, p.  297) quotes the plaintive cry uttered by the character, Hartono, at the end of Citra, 

"Do you hear Citra! The call of the homeland. The homeland which once I 
disgraced, as once I disgraced Citra." 1' 2 

Despite the propaganda of the Japanese government to maintain Indonesia as its last 
eastern-most bastion for Asia Raya, the Allied occupying forces moved swiftly to crush the 
imperial stronghold held by Japan in the Southeast Asian region. Upon unconditional 
surrender on 15 August 1945 a political hiatus developed. Japanese forces were still in 
control, but had surrendered without the presence of the Allied forces. On the morning of 17 
August 1945, Soekarno read a simple statement declaring independence; it was co-signed by 
Mohammad Hatta. The red and white flag was raised and Indonesia Raya was sung. 

Raising the Indonesian flag signalled significant events catalytic in the social and 
cultural life of the peoples in Indonesia. A revolutionary struggle ensued during which 
national aspirations of the people's perceived identity of the nation itself needed fulfillment. 
The Revolution of 1945-50 was as much a struggle for national identity as a struggle for 
independence. 

Political aspirations, expectations and struggles among the leadership were central to 
the Revolution. Out of this milieu emerged a reconstituted PM in October 1945. At this time 
it had abandoned its Stalinist ideas that Ricklefs (1981, p.209) has pointed out were known in 
Indonesia as 'national communism'. The PM called for mobilisiation of the masses to swell 

"Kau dengar Citra! Panggilan Tanah Air. Tanah Air yang aku nodai, seperti juga aku telah menodai 
Citra [...I." 
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its membership, hence targetted not only the working classes but also sought endorsement 

from intellectual circles. Among those intellectuals were cultural observers and artists from 

all disciplines, including those in the theatre. 

At the political core of the PKI was the concept of struggle (konsep perjuangan). The 

same concept was the base for Lembaga Kebudayaan Rakyat (the Peoples Institute of 

Culture), or Lekra, established in Jakarta on 17 August 1950 by a small group of devotees to 

culture. The outline of their concept of struggle is found in the Mukaddimah (Introduction). In 

the first lines of the Mukaddimah contained in Lekra' s decree, cited by Yahaya Ismail (1972, 

p.121), a primary tenet was established as follows: 

Bear in mind that the people are the only creators of culture, and that 
the cultural development of new Indonesia only can be undertaken by the 
people II.. .  

Leadership of the PM included D.N. Aidit who, with his colleagues M.S.Ashar, A.S. 

Dharta and Njoto, took the initiative to establish Lekra. As Ismail (1972, pp.8-9) comments, 

"this does not surprise us because the basis of the PKJ beneath the leadership of Aidit was to 

bring about agitation, organisation and mass mobilisation (agitasi, organisasi dan mobilisasi 

massa)." Although he describes the disciplines of cultural activities Lekra engaged in, 

including dramatic art (seni drama), for example, Ismail fails to identify any one artist in the 

membership of PM (or Lekra) in 1950. 

This is despite the occasion of Lekra participating in the Cultural Congress of 

October 1951 held in Bandung where a pamphlet of Mukaddimah containing no less than 

forty-eight pages of propaganda was distributed. Also in circulation was the magazine Zaman 

Baru (New Era), published by Lekra, and containing a special section carrying its own name. 

Teeuw (1980, p.215  & 1989, p.32) suggests the status of artists in Lekra was more strong in 

the cultural life of Indonesia especially after 1959. Obviously the greater strength was a result 

of the first National Congress of Lekra, which was held in Solo during January 1959, when 

elected members of its secretariat and general regional leadership were clearly identified. 

Among the central leadership listed by Ismail (1972, pp.132-133), Utuy Tatang 

Sontani was the only dedicated dramatist in a membership of forty-one. However, the writer, 

Pramoedya Ananta Toer, was among the 1959 membership of Lekra and is accredited with 

one play described later in this chapter. 

On 17 August 1959, the anniversary of Independence Day, Soekarno used his speech 

"Menjedari, bahwa rakjat adalah satu-satunjna pentjipta kebudajaan dan bahwa pembangunan 
kebudajaan Indonesia baru hanja dapat dilakukan oleh rakjat [ ... ]. 
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to pronounce the ideology of guided democracy. A few months later it was named Manipol, 

an acronym of Manifesto Politik (Political Manifesto). The revolutionary spirit of nationalism 
was embodied in the ideological orthodoxy of Soekarno's sense of nationhood. As Ricklefs 
(1981, p.255) says of Soekarno's speech: 

He called for a revival of the spirit of the Revolution, for social justice and 
'retooling' of the institutions and organisations of the nation in the name of 
the ongoing revolution. 

In the many speeches delivered by Soekarno since 1959 until 1964, he asserted the 
Indonesian Revolution was not yet finished. That meant that the task of the PKI and of Lekra 
was not completed until they had fulfilled the aim of stamping out all that suggested traits of 
colonialism, capitalism, and feudalism. Neo-colonialism implied predominance of Western 
imperial power, particularly American, but not excluding British, Dutch or even Malaysian 
influence. 

Both communist Russia and China were political, economic and social (cultural) foci 
of Indonesia's ongoing revolution. Singular accruement of wealth was the symptom of a 
capitalist culture driven by imperialism. As such it empowered accumulation of capital assets 
promulgating individual landlordship among the wealthy minority bearing the mantle of 
feudalism. In short, PM and Lekra targetted proponents who propagated a distinctive societal 
class in the community whose tendencies were toward individual pursuits and self-interest 
representing all that was deemed to be bourgeois. 

Individual artists were no exception. Theatre groups were also a target of Lekra 
regardless of their repertoire comprising traditional or popular genre, including modern 
theatre. Lekra always stressed political and moral responsibility of the artist toward the people 
who were suffering, but almost never addressed the most important issue, namely, how such 
political and moral responsibility was to be interpolated within artistic creativity. In real 
terms, how the ideology was to be moulded into forms of art, which Teeuw (1989, p.33) set 
out to define as follows: 

A work of art was to be taken into account for is basic impact, or what was 
perceived to be its impact. Art had to be connected with the people as 
generator of power, a mobilising force for mass stimulation. At the same 
time, the opinion concerning how reality must be reflected in art was 
determined by Marxist convictions, but in its most simple form. Within 
Marxist reality of society there was recognition of a two-class system, the 
existence of the suppressed class and the class of oppressors. Therefore, 
artists who did not unite themselves fully with the oppressed through that 
alone were classified as the oppressors and for that reason considered 
reactionary. On account of the foregoing, universalism, humanism, as well as 
individualism, all were of course forbidden.1" 

IV  Suatu karva seni ditimbang atas dasar dampaknya, atau dampak yang diperkirakan, yaitu 
sehubungan den gan pembangkitan rakyat; sedan gkan pandangan bagaimana realitas harus 
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Since the beginning of the 1950's, H.B. Jassin had been criticised by the authors of 

Lekra, as Yahaya Ismail (1972, pA3) has explained, 

[ ... ] he professed an understanding of universal humanism, which was 
identified by Lekra as "reactionary", adherence of "art for arts sake", 
"cosmopolitan", "individualistic", "anti-people" [...] which possessed a bad 
political connotation." 

Yahaya also refers to the poet and intellectual of Lekra, Bujung Saleh, who had 

written on the direction art was progressing in 1953 as well being critical of that which was 

universal humanism. According to Ismail (1972, p.29), Saleh reasoned: 

The bourgeoisie tried to put to the front a proposal for a division of artists and 
society by proposing that "nonpartisan art", "art without class", "universal 
and cosmopolitan art" was that labeled formalism. With the motto "art for 
arts sake", the bourgeoisie wished to segregate and ostracise artists from most 
of the people. 

Formalism was never a performance style adopted by theatre artists in Indonesia. But 

there was always the risk that modem Indonesian theatre might resort to the style of 

formalism to escape from cultural oppression. That is, pressure by Lekra to adopt its aesthetic 

of Marxist socialist realism, an aesthetic immeasurably distanced from the everyday reality of 

individual and group works by Indonesian artists. 

As a gauge of Lekra' s stance to meet its stated perceptions of political and moral 

responsibility toward theatre artists, I cite a parallel case in Russia provided by Braun (1991, 

p.296). In Moscow on 26 March 1936, Meyerhold made a speech to a conference of theatre 

workers. He examined the theatrical policy pursued by the Theatrical Department of the 

Conmiissariat for Education. According to Meyerhold, 

The Commissariat had no repertoire plan and no interests whatsoever in a 
repertoire policy. There was no differentiation between theatres and every 
theatre indulged in its own experiments. The result was total confusion. 

Meyerhold was executed for treason, accused of practising formalism. In the 

transcription of his speech to theatre workers Braun (1991, pp.  289-98) provides, Meyerhold's 

decerminkan dalam seni ditentukan oleh keyakinan Marxis dalam bentuknya yang paling sederhana, 
yaitu bahwa hanya terhadap dua kelas ialah kelas pen indas dan kelas tertindas. Maka, setiap seniman 
yang tidak menyatukan diri sepenuhnya dengan kelas yang tertindas dengan sendirinya tergolong ke 
kelas penindas, dan karenanya reaksioner. Oleh sebab itu, universalisme, humanisme, serta 
individualisme, semuanya pantas dicela. 

• .1 beliau men ganut pahaman humanisme universal yang diidentiflkasikan oleh Lekra sebagai 
"reaksioner", pen ganut "art for art's sake", "kosmoplolitan", "individualisme". "anti-rakyat" dan F...] 
yang punya konotasi politik yang jelek. 
VI  Kaum bordfuis mentjoba men gemukan andjuran pemisahan kaum seniman dari nu2sjarakat dengan 
men gandjurkan "seni tak berpihak", "seni tanpa kias", "seni universal dan kosmopolitan" fang 
berudjud formalism. Dengan sembojan "seni untuk seni" bordjuis hendak mementjilkan dan 
mengutfilkan kaum seniman dari rakjat banjak. 
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words were tantamount to a rejection of socialist realism and the official interpretation of the 
term 'formalism'. Even Brecht, a confessed Marxist, but never a communist party member, 
who wrote on the philosophical aesthetic of "dialectical materialism" never resorted to 
formalism (cf. Willett (1964), pp.193  & 205). In fact, Brecht was a strong opponent of 

formalists of the theatre. He once noted that the long tradition of cultivated court (European) 
theatre had moved far away from human greatness, from the theatres of the great bourgeois 
humanists. They became "theatres of a declining and degenerate bourgeoisie, and the 
formalists' experiments [had] only made things worse."3  

Reasons for modem theatre of Indonesia avoiding the risk of falling into the style of 
formalism in the manner of aesthetic application of socialist realism (Russian) I previously 
described are accounted for below. It is sufficient to note at this juncture that modern theatre 
already began reinvestment in its regional roots, unique to Indonesian theatre, and the 
antithesis of its Russian and Chinese theatre counterparts. 

As noted in Chapter 3, there is the case of intervention by the Dutch administration in 
traditional performance of wayang. It had been taken out of the hands of the people in the 
villages to be cleaned up. The dalang had been moved to the supine courts (Solo and 
Yogyakarta) to be educated in Dutch schools, a way of generally controlling the puppeteers 
and performance texts. Aesthetically, wayang was stripped of all elements that were basic and 
crude (kasar) in village life. A new aesthetic was created to inculcate all that was refined 
(ha/us) in court life. In this respect a new educated elite emerged.4  

The elite became a distinctive class of artists caught between classes of the santri 
(devout Muslims), and the priyayi, an elite formally connected with the court. The priyayi 
later became vassals of the Dutch as overseers of village affairs. Often dalang came from a 
long line of ancestors who were practitioners of the art of wayang in rural communities of the 
abangan, or those who did not adhere strictly to the precepts of Islam. Their basic belief 
system was founded on worship of ancestral spirits and nature.5  

Alongside the santri , dalang from the village were usually nominal Muslims. Wayang 
under the control of the intellectual element of the village population was reproved by the 
Dutch, removed and confined. In the social and political climate of Soekarnoism, wayang was 
a perfect weapon at the disposal of Lekra for the cause of nationalism. It also served the 
interests of Partai Nasional Indonesia (the Indonesian National Party), or PM, a political 
party favoured, but never headed by Soekamo himself. 

As a popular mass medium, wayang was capable of adopting a new aesthetic of 
socialist realism while at the same time serving also the self-interest of the PKI. New forms of 
wayang emerged no longer confined to the courts but capable of street performance and with 
portability able to take it once more to the rural population. Not unlike the propagandist plays 
of Eitaroo in the quest of Asia Raya during the Japanese occupation wayang ku/it resorted to 



162 

an aesthetic of language and symbols of nationalism. Dalang were encouraged or pressured to 

make political commentary through dramatic performances of the classic stories from 

Ramayana and Mahabharata. 

Artistically, wayang under the aegis of Lekra engaged aesthetic forms of socialist 

realism that paralleled those in Russia following the 1917 revolution. Similar parallels 

between the adoption of socialist realism and political events are evident in the Chinese 

experience. Mass demonstrations by supporters of Mao Zedong were engaged through similar 

aesthetic forms of traditional performance at the time of civil war when Nationalist resistance 

was eliminated. This action signalled the birth of the People's Republic of China (CCP) 

inaugurated by the Chinese Communists Party in October 1949. Indeed Chinese theatre, 

traditional and modern, shared a similar fate contemporaneously with its Indonesian 

counterpart, although the fate suffered by the theatre in China was more protracted as 

recorded by Brandon (1993, pp.40-42). 

In July 1950, the government of the Republic of CCP set up a Drama Reform 

Committee through its new Ministry of Culture. It determined precisely how the practice in 

the theatre should be brought into line with theory. Indonesia established diplomatic relations 

by sending its first ambassador to Beijing in May 1953 at the time Lekra was a fledgling 

body. In all probability Chinese cultural policy would have been of interest to Indonesian 

policy-makers in the light of developments taking place in the field of art and culture under 

the dictates of P1(1. Basic CCP policy and theory of theatre were based on Mao's theoretical 

statements, and became further entrenched following the censure of theatre by Mao's wife, 

Jiang Qing, through the CCP Cultural Bureau in April 1963. At that time she called for 

suspension of traditional musical drama performances. 

Beside traditional wayang performance of classic dramas, new forms of wayang were 

invented, the old were closeted. One of the inventions was the wayang suluh in which the 

main puppet characters were national heroes, while the name implied a desire to instruct, 

inform or shed light. Unlike traditional wayang puppet characters unable to portray human 

characteristics under the tenets of Islam, wayang suluh depicted in realistic fashion the figures 

of Nasser, Tito, Nehru and Soekarno, for example, were depicted struggling beside soldiers 

and peasants, and against the Dutch. (See figure 6.1). 

Even the five heroes of the Mahabharata were reinvented in a new form of wayang 
called the wayang pancasila in which the main characters symbolically represented the five 

principles of Indonesian statehood as proclaimed by Soekarno. (See figure 6.2). Brandon 

(1974, p.287) tells us that Yudistira became "Belief in God", Arjuna "Nationalism", Bima 

"Humanity", and the twins Nakula and Sadewa "Sovereignty of the People" (or 

"Democracy") and "Social Justice". It seems likely that Soekarno' s attention to wayang as an 

instrument of political indoctrination grew from his child hood experience. Legge (1972, 
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pp.2 I-23) has noted that Soekarno entered the world of wayang in his childhood days, later 
identifying himself with Bima, one of the five warrior brothers, the heroes of the 
Mahabharata. 

Subjugation of traditional values and form of wayang made way for modernisation 
and incorporation of both technological and ideological changes fitting the reforms imposed 
by Lekra. Electric light was used instead of the flickering oil lamp (blencong) to create the 
puppet shadows on the screen. Dalang abandoned their customary traditional dress in favour 
of everyday streetware. These are a few simple examples that "fitted the reformer's image of 
what was modern", in the words of McVey (1986, p.31). The aesthetic of language came 
under scrutiny through Lekra's consideration for the lidonesianisation of the Javanese 
wayang to increase its popularity and at least its ability to be understood as Foulcher notes 
(1986, p.112): 

ii ... 1 the question of the development of an Indonesian-language wayang 
theatre was also widely discussed [...] as a means toward combining a 
recognition of the regional art base with the principles of modernisation and 
national unity. 

During the Dutch colonial administration in Java, dalang were regimentalised. Under 
the manifesto of Soekarno' s regime they were politicised. Power and authority formerly 
invested in the role of spiritual and temporal leadership of the dalang in the village was 
further diminishing. Dutch containment of wayang and Lekra' s emasculation through the 
process of politicisation led a cultural medium that had once been an exemplar of proletarian 
theatre for rural communities into a state of disintegration. 

Traditional wayang was not the only arena of the arts targetted by Lekra. Other 
theatre genres were subjected to its intervention. Lekra intensified potent communist ideology 
deployed by the PKI through diverse cultural societies structured beneath it. Formal societies 
existed for Indonesian literature, fine arts, music, film, dramatic art (theatre), and science. 
Yahaya Ismail (1972, p.139) draws attention to the Lembaga Senidrama Indonesia 
(Association of Indonesian Dramatic Art), a caretaker society also for traditional drama that 
Ismail categorises as ludruk, lenong, ketoprak, as well as wayang wong. Sumardjo categorises 
those dramas as jenis-jenis teater rakyat (genres of people's theatre), or as generally described 
in Western terminology, Popular (Folk) Theatre. 

Such popular theatre was a prime target of censure on account their confrontation of 
social issues and contentious religious views presented to the community. They were forms of 
theatre capable of use for political opportunism. At the working class level, which indeed 
popular theatre catered for, ludruk groups were subjected to firm measures of control and 
manipulation for Lekra' s campaign of ideological propaganda. One such ludruk group was 
singled out by Ismail (1972, p.39). Its leader, Tjak Bowo, became an important member in a 
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branch of Lekra' s society for traditional arts. According to Ismail, the group was named 

"Marhain", an orthographic approximation of marhaen meaning "working classes."6  

The concept of Marhaenisme was an initiative of Soekarno in 1953 prior to its 

expansion into the ideology of Manipol-USDEK. This was an extension in 1960 of his 1959 

Manifesto Politik and stood for the 1945 constitution of Indonesian socialism, guided 

democracy, guided economy and Indonesian identity. Ismail (1972, p.78) states it was based 

on Marxism for intensive training (pen ggodokan), in fact indoctrination, of the Indonesian 

people to "hate Western culture associated with imperialism, colonialism and feudalism." 

According to Peacock's publication of 1968, ludruk was Indonesian proletarian 

drama through its symbolic and social aspects, a vehicle to perform rites of modernization. I 

referred briefly to this form of 'modern' theatre in Chapter 3 (with reference to both Peacock 

and Hatley) in the context of Dutch colonial restraints. In an earlier work, Peacock (1967, 

pp.44-73) wrote on ludruk as anti-Dutch and anti-Muslim drama. That was popular among the 

Surabaya proletarians. Although a common vehicle for social (political and religious) 

didactic, ludruk was nonetheless of high entertainment value performed for the working 

classes in Surabaya and its environs. It remains ever popular as such today.8  

It is understandable that one aspect of social commentary through ludruk should be 

against Dutch colonial rule at the time as witnessed in the preceding discourse on anti-

colonialism and anti-feudalism under the dictates of Lekra. But the aspect of anti-religious 

sentiments in performance of ludruk appears to strike a discordant note in the context of a 

predominantly Muslim nation constitutionally based on belief in god. This belief is one of the 

five principles contained in the ideology of Pancasila that I referred to in Chapter 3. But there 

is a logical explanation for an anti-religious stance. Ludruk was an ideal (popular) medium 

able to be manipulated through which Marxist-Leninist ideology, the form of Indonesian 

communism adopted by PM, which Lekra propagated by way of its cultural edicts. 

Marxism was opposed to religion. Lenin had expanded on theories in the works of 

Marx, adopting and adding to them to formulate a Marxist-Leninism doctrinal rationale of the 

Soviet state and its policies. In writing on the attitude of the Worker's Party toward religion, 

Lenin (1953, p.302) perceived, 

[ ... ] religion as a machine of the bourgeoisie exploiting the people, exhorting 
the working class to rise and fight for their rights. 

In the opinion of Yahaya Ismail 1972, p.40), religious conviction in various strata of 

society was the biggest hindrance for the PM to expand its ideology. To influence the people 

in their understanding of communism they had to be motivated by action eradicating religious 

convictions. Or at least, the matter of religion should be considered of little importance. This 

secular standpoint of PM ideology was a sensitive social issue likely to be seen as 
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confrontational by other countries with Islamic statehood. Nonetheless, anti-religious action 
was pursued in Indonesia during the course of PKJ's political prowess and administered 
through the performing arts under the hand of Lekra in several examples I discuss later. 

Under the constitution of 1945, Indonesia never achieved an Islamic form of 
statehood; it remained constitutionally a non-sectarian state. As such it maintained a certain 
class tradition whose stratification was distinctly identifiable on Java, particularly those of the 
santri and abangan.9  From a firm tradition of class distinction prevailing at the time, the PKI 
was indeed able to indoctrinate the working classes. Indonesian communism had long been 
dormant since 1927 when it was outlawed, but in 1948 it was awakened and reinvigourated. 

From the beginning of the 50's, Indonesian communism became a stronger force 
consolidating its political and cultural base to activate class dissent. Action to oppose the 
religion of Islam was undertaken in various ways, one being to target the ulama (Muslim 
teachers or leaders). Yahaya (1972, p.40) describes how opposition to religion also penetrated 
the theatres of ludruk, a strategic target of mass entertainment for the workers. Themes of 
anti-Muslim sentiments appeared in performances and were portrayed by performers 
consisting of Muslim abangan (nominal believers in Islam). 

Yahaya (1972, p.40) suggests these performers shared the same belief system as the 
dalang in wayang whose ancestral roots were village-orientated and who adhered to 
traditional Javanese rituals and beliefs in preference to the pure principles and teachings of 
Islam. As such, the abangan were occasionally hostile to the santri who were more 
conceptually pure in their religion. Although Yahaya does not make clear his specific source 
of information, he writes of ludruk performers from Lekra having once staged stories about 
"Tuhan telah mati di Jawa Tengah" (God is already Dead in Central Java). With reference to 
intervention Lekra in popular theatre of the regions such as ludruk, and also including the 
theatre of ketoprak, Sumardjo (1992, p.172) notes that many performances were of "anti-
religious and atheist stories", including one titled "Matinya Tuhan" (The Death of God). 

One major effect of Lekra, according to Sumardjo (1992, p.41), was the degree of 
terror among theatre artists who were free (bebas), democratic (demokratik) and religious 
(beragama) forcing them to seek refuge in political organisations as well. Christian theatre 
artists joined Lembaga Kebudayaan Indonesia (the Indonesian Cultural Society), or Lekrindo. 
Those of the catholic faith sought protection in the Lembaga Kebudayaan Katolik (the 
Catholic Cultural Society) or LKK under the umbrella of Partai Katolik (the Catholic Party. 
Some Islamic artists entered Lembaga Seniman Budayawan Muslimin Indonesia (the Muslim 
Cultural Association of Indonesia), or Lesbumi, which was under the aegis of the Muslim 
political party, Nandatul Ulama (the Association of Muslim Scholars), or NU. Other Muslim 
artists chose the protection of Badan Musyawarah Kebudayaan Indonesia (the Islamic 
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Cultural Consultative Body of Indonesia), (the Indonesian Islamic Union), or BMKI, under 

another Islamic political party, Partai Svarikat Islam Indonesia, or PSSI.'°  

In the account of McKay (1976, pp.12  & 24), the Indianised layer of culture entered 

the archipelago around 400-500 AD while Hinduism, via Java, was kindled on Bali in the 1 l 

Century. Islam spread from the north of Sumatra in the 13th  Century, according to Ricklefs 

(1991, p.13), reaching the predominantly Hindu-Buddhists courts in Central Java in the 16th 

Century but firmly resisted by profound cultural barriers entrenched on the island of Bali. 

Anti-Islamic feelings existed in Hindu Bali and extended to the predominantly 

Christian areas of the outer islands. Traditional dance drama of Bali was a potent machine 

(alat) for PKJ cadre. McKie and Bernay (1969, pp.95-96) describe how dances of Bali, with 

their distinctive link to the Hindu-Balinese religion, were "prostituted to adjust to the 

sentiments of the Party, insulting and causing distortion toward all of the various Hindu-

Balinese religious activities." However, I find it difficult to believe the naivete of the 

statement by the above authors that "the people of Bali became to hate their characteristically 

traditional religious lifestyle." 

Gullibility may have been a characteristic of the abangan among groups of ludruk 

performers when exploited by Lekra for political advantage of the PM. However, the 

Balinese strength of determination to resist the infiltration of Islam is testified by their 

preservation of Hindu customs. Furthennore, the Balinese persisted with their struggle against 

colonial intervention, graphically illustrated by Ricklefs (1981, pp.126-8), in the event of 

1906 when two raja families and their court sacrificed themselves before the firepower of the 

Dutch. History of the Balinese people and tenacity toward their Hindu religiosity makes less 

credible the case put by Yahaya (1972, p.40) of intervention by PKTfLekra cadre causing 

"distortion concerning dances and other aspects of Balinese religious lifestyle." 

Forms of theatre encountered above, the traditional and popular, are those without 

literature, that is a written text or script for the stage. Stories told in wayang were those from 

the creative artistry of the dalang through oral literature. In ludruk performances, the story 

was based on plot, a scenario whereby the actors could improvise on a set of practice 

standards or stock conventions. It must not be forgotten also that ludruk, or any other popular 

genre of performing arts in which Lekra intervened, was a regional theatre whose audience 

was mainly from the working class. It was not a cultural medium reaching into intellectual 

circles. 

Performance of modern theatre was text-based, providing a wealth of literary works 

available for scrutiny by the authorities prior to approval for performance. Publication or 

public readings of poetry, the novel and short stories were no exception. The omnipresence of 

Lekra, its branches and associations ensured little of the new literature of modern theatre went 

unnoticed. During the period of 1950 and 1965, that is the period when the PM held sway and 
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Lekra was its instrument of cultural 'terror', no less than one hundred and twenty-eight plays 
are listed Sumardjo (1992, pp.374-379). He made some interesting comments on 
performances of drama during that period and may be measured against the ideology of 
Lekra. 

Sumardjo (1992, p.173) maintains that many performances of dramas that breathed 
the air of religion (bernafas keagamaan) were undertaken during the periods of the 1950's 
and 60's. No longer were there various performances of foreign (asing) plays during those 
times, meaning plays of Western origin. They were often subject to the terror of Lekra's 
activists who infiltrated the audience, afterwards criticising the drama as "anti-revolutionary". 
During those periods, anti-revolutionary meant "anti-government", while damaging political 
aspirations of the communists. Sumardjo also remarks on theatre activities becoming so 
important during those periods because performance of the arts was most insufficient as a 
consequence of the forbidding of the screening of Western films in Indonesia. In fact, the 
many cinemas were converted to use for theatre productions. 

Regrettably, Sumardjo and his peers of theatre artists such as Saini K.M., Suyatna, 
and Rendra, or even theatre critics and writers of the period, provide little detailed 
information of their experiences in the course of Lekra's reign of "cultural terror". In 1982 
Rendra (1983, p.69) succinctly commented on Lekra's effect, although he was absent from 
Indonesia at a critical time in the history of Indonesia from the end of 1964 until late in 1967. 
His one-sentence statement reads: 

People of Lekra in former times could not reach the greater public because 
they did not want to think seriously about the "form of art" from their concept 
[of it]. 

In this context, Rendra is expressing his point of view toward the opinion of critics 
who were restricted by the nature of thought, which although were various, did not possess an 
understanding of politics. 

Ironically, Rendra translated Shaw's The Arms and the Man (1894) as Perang dan 
Pahiawan (War and Heroes) that he performed before departure for America in 1964. The 
play satirises the romantic conception of war, while Shaw's own sense of Socialism was only 
a part of his larger, ultimately religious vision of vitalism. Shaw's themes within his plays 
such as of use of power, social abuses, stupidity of the ruling class and the feebleness of the 
intelligentsia are exemplars of vitalism. They are signifiers of socialism far removed from the 
ideology of Lekra's empirical vocabulary expressing socialist realism in the arts. Indeed, 
Shaw's approach to socialism is in close proximity to real social issues concurrent with the 
period of the PKJ and Lekra." 
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In order to articulate the form and directions of modem Indonesian theatre 

conceptualised through effects of Lekra's ideology we must undertake a close observation of 

that theatre. Therefore it is necessary to examine several plays by prominent writers as well as 

activities of theatre artists and their groups during that period. They include those who 

remained outside the sphere of influence of Lekra's ideological form of art as well as those 

who aspired to the 'virtues' of Lekra's stance on socialist realism. 

Although there appears on the surface a polarisation of directions among theatre 

artists as a result of Lekra's intervention, that is a schism between application of universal 

humanism and socialist realism, it produced one positive effect. In Foulcher's (1978, p.1) 

opinion, Lekra paved the way for the 1970's generation of writers to reveal characteristics of, 

i . .. 1 indigenous identification which were conscious and deliberate choices. It 
is an indication that the modem writers [of the 1950's] were looking at 
Indonesian traditions almost as an outsider and making a deliberate choice to 
incorporate them into the sphere of modem art forms. 

They were the generation of writers who Ajip Rosidi calls Angkatan Baru (the New 

Movement). They are described by Foulcher (1978, p.2) as, 

IL . .. 1 simply writing their own experience as part of the first generation of 
Indonesian educated youth, without the foreign languages, Dutch schooling 
and contact with modem Europe which made a European cultural orientation 
much a part of the experience of Angkatan 45, the generation of writers of 
1945. 

Furthermore, there was a need to counter declining interests in the traditional arts in 

the early 1950's through the influence of Westem commercial cultural products, a direction 

that was present in Lekra's sense of its anti-imperialism stance. In this instance, it was not 

unlike the direction taken by writers during the Japanese occupation when they were divided 

by the choice to join the propaganda front for Asia Raya or write for a theatre from their own 

regional sensibilities. 

Foulcher (1986, p.32) also refers to Ajip' s identification of the true Indonesian culture 

roots as laying solely within the regional cultures when Ajip: 

IL . .. LI referred disparagingly to the national art forms [of Lekra] as creations of 
the "unitary myth" [ ... ] that in the interests of the preservation and 
development of the regional art forms, they should be studied and taught only 
within the region to which they were indigenous. 

Among the generation of new writers of the 50's, prominent for their works in the 

theatre, were Utuy Tatang Sontani, Trisno Sumardjo, Kirdjomuljo, Rendra, Motinggo Busye, 

Arifin C. Noer, B. Sularto, Misbach Yusuf Biran, Putu Wijaya and Ajip Rosidi himself. Their 

Orang-orang dulu tidak bisa mencapai publik besar karena mereka tidak mau berpikir serius 
men genai "bentuk seni" dari gagasan mereka. 
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plays are representative of various streams of thought and themes that ran with (and against) 
the rising tide of Lekra' s cultural enforcement. It is not within the scope of this work to 
examine in detail the presence (or absence) of Lekra's influence in plays of every writer or 
theatre group. I choose instead a selective process by deduction of content of several plays 
whereby the influence can be best illustrated. 

Utuy Tatang Sontani was the most prolific writer of plays during the 1950's and 60's. 
There are thirteen works according to Sumardjo' s chronological list of dramas I have referred 
to previously. Although Utuy was of the Angkaran '45 and wrote his first play, Suling (The 
Flute), before the end of the Japanese occupation (referred to in Chapter 3), he continued to 
write for the theatre until 1964. His last two plays, Si Sapar, and Si Kampeng, are prime 
indicators of ideological content conscribed by Lekra of which he was a member. 

Through the text of Suling, Utuy symbolically charaterises how freedom is fuffilled 
through the legendary figure of Panji, a flute player and a symbol of fulfillment of freedom, 
and thus the consciousness of an "Indonesian people". His beloved, Sri, is the symbol of the 
earth (bumi pertiwi). On a certain occasion friends are invited, representing Hindu, Islamic, 
Western (Dutch), and Japanese cultures, which results in disharmony occurring in his life. 
Finally Panji meets a female adventurer (Perempuan Pengembara) or wanderer who delivers 
to him the truth of freedom. She happens to be none other than his beloved Sri. 

Written several years before the establishment of Lekra, Utuy had already 
encapsulated its basic principles in this play. Apart from the message of truth in the context of 
freedom, there is another not in accordance with the dictates of Lekra. Sumardjo (1992, 
p.307) describes the message in the play, Suling, as "the return to truth and kepribadian 
(individuality)." As previously noted in this chapter, individualism was forbidden by Lekra. 

Anti-religious sentiments are not immediately identifiable in Suling, although the play 
is potently pro-revolutionary while at the same time anti-imperialist, anti-capitalist and anti-
feudal. Nonetheless, the reference to the Hindu invitee (and Islam) may well anticipate an 
animosity toward religion so apparent in the play Si Kampeng. Written in 1964, this play is a 
prime example of Lekra' s desired effect in literature applying socialist realism as an art form 
in modern theatre. 

The character of Si Kampeng is described as a "forbidden child" (anak haram), an 
illegitimate child of a man named Haji Gopur. He is in fact an orang haji, a Muslim who has 
made the pilgrimage to Mecca fulfilling one of the five obligations of Islam. Urged by Si 
Kampeng, who desires to know who is his father, his mother tells what is hidden in her heart 
and a fracas occurs between them. Haji Gopur joins in but is advised by the shaman (dukun) 
that it is better to give Si Kampeng land and consider him as his own child. Between the 
shaman and Haji Gopur, not one wishes to confess who is the father of the child. A brawl 
occurs and Si Kampeng kills Haji Gopur. 
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This brief description of Si Kampeng is taken from Yahaya who provides an insight 

into the application of socialist realism in the work. He considers the central problem between 

the characters Si Kampeng and Haji Gopur is one of perdamaian (reconciliation) that cannot 

be implemented. Yahaya (1972, pp.60-61) writes: 

Is not Haji Gopur a pilgrim and a landlord? A great enemy of the PKJ was the 
landlord, (one of the village devils according to the terminology of PKIE), 
beside imperialism, colonialism and capitalism. Si Kampeng in Utuy's sketch 
is a person from the oppressed and tyrannised class, a victim of feudalistic 
savagery. The landlord [Gopur] in Si Kampeng is a haji. And in the 
interpretation of PKlfLekra, the haji is of a religious class that has to be 
eradicated. Utuy most consistently confronts the theory of opposition of 
classes. The religious class of the haji is symbolised by Haji Gopur, the 
landlord, killed at the hand of Si Kampeng, the symbol of the oppressed class 
in Indonesia. 

After 1964, when Si Kampeng appeared, Utuy Tatang Sontani ceased writing for the 

theatre. 

In sharp contrast to the distinct theme of religious class confrontation, dukun versus 

haji, in Si kampeng of 1964, Utuy had applied a very different treatment to his earlier play, 

Selamtit Jalan, Anak Kufur (Farewell, Heathen Child) in 1954. Although later a firm 

proponent of socialist realism, Utuy was more concerned with the rights of the individual in 

this play. Teeuw (1980, p.258) contends that in various ways Utuy, 

was often concerned with the misfits, namely, the victims of society, the 
people who oppose something that is unjust, who oppose falseness, outward 
success, who are searching for real human beings and free human beings, 
who try to defend their individuality in a world that casts them in roles that 
are not upright. ix 

The story in the play, Selamat Jalan, Anak Kuflir, tells of a young prostitute. 

Although a misfit and victim in a wealthy society, the prostitute was not willing to surrender 

her life as a free person for wealthier circumstances. She chose the only man, a poor person, 

who treated her as a real person despite her untoward ways. Two themes become immediately 

apparent from this brief description that are not witnessed in the social context of Lekra' s 

ideology. 

VIII Bukankah Haji Gopur itu seorang haji dan tuantanah? Musuh besar PKI itulah tuantanah (salah 
satu setan desa menurut istilah PKJ), di samping imperialisme, kolonialisme dan kapitalisme. Si 
Kamping dalam lukisan Utuy merupakan seorang manusia dari golongan tertindas teriniaya, dan ia 
merupakan sebagai mangsa dari kebuasan tuantanah itu. Tuantanah dalam Si Kampeng ialah seorang 
haji, dan haji pada interpretasi PKI/Lekra adalah golongan agama yang harus dibasmi. Utuy paling 
konsekwen men gemukakan tiori pertentangan kelas dalam karyanya mi. Haji Gopur, tuantanah, tewas 
di tangan Si Kampeng, lambang golongan tertindas di Indonesia. 
LX  [...] sering memperlihatkan minat terhadap orang-orang yang tersingkir, yaitu man gsa masyarakat, 
onang-orang yang menentang sesuatu yang tak adil, yang mementang kepalsuan, kejayaan lahir, yang 
mencani manusia sejati dan manusia bebas, yang mencoba mempentahankan kepribadiannya di dunia 
yang membenikan kepada mereka penanan-peranan yang takjujur. 
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The first theme deals with human rights, that is the right of the individual for self-

determination and assertion of independent choice in opposition to mass opinion. The second 
addresses the circumstance of poverty in a lifestyle freely chosen through sincere desire for 
personal contentment despite the opportunity to move into a society lacking sincerity. In the 
context of those themes, individual rights (hak-hak pribadi) were not in accord with the 
dictates of Lekra; individualism was forbidden. At the same time, Utuy also demonstrated 
benevolence and tolerance of the universal human condition by giving the right of choice to 
the prostitute as the misfit and victim in society. 

Lekra opposed both universalism and humanism; universal humanism was against the 
principles of socialist realism since it was the path of the bourgeoisie. These simple 
illustrations of the stories in Selamat Jalan, Kufur Anak and Si kampeng demonstrate how the 
literature was referentially controlled to easily accommodate the forces of social and political 
change in post-independent Indonesia. Literature of the theatre was a powerful weapon in the 
hands of the intellectual elite from the cadre of Lekra such as Utuy and Pramoedya, whose 
only work for the stage is discussed later. 

Conspicuously lacking, and suspiciously absent, in literary accounts of Indonesian 
theatre are detailed critical commentaries on Lekra's aesthetic and didactic doctrine socialist 
realism. It appears Indonesian scholars, even to this time, are reticent to give due account of 
measures it exacted upon the freedom of artists as if the subject of Lekra and the P1(1 were 
still taboo. The account of Si Kampeng is an isolated example written by a Malay scholar, 
Yahaya Ismail, who entered the Faculty of Literature of the University of Indonesia in 1968 
under the tutelage of H.B. Jassin. 

In fact, in the "Preface" to Yahaya Ismail' s book on the growth, development and fall 
of Lekra in Indonesia, Jassin (1970, p.ix) confesses there were several books published 
concerning communism in Indonesia, but they do not at all touch on the subject of its role in 
the field of culture. He was thankful that Ismail' s text could be published in Malaysia. 

Texts of literary significance published in Indonesia are usually found in the 
extensive collection at Pusat Dokumentasi Satra H.B. Jassin (the H.B. Jassin Centre of 
Literature Documentation) located at TIM in Jakarta. It is interesting that there are no plays at 
all by Utuy Tatang Sontani or Pramoedya Ananta Toer in the current list (1992) of Indonesian 
drama that I obtained in 1999. 

Although there is no evidence that links Pramoedya Ananta Toer directly to 
membership of PKI, nonetheless he was a member of Lekra. Yahaya (1972, p.133) lists his 
name (among forty-one) in Lekra's central leadership when elected at the first National 
Congress of Lekra on 28 January 1959. Ricklefs (1981, p.259) notes, 
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• .j the PKI's intellectual front Lekra claimed 100,000 members in May 
1963 and was then promoting a bitter attack on the 'bourgeois' mentality of 
its opponents in intellectual circles. Pramoedya and the leftists of Lekra were 
supported by the PM' s intellectual front Le,nbaga Kebudayaan Nasional (the 
National Cultural Institute), or LKN, under the leadership of Sitor 
Situmorang []12  

Pramoedya had written only one play in 1959 titled Sekali Peristiwa di Banten 

Selatan (An Event in South Banten). Dhalia later changed his title to Orang-orang baru dan 

Banten (New People from Banten). Sumardjo (1992, p.1 72) states that the work was one that 

was "anti-ulama who were the landlords." He notes Pramoedya's play within the same 

context of Utuy' s Sayang Ada Orang Lain (A Pity there are Other People), which was written 

before the formation of Lekra (in 1953), but "gave the impression of being anti-haji." 

Sumardjo (1992, p.1  72) contends that the later plays of Utuy, Si Kampemg and Si Sapar (both 

written in 1964) were in "the grip of Lekra. . .with a mission of anti-ulama." 

Absence of their works in the Jassin Centre, particularly the many works of Utuy, is 

not due to the fact that manuscripts were never published. Yayasan Kebudayaan Sedar 

published Si Kampeng in 1964 for example. As noted above, both writers were leading 

figures within branches of Lekra. Jassin was anti-Lekra, therefore opposed to communism in 

the cause of universal and religious humanism. I describe later how Jassin and other 

prominent intellectuals endeavoured to counteract the forces of Lekra as well as the treatment 

of Pramoedya when the PKI was crushed and the forces of Lekra disintegrated. 

During the reign of fear created by Lekra, we must not forgot that there were writers 

who were not necessarily aligned with either political parties or cultural institutions. They 

were non-communists, non-Lekra and non-LKN continuing their endeavours to be creative 

and maintain their social self-interests consciously forcing themselves to accept Soekarno's 

Manipol-USDEK. Nonetheless, According to Yahaya (1972, p.47), circles of culturalists and 

artists, including groups of intellectuals, were afraid to create works that could be accused of 

being "anti-revolusi" (against the revolution), "anti -Manipol" (against Manipol) or "anti-

rakvat" (against the people). 

One outspoken director, actor, playwright and critic of the theatre asserts his opinion 

regarding the Political Manifesto and its cultural ramifications during the period of the Orde 

Laina, the "Old Order" of the Soekarno period. Ikranagara (1999, p.229) names "Utuy Tatang 

Sontani as the frontrunner supporting the ideology of socialist realism by writing plays such 

as Savang Ada 0 rang Lain." He also points to another prominent literary figure, the novelist 

Pramoedya, who Ikranagara describes as having "launched an aggressive campaign to crush 

the enemies of the revolution." The enemies were those artists who did not accept its aesthetic 

(socialist realism) and political doctrine (Manipol). 
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lkranagara (1985, p.5) refers to the time when Soekarno began to take the hard line 

(anti-imperialist and anti-American) in August 1959: 

He aimed to reinvigorate the spirit of nationalism when the idea for his 
guided democracy was laid out in MANIPOL - the manifesto of 
Soekarnoisme - the dictates of Soekarnoism. There was no freedom in any 
sector for those who disagreed with his "Soekarnoism" II ... 1 "Soeokarnoism", 
like "Maoism" is basically Marxism. [Hence] the practice of harsh censorship 
began, such as prohibiting plays (Bung Besar, Domba-domba Revolusi, 
among others) and banning or burning of books. 

As anti-Soekarno loathing was reaching its peak early in 1965 students spilled out 

onto the streets. Not only the older generation of independent artists joined their 

demonstrations, according to Ikranagara (1985, p.6), but also the dramatists who had staged 

plays banned by Soekarno' s regime. Arifin C. Noer's production of Misbach' s Bung Besar 

was presented and received by the public as a de-mythologising of Soekarno. In Chapter 4 

there is a description of the performance of Bung Besar by STB in 1960. It was met with 

criticism on account of its experimental style departing from the norm of realism as the 

expected form of theatre predominant at the time. The play in fact adopted principles of 

Brecht' s theatre, introduced by Jim Lim and Suyatna Anirun, that ironically applied the form 

of socialist realism. Curiously the Bandung audience did not find, overlooked, or chose to 

accept, any social or political referents regarding intrigues of presidential power under the 

guise of Soekarnoism within that play. 

Indonesian plays in the repertoire of STB provide interesting substance to gauge the 

manner in which its theatre performances were permitted freely within the prevailing 

atmosphere of censure and censorship. They reveal some important features that permitted 

this theatre group to perform from 1958 without apparent intervention from Lekra. STB' s 

repertoire is not intended here as a measure of Lekra' s impact experienced by other groups 

previously discussed or independent theatre artists. But instead I use the Indonesian plays 

performed by STB (the minority in its repertoire) as a means to introduce a wider spectrum of 

works for the theatre in the context of Lekra. 

Apart from Misbach's Bung Besar, Kirjomulyo's Pengali Intan (The Diamond 

Miner) was performed in the same year, 1960. Utuy' s version of Sangkuriang appeared in 

1961, Saijah dan Adinda (Saijah and Her Younger Sister) by Multatuli and Gayus Siagian in 

1963. In 1964 and 1965, there were repeated performances of Ajip Rosidi's Masyitoh and Esa 

Hilang Dua Terbilang, which in a literal translation means "for each one lost two new ones 

will take their place." The latter play was a dramatisation by Saini K.M. of the history of 

Kodam Siliwangi (The Regional Military Command for the region of Siliwangi), a division of 

the army based in Bandung.13 
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Kodam Siliwangi was the key to STB's ability to continue performing ensuring it 

remained free of the PKI' s intervention and thus not subjected to the controls of Lekra. The 

celebration of its history by STB's performance points to evidence of a close affinity with this 

division of the army whose military personnel were opposed to communist insurgency. 

Performances of Esa Hilang Dua Terbilang were also presented by STB in 1967 and 1968, 

critical years following the downfall of the PKI in 1965.14 

A brief reference made by Sumardjo regarding the anti-ulama or anti-landlord themes 

in the plays of Utuy and Pramoedya has already been noted. However, he does not at all 

approach the subject matter of anti-religious sentiments, and consequentially the anti-Islam 

stance per se of Lekra. This is despite Sumardjo (1992, pp.335-336) providing considerable 

elaboration on certain themes of drama including one titled Tema Keagamaan (dakwah), the 

Theme of Religion (religious proselytising). Although in this theme, Ajip Rosidi is noted as a 

writer of works on religious proselytising, his pivotal work, Masyitoh, is not introduced. The 

performance of Masyitoh was the victim of the anti-ulama stance as detailed later. In addition, 

Sumardjo does not refer to works reflecting an anti-Manipol or even an anti-Soekarno 

viewpoint to give a balanced perspective of those aligned and not aligned with Lekra and the 

PKI in context with the prevailing reaction to religion. 

In Sumardjo's categories of themes of plays, he lists Kirdjomulyo's one-act play, 

Penggali Intan (1957), under the theme Aspek rohaniah cinta (Aspects of spiritual love). 

Despite that contextual application, Teeuw (1989, pp.1  02) places the work Kirdjomulyo 

(together with Rendra) in a framework of religious experience which is less tied to specific 

creed, but especially embodied in Javanese mystical religious experience. At a critical time 

for Kirdjomulyo, Teeuw (189, p.161) notes his works especially expressed feelings of 

gratitude for the simple things of life. In addition, Teeuw observes he later developed to 

become a kind of mystic historian (sejarawan mistik) whose works were far outside the 

comprehension of Teeuw himself. 

However, Sumardjo does not attempt to relate the story in Kirdjomuljo's play to the 

theme of spiritual love, a story of both love and revenge that ultimately destroy the spirit 

through desire for wealth of earthly possessions. Instead, Sumardjo (1992, pp.329-330) 

describes the play as: 

[ ... ] telling of the revenge of a youth, Sandjojo, against women generally, but 
particularly toward his girlfriend, Sunarsih. Because he was offended by 
Sunarsih, who wanted wealth before they married, that led him to seek 
diamonds in Kalimantan. His desire for revenge never abated, even when 
Sunarsih came after him to beg forgiveness explaining her desire for wealth 
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was entirely a prank. Moreover, Sandjojo gladly allowed his former girlfriend 
to die, slipping accidentally slipping in the mineshaft.x 

Sumardjo (1992, p.330) implies that Sandjojo was the cause of Sunarsih's death. 
From my reading of the play, particularly the account of its ending, the description by 
Sumardjo is not only over-simplified, but also inaccurate, In the reading of Kirdjomulyo's 
play, it tells of a large diamond having been mined by Sandjojo, but later he discovered it 
stolen before being shown to Sunarsih. She came pledging loyalty for a reason most valuable 
within her soul, the wholeheartedness of love. But the spirit that once drove Sandjojo's love 
was now the spirit of revenge that turned obsessive once in possession of the diamond. Loss 
of a wealthy possession meant not only loss of material wealth, but loss of face before 
Sunarsih. Such a possession meant his personal triumph, the sense of revenge satiated. His 
spirit lost, and in a state absolute distraction threatening to kill all he suspected around him, 
including Sunarsih and his fellow miners, Sandjojo fled the hut. All searched for him but he 
was not to be found until news arrived of his accident at the mine. They were told he had 
slipped at the edge of the diamond mine and reportedly fell to his death into the mineshaft. In 
the last lines written by Kirdjomulyo (1957, p.391), Siswadi, Sandjojo's fellow miner, tells 
Sunarsih: 

Calm your mind. You should not feel troubled in this matter. He died because 
he placed his values on feeling alone over consciousness and purity of heart. 

Death in the story of Pen ggali Inran is figuratively death of the spirit, retribution over 
zealous desire for material gain to appease a revengeful soul. Kirdjomuljo' s literary world is 
steeped in his own Javaneseness. It follows a mystical path lead by spiritual values not tied to 
religious creed but to self and God. Purity of heart is achieved by purging of the spirit through 
ritual (selamatan and ruwatan) of Javanese tradition. Ritual purification and cleansing is also 
within the creed of Islam through bathing before prayer. Cleansing by the sufi, in order to be 
at one with God, is achieved through mystical experience.'5  

Ajip Rosidi' s brief venture into the world of theatre was one both mythical and 
spiritual. According to Teeuw (1989, p.1  15), the primary theme for the works of Ajip Rosidi 
was obtained from his Sundanese view of, 

II.. .1 of the human being, culture, and its tradition [...I looking for 
conventional colour Ii. . .1 of Sundanese tales and legends IL. . .1 maintaining the 

[ ... ] mengisahkan dendam pemuda Sandjojo kepada kaum wanita umumnya dan Sunarsih, pacarnya, 
pada khususnya. Karena tersinggungnya oleh Sunarsih yang meninginkan persiapan harta sebelum 
mereka menikah mana Sandjojo nekad mencari intan di Kalimantan. Dendam mi tak kunjung hilang 
meskipun Sunarsih menyusulnya dan meminta maafpadanya karena semua itu hanya gurauan belaka. 
Bahkan Sandjojo lega membiarkan bekas pacarnya itu tewas terperosok dalam lubang pen ggalian. 
XI  Tenangkan pikiranmu. Djangan kau merasa bersusah dalam soal mi. ía mati meletakkan nilai-nilai 
perasaan sekalipun diatas kesadaran dan hati nurani. 
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impact of a magical atmosphere that were obtained from the original form of 
stories 

The secondary (and later) theme was obtained from a wider view of, 

II . .. 1 conflict as well as tension between the village and the big city, between 
metropolitan and rural life, like that experienced by men (young) like Ajip 
himself who are constantly caught between two wor1ds. 

In his discussion on Ajip Rosidi, Abdul Hadi (1984, p.801) writes: 

II...] the style of the prose writing after the 50's was not bound to a 
conventional way such as the logistic of the story, characterisation, plot [...]. 
The style of writing was like that appearing in the writing of play texts and in 
the field of making of theatre. In addition to that, Ajip saw all the more the 
strength of literature that was religious and sufistic. 

The religious and sufistic strength of theatre literature observed by Ajip was 

paramount in his own work. Much has been documented concerning his contribution to 

Indonesian literature, but Masyitoh, Ajip' s only work written for stage performance, is 

seemingly neglected although it is most significant for its style, content, and particularly for 

the period during which it was written and performed on several occasions. In the following 

paragraphs I provide a description of Masyitoh and events surrounding performances of the 

play.'6  (See figure 6.3). 

Its first performance in mid- 1963 did not take place in a "big city", but in the public 

square of the small town of Ciparay outside the metropolitan area of Bandung. An indication 

perhaps of Ajip still caught between two worlds. As a two-act drama it was written originally 

in Sundanese and performed by skilled actors of STB such as Jim Lim. Due to its 

overwhelming success witnessed by the massive response of public and press, an expanded 

version was finished at the beginning of 1964. At that time Ajip confessed that the political 

atmosphere of the country's situation influenced him in the preparation of the work. 

He recalled the exclamatory speeches of Aidit (the PKI leader) claiming "berani, 

berani, sekali lagi berani! "(courage, courage, once again courage!), a signal of offensif 

revolusioner (the revolutionary offensive). Ajip noted as well the instance of Soekarno on 

becoming Presiden Seumur Hidup (President for Life), at the peak of his megalomania. Ajip 

wrote of the pharaoh (Fir'aon in Masyitoh) building the pyramids for his own pride, 

squeezing the people inhumanely, as the personification of the figure of Soekarno at the time 

XII [  .. . ] manusia, kebudayaan, dan tradisinya [ ... J mencari warna konvensional . . .1 hikayat-hikayat 
dan legenda-legenda Sunda [...] mempertahankan dampak suasana magis yang terdapat dalam bentuk 
ash cerita-cerita mi [.]. 

pertentangan serta ketegangan antara kehidupan desa dan kehidupan kota besar, seperti yang 
dialami oleh nwnusia (muda) seperti Ajip sendiri, yang selalu dicabik-cabik di antara dua dunia mi. 
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he was preparing his "lighthouse" (mercusuar) projects of National Monuments.17  Such was 

the case as well of the character in Masyitoh, Nadab of Israeli descent, who became the 

personification of a warrior (pejuang) of Islam. It was Nadab who visited Bapa Simeon, the 

personification of all the ulama, in order that those religious teachers could confront greed 

and atheism. It was not only sufficient to be patient and pray at all times, but to act with 

sincerity; this was the answer to the increasing rise of atheist and communist agitation 

launched by the PM and its henchmen. 

There was some pressure by Yayasan Budaya Indonesia (the Society of Indonesian 

Culture), and STB, to perform Masyitoh from city to city throughout the Sunda region. 

Performances in the larger cities were not preferred, the kampung in smaller cities or villages 

in the regions where communities of Islam could be reached was the specific preference. 

Within those communities the performance had to make a connection because the Islamic 

leaders themselves in the large cities generally were involved in various personal interests. 

They went along with, or at the least, were involved and influenced by the situasi 

revolusioner (the revolutionary situation), a creation of the PKI. In order to reach the people 

of Islamic communities in the regions of Sunda, they had to use the language in everyday life. 

For that reason, Masvitoh was written in Sundanese, the regional language that was 

understood and dominant. 

By use of a regional language, there was a reasonable possibility that full 

understanding of the substance of the play was generally exclusive of those not conversant 

with Sundanese. For that reason, the play might have been somewhat outside of PM and 

Lekra' s sphere of comprehension whose language of officialdom was Indonesian. However, 

that was not to be the case. 

Plans for performances of Masvitoh in the Sunda regions failed. On the one hand, 

Ajip explained the reason was on account of promised capital (modal) not forthcoming. On 

the other hand, he suggested possibly it was because the drama itself only dealt with religion 

and nothing but religious leadership (keinianan), a matter that was not out of the question to 

cause a shadow of threat to appear over the play's in other regions. Furthermore, Ajip 

remembered the situation of that period; indeed the risk of Masvitoh being declared contra 
revolusi (counter revolutionary) by Soekarno' s regime, a matter he already as well countered 

on. 

Ajip cited in fact the example of the production committee receiving various 

disturbances and intimidation at every moment when the play was to be performed in the 

public park of Cirebon in July 1965. It was indeed proof that a group who named themselves 

XIV 
[•] cara penulisan prosa yang tidak terikar pada konvensional seperti logisnya cerita, plot [ ... ]. 

Cara penulisan serupa tampak dalam penulisan naskah lakon dan bidang penggarapan teater. Selain 
itu Ajip Rosidi melihat kian kuatnya sastra yang relijius dan sufistik. 



178 

the progresif revolusioner (the progressive revolutionaries) was not blind to the meaning, 

direction and consequence of Masyitoh. However, the performance was undertaken with the 

full cooperation of Korem Gungung Jati (the High Military Command) for the district of 

Jatiwangi in Cirebon. The head of the production team happened to have ready telephone 

access to the commander of that post. At the time of the Cirebon performance, the text of 

Masyitoh had aheady been translated into Indonesian and was on the agenda for performance 

during the Asia-Africa Islamic Conference in 1964. 

Embodied in the text is a view of Ajip's religiosity.18  It extends from mystic sufi 

beliefs, reaching beyond the Christian creed, and embracing a world of Judaism (ke-Yahudi-

an) in the lands of a pharaoh (flr'aon/firaun) in Egypt (Mesir). The story concerning 

Masyitoh is actually found in the al-hadith (the sayings of the Prophet of Islam) relating to 

the isra (Israk/Al Isra' or Bani Isra'il), Muhammad's miraculous flight from Mecca to 

Jerusalem and the mi 'raj (the celebration of Muhammad's ascent to Heaven). 19  

The story concerning the slave of Fir'oan, Masyitoh, who is not hesitant to sacrifice 

herself in defending and sustaining her belief in Allah, is much delighted in by the Islamic 

community. According to Ajip in his "Pengantar" (Introduction) to Masyitoh (pp.7-9) written 

in Jatawangi on 22 February 1964, for centuries this sad story became the source of 

inspiration for Islam. Masyitoh became a heroine in the faith (iman) and unity (tauhid) with 

Yang Mahaesa (The Great Unity, God.). In the following paragraphs I provide translated 

extracts of the play's story and other details taken from Ajip' s "Introduction" as well as my 

own readings from the play for which I take full responsibility for the accuracy of the views 

expressed. 

Ajip' s story of Masyitoh, although set in the period of the pharaohs in Egypt, is a 

story of Islam that he believes is only known in the world of tradition and imagination of 

Islam. The name of Masyitoh itself, meaning a cutter or trimmer of hair (hair stylist) and 

sometimes lengthened to "Sitti Masyitoh", was born within the tradition of the Arabic and 

Islamic imagination. Her name was of Jewish origin and the action of story takes place in the 

circle of Jewish society; a point that Ajip made most clear when referring to the fact that 

Masyitoh as a Jewess was generally never made known or mentioned. She became a symbol 

mankind's unity of (manusia tauhid) and faith toward The Great Unity, a model of mankind 

that became the ideal aspirations for Islam. While upholding the rights of Allah, Masyitoh 

was prepared to sacrifice herself alone. As a descendent of the prophet Abraham, she 

understood the truth of her religion up to the time of the most heavy and the largest of 

consequences, her death. 

Masyitoh' s demise began when she was styling the hair of Ta'ia, the daughter of 

Fir'oan. Her scissors accidentally fell. Ta'ia damned Masyitoh's as well as her father and 

cursed her, demanding Masyitoh forget about the name of Allah, her God. "The daughter of 
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Fir'oan does not have a God", Ta'ia retorted. But Masyitoh defended her faith. "Slaves will 
not abandon the God of slaves", she told her husband Obed. Masyitoh was concerned with 
Ta'ia' s anger toward herself, her husband, her children and all her people. Some time later the 
pharaoh, Fir' oan, fell ill and Masyitoh was ordered to return and cure him. However, her 
efforts failed. On that account, Masyitoh and her family were arrested and imprisoned in the 
palace causing the santri uncertainty over the future of their own existence. As he lay dying, 
Fai'oan asked one last question to Masyitoh, "Is it true you have another god beside me?" 
Masyitoh's replied, "The God of slaves is the only one, Allah the Compassionate but you are 
only a creature." Angered by her impertinence, Fai'oan ordered the priests of Egypt to cast 
Masyitoh and her family into a pit of molten lead. But as a result of his action, the dynasty of 
the Egyptian pharaohs was ultimately crushed. The molten lead in the pit was transformed to 
become the waves of the ocean upon which Masyitoh and her family rode to freedom and 
sanctity. 

Ajip likened the greed of the pharaohs of Egypt to the megalomania of Soekarno in 
Indonesia. He noted the atheist and communist agitation launched by the PM and its 
henchmen in a situation of revolution. Preparations of his play for an open-air performance 
had been subjected to disturbances by a group of progressive revolutionaries. However, at no 
time does he make any reference to Lekra when writing the "Introduction" and "End-notes" in 
the reprint of Masyitoh in 1976. Nonetheless, most of Lekra's credo, such as the exemplars of 
pro-revolution and anti-Islam, is found in Ajip' s experiences when undertaking his first and 
only work for the theatre. When Lekra victimises the religion of Islam, it was the individual 
within the membership of its religious community who becomes the willing victim as 
witnessed by the sacrifice of the slave, Masyitoh. According to Ajip (1976, p.8), Islamic 
scriptures (tafsir) in the Qur'an cherish the sacrifice of Masyitoh as a positive sacrifice for 
group consciousness and religious human values that up to now were consciously and 
expressly stifled. 

[ ... ] the position of those [Lekra] who carried out oppression over all 
humankind and who were cursed by the religion of Islam was undisturbed 
and unshakable. Positive efforts to silence aspects of the scriptures in the 
Islamic story of Masyitoh received exceptional support through the spirit of 
feudalism which has such deep roots in our society.x 

The commentary above is written in "Introduction" to the play at Ajip' s place of 
birth, Jatiwangi, in February 1964, as I noted at the beginning of these preceding paragraphs. 
The play is important in the context of the anti-Islam and anti-ulama stance taken by the 

XV  [...] kedudukan mere/ca yang melakukan pen indasan atas sesama manusia yang dikutuk oleh agama 
Islam tidak terganggu dan ridak tergongcangkan. Dan usaha untuk membungkamkan segi-segi tafsir 
yang positif dari kisah Islam mi, mendapat bantuan yang efektif luar biasa dari semangat feodalisme 
yang berakar dalam masvarakat kita. 
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forces of Lekra. The story of Masyitoh reinforces all that is dastardly in a community that 

suffers at the hands of the landlord, that is, the revilement of feudalism. At the same time, the 

play carries the theme of progressive revolution, a part of the mandate of PKI, but also the 

principles of pancasila are most apparent. 

Since the first brief performance of Masyitoh in 1963, a vital event took place in 

Jakarta on 17 August 1963 by way of a statement concerning national politics of culture and 

its aspiration attested by nineteen signatories. Among then were the names of artists and 

intellectuals, H.B. Jassin, Goenawan Mohamad, Trisno Sumarjdo, Soe Hok Djin (Arief 

Budiman), Taufiq Ismail and Boen Sri Oemarjati. The last line of that statement reads, 

Pancasila adalah falsafah kebudayaan kami (Pancasila is the philosophy of our culture). It 

was known as Manfes Kebudayaan (the Cultural Manifesto), or Manikebu.2°  

According to Ikranagara (1999, p.227), Jassin himself formulated its basic principles 

through his view of humanism in 1948. Several names of the manifesto's signatories were 

involved in theatre activities directly or indirectly. Taufiq Ismail had been the head of the 

Federation of Theatre in Bogor at the time when theatre groups in that city became most 

prominent in the early 50's. The only woman in the group of signatories was Boen Sri 

Oemarjati, a lecturer at the University of Indonesia and writer on modern Indonesian theatre. 

The dramatist among them was Trisno Sumardjo. He had written three plays at the beginning 

of 1950; one of which was Dr Kambudjal described in Chapter 4. 

According to Teeuw (1989, pp.36-43) in his discourse on the ideological controversy 

of Manikebu, there were black sheep among the leftists groups of intellectuals at the 

beginning of the 1960's. They were against the rigid ideological approach of Soekarno' s 

Manipol-USDEK and his firm stand against those who professed another view. And there 

were also the black sheep among the leftists within the rank of the Angkatan '45 who Sitor 

Situmorang was characteristically frank in his attitude toward them naming them "the enemy 

of the people". According to Teeuw (1989, p.37) Sitor also held the view that: 

[ ... ] literature had to be bent in submission to politics and the socialist 
ideology, although the terminology he used were more of Soekarnoisms 
compared with orthodox Marxism.  Xvi 

Two other prominent intellectual figures (black sheep) were an important target of 

attack by the leftist side, namely, H.B. Jassin and Buya Hamka (Haji Abdul Malik Karim 

Amarullah).21  

Jassin, the literary critic, was a staunch defender for preserving the ideals of universal 

humanism. As an Islamic leader, Hamka was influential in the field of culture and as a 

novelist. Both were fundamental in the exigency for the preparation of a cultural manifesto, 
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although the original content was attributed to Wiratmo Soekito. There exists some confusion 
as to authorship; its date of full endorsement by the above-mentioned signatories, and with 
regard to what version was believed to be the stable document.22  

If Soekito was indeed the author of the Cultural Manifesto of August 1963, in 
hindsight he turned a very stern critic of his own work on the manifesto in hindsight. Yahaya 
Ismail (1972, p.80) maintains the Cultural Manifesto was not actually without the odour of 
politics. He refers to an article by Sukito of May 1967, who considers the Manifesto, 

[ ... ] to smell of the politics of pragmatism which could be characterised as 
being like weak and innocent sheep, but that with all its naivete poured out as 
a challenge amidst despotic political executioners who had no purity of 

xv heart.' 23 

Purity of heart of mankind was expressly the concept of universal humanism 
commanding all the values of quality (and equality) for freedom in life and art such as Jassin 
and his fellow intellectuals had asserted. Furthennore, inherent in the simplistic ideology 
contained in the five principles of Pancasila is an encapsulation of the qualities of life 
reflecting values of universal humanism. But in the Manifesto, although it embraced the 
philosophy of Pancasila, the cultural politics of the leftist hard-liners in the PM and Lekra 
did not find satisfactory political directions. It failed to proclaim Manipol-USDEK as well as 
the doctrine of Nasakom described later.24  

In the context of cultural politics, the hard-liners exercised the precept of "Politik 
adalah Panglima" (Politics is the Commander). In the opinion of Yahaya (1972, p.81), this 
was not acceptable to those proponents of the Manifesto, who asserted that: 

[ ... ] the aesthetic element of art could not be ignored because the creativity of 
art cannot put aside aesthetic values. Those who supported the Cultural 
Manifesto opposed the practice of socialist realism enforced by Lekra that 
"dehumanised" mankind to perpetuate politics and precisely gave birth to 
works that were nothing but characteristically propaganda. 

Despite confusion surrounding various aspects of the Manifesto's initiation, it was 
widely (and quickly) publicised. In the daily newspaper, Berita Repubilk (19 October 1963), it 
appeared in the arts column under the editorship of Jassin. The literary journal, Sastra, 

XVI 
[•••] sastra harus tunduk kepada ideologi sosialisme, walaupun istilah-istilah yang digunakan lebih 

Soekarnois ketimbang Marxis ortodoks. 
XVII 

[•] berbau politik pragmatise fang dapat diabaratkan seperti domba berbadan lemah jang tidak 
berdosa, tetapi fang dengan segala navitasnja menjuarakan tatangannja di tengah-tengah algodjo-
algodjo politik fang zalim serta tidak mengenal hati-nurani. 
XVIII 

[•••] unsur estetis dalam seni tidak bisa diabaikan, karena kreativitet seni tidak bisa 
mengesampingkan ciri estetis tersebut. Realisme sosialis yang dianuti Lekra ditentang oleh 
pendukung-pendukung Manifes Kebudayaan karena konsep tersebut "dehumanise" manusia untuk 
men gabdi kepada politik; dan fustru itu melahirkan karya-kara yang bersfat propaganda semata-
mata. 
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published the Manifesto in the same month while it was also broadcast on radio and widely 

circulated to various organisations throughout the nation. 

Support was forthcoming from the Association of Pancasila Scholars (Ikatan Sarjana 

Pancasila), the Indonesian Christian Cultural Association (Lembaga Kebudayaan Kristen 

Indonesia), Lesbumi, the National Indonesian Theatre Executive in South Sumatra, and the 

Muslim Theatre of the region of Palembang (Teater Muslimin Wilayah Palembang) for 

example. But all of these cultural support groups were ostensibly non-government 

organisations; NGO' s not having the force of political power (politik kekuasaan) that was 

invested in the PKI. This is despite the establishment of the cultural bodies, the National 

Cultural Institute (Lembaga Kesenian Nasional), or LKN, and Lesbumi, the Islamic Cultural 

Association of Indonesia. 

As distinctive umbrella organisations of the political parties, the PM and Nandatul 

Ulama respectively, their functional presence was to counterbalance the strength of the PKI. 

As Yahaya (1972, p.87) claims, instead of carrying out that function, PM was influenced by 

pro-PKI ideology until finally LKN became a cultural front the same as Lekra in cultural and 

political values. At the same time, Lesbumi and the society of Islam felt insulted by the PKI 

through Lekra' s offending the Islamic community by anti-Islamic performances of drama in 

Pekalongan. Regretably there are no accounts are uncovered of the performances referred to 

by Ismail, only the evidence cited above of the anti-Islamic sentiments as a result of 

disturbances experienced by Ajip Rosidi' s performance of Masyitoh in Cirebon during July 

1965. 

Individual signatories and supporters of the Cultural Manifesto knew the risk they 

were taking; they realized that they were up against the ogres (gergasi-gergasi) of politics, the 

PKI. Individuality of voice heard from intellectuals was precisely the dilemma at the core of 

the Manifesto's lack of political power to oppose the assertiveness of Lekra' s politically 

based ideology. Individualism was the absolute substance of humanism practised by those 

who subscribed to the principles of the Manifesto, and therefore the universal property of 

human rights (hak azasi manusia). But it was also the enemy of Lekra when standing against 

the principles of collectivism espoused through socialist realism. There were voices of 

opposition, individual voices, without perpetuity of protest statements and conviction from a 

small group of Indonesian artists, literary figures and intellectuals who did not want to 

become a "clique" or "sycophants" of Soekarno's regime (cf. Yahaya Ismail 1972, pp.81-82). 

One such individual and signatory to the Cultural Manifesto was Arif Budiman, at the 

time known by his Chinese name of Soe Hok Djin. In an essay of 1963, he voiced his opinion 

on the cultural and literary climates being exploited through Lekra by the PKI empowering 

the concept of "Politics is the Commander". Yahaya (1972, p.86) quotes part of that essay as 

follows: 
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The aim of politics, f. . .1 is power, whereby that power furthermore reforms 
society. The direction of art J. ..] is beauty Ithe aesthetic, where in turn it 
perfects the existence of mankind. Appearing here is two different directions 
in the region of struggle. Art can be used as a political instrument, but that art 
is not art any longer because it has been motivated by power. Politics can 
become an object of art, [but] those politics are not politics at all because 
their motivation has no power. XiX 

it was not a political machine used by Arifin C. Noer and fellow theatre artists when 
they took performances of plays banned by the Soekarno regime onto the streets. Plays such 
as Bung Besar (1959) and Domba-domba Revolusi (1962), I referred to previously, were 
dramas in the form of social realism, not works of art that carried political motives (or motifs) 
through the aesthetic of socialist realism. The art of those plays was an apt medium 
convenient for the purpose of street performances during demonstrations that were themselves 
politically motivated. The application of social realism was the antithesis of art in the theatre 
used by the PKI when traditional and popular performance genre (wayang, ketoprak and 
ludruk) were overtly politicised. 

Demonstrations were precisely the means that at first supported then caused the 
demise of the Soekarno regime, but not before a dramatic change occurred in political and 
cultural directions of the nation. The influence of the PKI had strengthened toward the regime 
while Soekamo had been canvassing from 1960 the possibility of bringing the communists 
into a Nasakom cabinet after the appointment of the first Provisional People's Consultative 
Assembly (MPRS) in 1960. In this respect he returned to an old theme in his articles of 1926 
which had argued for the unity of Nationalism, Islam and Marxism. 

According Legge (1972, p.327), that cabinet was never formed in contradiction to the 
statement by Yahaya (1972, p.95) concerning its establishment. Nonetheless, the spirit of 
Nasakomism as a potential device for unification or manipulation and balance of concentrated 
power bases within major organisations (government and non-government) was wittingly 
kept alive by Soekarno. Ricklefs (1981, p.256) counts Nasakom among the many of 
Soekarno's popularised acronyms standing for the "unity of 'Nationalism (read PM), 
Religion (read NU) and Communism (read PKI)" while serving as assurance for life 
presidency."25  

The power of the PKI, together with the force of Lekra, was not only demonstrated 
through the mass media early in 1964. Its supporters also went onto the streets in waves of 
massive demonstrations against all those who were considered as anti-Nasakom and anti-

XIX Tujuan politik, [ ... ] ialah kekuasaan, di mana dengan kekuasaan itu selandjutnja dia memperbaiki 
masjarakat. Tujuan seni [ ... J ialah keindahan/estetika, di mana selandjutnja dia menjempurnakan 
ekistensi manusia. Tampak di sini perbedaan daerah perdjuangan. Seni dapat dipakai sebagai alat 
politik, tapi seni rersebut sudah bukan seni lagi, karena sudah bermotifkan kekuasaan. Politik dapat 
djadi objek seni, politik itu sudah bukan politik lagi karena motzjhja bukan kekuasan. 
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Manipol. Yahaya (1972, p.101) writes of teachers and lecturers becoming targets of many 

left-wing militant bodies of students, which included the prime youth movement of the people 

(Pemuda Rakyat). All were mobilised by the PKI as Lekra's indoctrination cultural ideology 

infiltrated teaching institutions. 

If individuals and various bodies and NGO's, regardless of their cultural standing, 

were seen not to support Manipol and Nasakom, they were considered suspect as supporters 

of the Cultural Manifesto. Apart from the bodies of students opposing the Manifesto, there 

were other organisations to the front of its opposition. Among eighty-eight organisations 

mentioned by Yahaya (1972, pp.101-2), he lists two of particular interest, Lesbumi and the 

Actor's Studio both located in Medan, North Sumatra. Lesbumi, the Muslim Cultural 

Association of Indonesia was previously noted as a haven for Muslim theatre artists seeking 

refuge from the influences of Lekra. 

From the beginning of 1963, the political power and membership organisations of the 

PKI had visibly expanded systematically infiltrating mass organisations, government agencies 

and departments while capable of mobilising the people for meetings and demonstrations 

wherever it was thought necessary. Ricklefs (1981, p.259) claims that the membership of 

Lekra stood at 100.000 in May 1963. As Yahaya (1972, p.103) explains, such was the 

strength of the PKI that it enabled its prominent figures to come and go from the Istana 

Merdeka (Palace of Freedom), the presidential residence. 

From the Palace came Dekrit Presiden (a Presidential Decree) dated 8 May 1964. It 

prohibited the Cultural Manifesto. Yahaya (1972, p.1  03) cites the statement of prohibition 

contained in the decree as follows: 

The reasons of prohibition are because the Political Manifesto of the 
Republic of Indonesia, as a product of Pancasila, has become an important 
line of direction of the State and there is no possibility of it being contiguous 
with any other Manifesto. Furthermore, if any other Manifesto demonstrates a 
wary attitude toward the Revolution, giving an impression of standing next to 
it, besides its success for the Revolution, then all of our efforts, even in the 
field of culture, must move on the track of the Revolution according to the 
directions of Manipol and its other material of indoctrination. 

Following the decree, not even a statement of apology and a request for forgiveness 

by H.B. Jassin, Trisno Sumardjo and other signatories of the Cultural Manifesto on 11 May, 

was sufficient to prevent the witch-hunt that proceeded against its proponents. 

Sebab-sebab larangan itu ialah karena Manifesto Politik Republik Indonesia sebagai pantjaran 
Pantjasila telah garis besar haluan Negara dan tidak mungkin didampingi dengan Manifesto lain, 
apalagi kalau Manifesto lain itu menundjukkan sikap ragu-ragu terhadOp Revolusi dan memberi kesan 
berdiri disampingnja, padahal demi suksesnja Revolusi ma/ca segala usaha kita, djuga dalam lapangan 
kebudayaan,harus kita dijalankan di atas rel Revolusi menurut pertundjuk-pertundjuk Manipol dan 
bahan indoktrinasi lainnja. 
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The terror of the PKI and Lekra continued. According to Ricklefs (1981, p.263), after 

the banning of the Cultural Manifesto, the PKI and its student following began hounding 
intellectual opponents even more actively in the name of retooling. Yahaya (1972, p.105) 
describes some of the events in the wake of the decree. Jassin and Oemarjati were forced to 
give up their positions as lecturers at the University of Indonesia. Plays were banned and 
manuscripts were burnt thus disposing of all literature considered anti-Manipol, anti-
Nasakom, including those not in the interests of the cultural politics of the PKI and Lekra at 
the time. 

As youth movements like Pemuda Rakvat and communist-based organizations gained 
momentum at the end of 1964, Ricklefs (1981, p.265) notes the PKI was realising its 
enormous membership could be neither entirely controlled nor used as a base for constructive 
revolutionary action. He further notes that the membership of the PKI or its mass 
organisations numbered over twenty-seven million Indonesians according to figures released 
in August 1965. Ricklefs (1981, p.269) also points to the activities of Pemuda Rakyat, along 
with army battalions, for their part in the abductions of senior army generals on the night of 
30 September 1965, an event commonly referred to as Gestapu (Gerakan September Tiga 
Puluh), or the Movement of September 30th•  Ricklefs (1981, pp.268-269) describes the action 
on the night of 30 September 1965 as an ill-planned coup attempt in Jakarta.26  

An attempted coup occurred in Jakarta overnight (30 September/1 October) signalling 
the end of the PKI and setting the path toward an outright ban on communist activities in the 
Republic of Indonesia. Following a bloodied backlash against suspected communists or 
sympathisers, Soekarno handed over supreme authority to General Suharto to restore order 
and facilitate the functioning of government on 11 March 1966. The PKI was immediately 
outlawed and of course Lekra had no longer a power base. Ricklefs (1981, pp.274  & 275) 

recorded events that followed. In March of the following year, the MPRS relieved Soekarno 
of all power and named Suharto as Acting President. The ambiguity surrounding Suharto' s 
position was removed in March 1968 when the MPRS deleted the word 'Acting' from his title 
as President. Any lingering threat from the PKI ended shortly thereafter. 

Despite an atmosphere of optimism at the outset of Suharto's new order 
administration, prohibitions remained over works considered of literary merit written during 
the period of Lekra. But in this instance, these were works of writers who were within 
membership organisations of Lekra and the PKI itself. Yahaya (1972, pp.115-16) is of the 
opinion that such works should not be the victim (man gsa) of censorship by Orde Baru (the 
New Order) of the government of Suharto. 

Among several works he cited as prohibited was the play by Utuy Tatang Sontani, 
Awal and Mira (1951) that Yahaya believes should not have been banned because it did not 
"smell of the politics of communism." It is obvious that all the works of Utuy came under 
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suspicion of the authorities in the New Order government. His plays Si Kampeng and Si 

Sapar, for example, apparently suggested the politics of communism or the credo of Lekra 

sufficient for all in the corpus of Utuy to be similarly treated. Furthennore, Yahaya draws 

attention to a negative attitude in the field of literature seen in the documented collection of 

modern Indonesian literature organised by the DKJ (established in 1968) when working 

together with affiliated government and non-govermnent bodies responsible for collections of 

literature. 

Works of authors from Lekra and those considered pro-Lekra were not collected. 

Yahaya maintains the New Order regime did not provide a respectable cultural approach to 

those works, instead on the contrary, it continued again the tradition before Gestapu. His 

criticism above is indeed reinforced with reference to the collection of plays at the H.B. Jassin 

Centre of Literature Documentation (Yayasan Documentasi Sastra H.B. Jassin) established 

during March 1977 at TIM in Jakarta. Conspicuously absent are the plays of two most 

prominent members of Lekra, Utuy Tatang Sontani and Pramoedya Ananta Toer, are 

conspicuously absent as I mentioned previously. However, two plays of Bachtiar Siagian, 

Lorong Belakang (The Backalley) 1951, and Batu Merah Lembah Merapi (Red Rocks of 

Merapi' s Valley) 1959, are to be found in the Jassin Centre. Bachtiar was an elected member 

of Lekra from January 1959.27 

When Ismail refers to the tradition of the Gestapu, it was in context with the New 

Order's security administration establishing intelligence organisations charged with 

responsibility for control, monitoring and censorship at levels of artistic activity including 

theatre performance. Sumardjo (1992, pp.171-174) has written a brief account of theatre he 

describes in Teror Lekra (Terror of Lekra), the period of terror from 1950 until the event of 

Gestapu (1965). But it is precisely within this period he accounts in detail theatre activities of 

Zoman Emas Teater I (the Golden Age of Theatre I) and Lanjutan Zarnan Ernas Teater I (the 

Continuation of Golden Age of Theatre I) between the years of 1955-58 and 1958-63 

respectively. (cf. Sumardjo 1992, pp.152-157  & pp.163-166 respectively). 

Sumardjo (1992, pp.201-224) describes Zaman emas kedua teater Indonesia (the 

Second golden age of Indonesian theatre) as the period between 1968 and 1988. However, all 

periods were subject to various forms of cultural oppression and prohibition during the 

continuous struggle for the right for freedom of artistic expression. Suharto' s New Order 

regime was no different in that respect to the censuring of intellectual pursuits experienced 

during the twenty-two years of Soekarno' s dictatorial rule, only reason, method and agency 

had altered. 

Indeed, the most sensational event and the most widely publicised case (nationally 

and internationally) of overt intervention by the New Order in artistic endeavour occurred in 

with W.S. Rendra. He had returned from overseas in 1967 having been absent from Indonesia 
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since 1964 at the time that Lekra' s campaign had been stepped up after the Cultural Manifesto 
had been quashed. Rendra was absent during the event of Gestapu and the aftermath of 
general bloodshed which followed with a spate of executions and incarcerations, including the 
persecution of prominent Indonesian intellectuals. 

Rendra' s speech to the Jakarta Council in 1982, when he made the simple statement 
that the people of Lekra did not want to think seriously about the form of art, was the 
antithesis of what he ironically experienced later. The threats of terror wrought by the PKI 
and Lekra of the Soekarno years had passed. Nonetheless, Rendra soon became the prey 
falling victim under several new Order's security agencies (keamanan aparat). Consequently, 
Rendra became a hero, not only within the circle of intellectuals but also throughout the 
movements of student bodies for whom he took on a kind of mantle as a cult figure. 

Rendra's theatre was not at first the prime target attacked by the authorities. Aveling 
(1981, p.vi) mentions an incident in 1970 during a "night of prayers" for the nation after 
which Rendra was briefly detained. However, the first authoritarian blow to Rendra' s Teater 
Bengkel came in 1973 according to his personal and more detailed account revealed in an 
article written in August 1999.28 

Rendra describes how the Rector of the University of Gadjah Mada, Professor 
Sukaji, prohibited the premier performance of Mastadon dan Burung Condor on the campus. 
The play had been written in 1973 and was a criticism against a totalitarian regime that was 
characteristically fascist or communist. Kapolda (kapala polisi daerah), the head of the 
provincial police of Yogyakarta, also banned its presentation in any other part of the city. It 
then became apparent to Rendra that the "Orla" and the "Orba", the Old Order of Soekarno 
and the New Order of Suharto were one and the same. In his opinion, oppression against 
human rights appeared at every moment, tenaciously, orderly and systematically. 

Pressure from groups of students and intellectuals was sufficiently remonstrative and 
politically effective in bringing out General Sumitro, Pangab and Pangkokamtib at that time 
for dialogue with Rendra.29  Under questioning by officers from these elite military 
commands, Rendra (1999, p.31) explained that, 

ii ... 1 social and political criticism every moment is very necessary to watch 
over the collective standard of healthy intellect, and criticism of the 
government is just as valid: not against the law. There is the right of every 
citizen of the state to be watchful in order that the government does not harm 
the people and the state.' 

In the opinion of those military personnel, Rendra' s explanation of the intention of 
the play was obviously satisfactory. Following his dialogue with them, Sumitro said that 

.1 kritik sosial setiap saat sangat diperlukan untuk menjaga standar akal sehat kolektf, dan kritik 
kepada pemeritah itu sah-sah saja: tidak melanggar undang-undang. Adalah hak setiap warga negara 
untuk mengjaga agar pemerintah tidak merugikan bangsa dan negara. 
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Mastadon dan Burung Condor was able to obtain permission to be performed. Rendra (1999, 

pp.31-2) further notes that students of ITB (Institute of Technology of Bandung), who were in 

opposition to the New Order regime, invited him to present fragments from the play. The full 

version of the play was staged in Jakarta and Yogyakarta in that year. 

Although performance of the play was permitted in Yogyakarta in 1973, Lane (1979, 

p.xiv) records subsequent refusal of permission for Rendra to perform plays there until late 

1977. He notes Rendra was formally charged in August 1978. Ironically, charges against him 

were laid by evoking sections of an early Dutch colonial law known as Haatsai Artikelen (the 

Hatred Articles) carrying a maximum seven-year gaol sentence for those convicted of 

"spreading hatred" against the government. Rendra was released from Guntur prison in 

Jakarta on 12 August but was placed under "town arrest" requiring him to report daily to the 

authorities. All charges against him were dropped on 15 October releasing him from town 

arrest without any conditions. 

Nonetheless, the reputation of Rendra became tainted by his clash with authority. 

Prominent arts bodies and potential sponsors for his drama performances and poetry readings 

were pressured not to support him. According to Lane (1979, p.  xv), the director of the Jakarta 

Arts Centre (TIM) indicated it was unlikely Rendra would perform in the Centre because of 

the difficulty in organising permission. Furthermore, Lane noted that the rector of the 

University of Indonesia banned a lecture planned by Rendra while newspapers and periodicals 

remained pressured not to report the political activities of Rendra and other figures. 

The print media generally were wary of both the military and the government's stance 

toward them. Vatikiotis (1993, p.107) describes how the press became subject in the 1970's to 

progressively severe censorship. Later in the New Order's lust for business monopolies, 

members of Suharto' s family and their cronies bought into the print and television media.30  

In Rendra' s words the restrictions of the Suharto regime were endless. Repeatedly he 

had to endure interrogation and detention victimised by Lembaga Eksekutif (the Executive 

Council) of Suharto' s government. He accounts the event of 28 April 1978 at the Teater 

Terbuka (the open-air theatre) at TIM when reading poetry of social protest to a full house of 

three thousand spectators. Rendra (1999, p.33) claimed Satuan Tugas Intelijensi (the 

Intelligence Task Force), or Satgas Intel, threw three ammonium bombs into the audience. 

Before the presentation, he had received two threatening letters in succession suspected as the 

work of Satgas. Furthermore, after an overwhelming response to Rendra' s poetry reading 

from the audience, among them Mohammad Hatta (former Vice-President to Soekarno), 

intelligence officers pursued him for three days. They succeeded in arresting him and finally 

Rendra was detained in the Guntur prison. 

Aveling cites an article of 13 May carried by the periodical, Tempo, concerning the 

event of the poetry reading. It was written that the military officials considered the reading 
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provocative and likely to create social tensions by giving the masses a false picture of the 
benefits of the government's development policies so far. Aveling (1981, v-vi) also cites the 
daily newspaper, Kompas, of 5 May, where it was noted by Admiral Sudomo, the 
Commander of the Council for Security and Order, that the arrest also had an accumulative 
character to do with Rendra' s attitudes and actions in the recent period.31  

As stated in Chapter 4, Rendra wrote in 1999 of his preparedness for performance 
when Suharto no longer held power. That power was relinquished in May 1998 when massive 
student demonstrations and widespread riots brought down the New Order regime. Rendra 
kept his word of preparedness for performance appearing in 1997 and 1999 with his 1962 
adaptation of lonesco's The Chairs as Kereta Kencana, also described in Chapter 4. 
However, his appearances in public have been marked more by their frequency as political 
and social cause celebre during the short term of the B. J. Habibie's 'caretaker' administration 
and the first democratically elected government of K.H. Abdurrahman Wahid. 

Although social and political commentary criticising governments both at home and 
abroad was most potent in the 1999 performance of Kereta Kencana, it was free of 
authoritative restrictions. Interesting also was the size of audience in attendance at the DKJ.32  
In the year 2000, Rendra continued his undertaking to perform in the theatre. In March, for 
example, he took his actors of Ben gkel Teater to perform in Cirebon, West Java. But the play 
was not a new work. Rendra turned back to the experimental mode of theatre he practised in 
Yogyakarta upon return from America in 1967. The performance in Cirebon was Bip-Bop, his 
mini kata (minimal word) form of theatre.33  (See figure 6.4) 

Rendra was not the only theatre director who used productions of plays already in the 
group's repertoire for re-presentation (and re-working) toward the end of the year 2000. Nor 
was he the only theatre artist who suffered long from repressive measures of the New Order 
regime. Although never imprisoned, Nano Riantiamo and his theatre was subjected to 
discrimination, constant interrogation, censorship and outright prohibition of his plays from 
1978 since he established Teater Koma on 1 March 1977. He and his wife, Ratna, possess 
acumen for business enterprise in the arts. Furthermore, they share an innate sensibility to 
produce theatre that is highly creative, professionally managed and commercially successful 
despite authoritarian intervention that had plagued their theatre performances. 

Following a performance of extracts from his play, Semar Gugat (Semar Accuses), at 
Teater Utan Kayu in Jakarta on 6 January 1999, Nano presented a paper concerning events 
that occurred throughout the history of Teater Koma. It was titled, Teater Koma di luar 
panggung, catatan: N. Riantiarno (Teater Koma outside of the stage, notes: N. Riantiarno). In 
this paper Nano explains the intricacies and intrigues of intervention by the many authorities 
he and his theatre experienced from 1978. Ultimately, every play performed by Teater Koma 
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until 1999 became a victim of the many security agencies, police and military divisions under 

the aegis of the New Order regime.34  

There were two exceptions however, Rumah Kertas (Paper House), the first play 

written by Nano for the inauguration of Teater Koma in 1977 and Opera Sembelit 

(Constipation) in 1998. As the last play addressed in his notes, Nano stated that Teater Koma 

did not have to deal with a letter of permission (as was usual practice) for the fifteen-day run 

at GKJ of Opera Sembelit In fact, such a letter did not transpire at all. This was despite the 

oblique inference of the title, Constipation, and the transparency in the basic theme. The play 

concerns the "gagging of the opposition causing all people constipation, and on top of that 

national diarrhoea occurred afterwards." (Note: p.9). (See figure 6.5). 

Nano's notes, although brief, are extensive and far-reaching in their commentary of 

problems experienced in all performances up to and including Opera Sembelit. For that 

reason, several plays have been selected, and described below, to illustrate the extent of 

censorship, prohibition and discrimination inflicted upon Nano and his theatre during the 

Suharto years. Furthermore, the selection includes performances that were a subject of some 

sensitivity within certain attitudes of the Indonesian govermnent toward international affairs, 

as well as Nano's adaptations of two Western plays. 

The following discussion on Teater Koma also acknowledges my paper, "Sampek 

Engtay and Other Plays of "Teater Koma": Directions of a theatre during the New Order and 

New Era of Indonesia" (2000). Where applicable, extracts from that paper have been noted. 

Besides references to Nano's paper cited above, also included in the text below are relevant 

comments taken from interviews with Nano and Ratna Riantiarno. 35  

Problems for Theatre Koma began with the production of Maaf. Maaf. Maaf. (Sorry. 

Sorry. Sorry.) in 1978 following the three-day success of Rumah Kertas (Paper House) at 

TIM in August 1977. Maaf was written as a satire based on the epic Indian poem, Ramayana. 

But in Nano's version of the story he obfuscates its subject of two themes, power and love. 

The once virtuous Sinta actually falls in love with the monster, Rahwana, the representative 

figure of authoritarian power. He had kidnapped her with powerful charms while Rama 

remained inert incapable of action. Nano portrayed this legendary hero figure of Rama as a 

powerless student demonstrator. In fact it is the power of authority itself invested in Rahwana 

that becomes the brunt of the satire. He takes much delight in cutting the ribbon to officially 

declare the opening of public toilets.36  (See figure 6.6). 

Maaf was performed in the Teater Terrutup at TIM for five nights. On the last night, 

the capacity of the theatre was exceeded by 250 percent. Glass windows of the box office 

were shattered because of frantic jostling of the crowd to obtain tickets. Extra capacity was 

accommodated when seating the audience on both sides of the stage. However, over-capacity 
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crowds were only the beginning of problems for Teater Koma and naturally this minor 

problem was in the theatre's best interests. 

It was the play itself that caused a major problem and began a process of close 
scrutiny by the authorities and developed into a pattern for future performances. Although 
Maaf played for two additional nights on the campus of the University of Indonesia, it failed 

to be performed at campus of universities or institutes in Bandung, Yogyakarta and Surabaya. 
The police, acting on government orders, forbade outside bodies conducting activities on 
campus, saying they would create a problem with normalisation. Nano says that: 

There is a monologue within the play always, which every day always was 
recorded by intelligence personnel. Who knows why and for what? But that 
monologue indeed spoke of authoritarian power that choked the spirit of 
democracy. (Note: p.1) 

Other satires followed Maaf with even more deeply biting commentary on social and 
political issues. However, Nano set out to mask those issues within scenarios veiled by 
acculturation processes of traditional performing arts or folk theatre genre from the regions of 
Java. He used idioms and themes usually performed in the popular theatre of ludruk and 
ketoprak as a minor for his form and style of theatre. Furthermore, most of his other plays 
were set in various foreign locations or before the period Suharto's New Order regime. 
Surprisingly, for the production that followed Maaf, Nano makes no reference to any 
intrusion or intenogation by the authorities. That production was Opera Ikan Asin (The Salt 
Fish Opera) in 1983 based on Brecht's The Threepenny Opera, the title that Nano also used 
for his own adaptation of the play. 

There is an interesting comparative analysis that I draw attention to briefly with 
respect to the work of Brecht and Nano Riantiarno. Willett (1964, p.68) has translated an 
interview given by Brecht in 1934 while in self-imposed exile in Copenhagen having fled 
Germany during the upsurge of Hitler's Nazi regime. For the non-naturalistic presentation of 
his plays, he employed actors required to use a special method. Brecht said in the interview: 

For that [special method] one has to apply the only form that I find natural: 
the epic, story-telling kind. It's the kind the Chinese have been using for 
thousands of years. 

In his edition on Asian theatre, Brandon (1997, p.58) includes a chapter on traditional 
theatre of China in the 20th  Century. It relates to the rise to fame of the Beijing-born Mei 
Langfang, his success in international cultural relations from his tours to America and Russia 

in the 1930's. He stined Western thinking to new aesthetic insights on theatre. Bertolt Brecht 

" Ada monolog di dalam sandiwara itu, yang setiap hari selalu direkam oleh tugas intel. Entah 
men gapa dan untuk apa. Tapi monolog itu memang berbicara tentang kekuasaan otoriter yang 
memacetkan semangat demokrasi. 
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and V.E. Meyerhold admired him and were deeply influenced by seeing Mci's 

performances.37  

Although of Chinese descent, Nano' s setting for The Threepeeny Opera was not an 

inner urban compound of a large city in China, nor the slums of London during the Medieval 

period in which the play was originally set. The action of the play takes place in a kampung, a 

poorer residential suburb of Batavia during the Dutch colonial period. Ironically, Nano' s 

adaptation of the work of Brecht relates a tale of conspiracy, known well in Indonesia as 

collusion, between the head of police and the leader of bandits. In his notes Nano writes: 

It is strange [that] precisely the story which is opposed to classes between the 
rich and the poor is watched by many police officials and is received in a 
positive way. (Note: p.2).' 

How poignant that this production should be re-staged in April 1999 in the Graha 

Bakti Budaya, the theatre venue at TIM, under a new government avowed to sweep away 

malpractise of the former government. Obviously at that time, Nano still considered The 

Threepenny Opera as a potent source of criticism pointing to even the current social (and 

political) environment that prevailed after Suharto' s demise. His New Order regime was 

followed by the government under B.J. Habibie whose administration had a mandate to stamp 

out practices of Korupsi, Kolusi, Nepotisme Corruption, Collusion, Nepotism, or KKN, with 

which Suharto himself and many others were (and remain) implicated. 

Most significant in the first presentation of The Threepenny Opera was not only the 

overwhelming success it enjoyed. There was also conspicuous absence of any intrusion by 

government agencies. Curious nonetheless, for the 1999 production there was a question of 

doubt raised concerning the position of the law. It reads: 

And whatever comes from the Palace, can in fact stand above the law. It can 
even alter the decision of the judges. But this story happened in the era of 
Dutch colonials, around 1925 and 1930's, didn't it? Or is it still going on 
today? xxiv 38 

The meaning of 'today' may as well be read in context with the current administration 

of K.H. Abdurrahman Wahid. He was installed at the Istana Merdeka (the Palace of Freedom) 

in Jakarta as Indonesia's third president following the elections of November 1999, 

considered truly the first democratic elective process within the meaning of Indonesian law. 

Box office damage occurred at the theatre again as the reputation and popularity of 

Teater Koma spread. It happened at TIM once more in 1985 when Opera Kecoa (The 

XXIII Anehnya, justru kisah yang mempertentangkan antara golongan miskin dan kaya mi ditonton oleh 
banyak pejabat kepolisian. Dan ditanggapi secara positif. 

Dan apa pun yang berasal dari Istana, nyatanya selalu mampu berdiri atas hukum. Bahkan selalu 
sanggap men gubah keputusan hakim-hakim. Tapi kisah mi 'kan terjadi di zaman Belanda pada sekitar 
1925-1930an? Ataukah masih juga terjadi di masa kini? 
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Cockroach Opera) was performed. The story of the play (Note: p.2) tells of a transsexual 

(wadam, an abbreviation of wanita adam) named Julini who was hit by a stray bullet at the 
time transsexuals were demonstrating in front of a security agency. Nano describes how every 
day the performance was monitored by many intelligence officers. But on this occasion they 
joined with the laughter and enjoyed the play. (See figure 6.7). 

On one particular evening performance, rows of green uniforms half-filled the 
theatre. The regional military command (Kodam) attended, including their Commander. 
Although undisturbed by any authoritarian intervention in Jakarta, the performance of 
Cockroach Opera was temporarily delayed in Bandung. A telephone call received at the 
theatre threatened of a bomb planted in the building. It was not found. Five years later, plans 
for a performance of Cockroach Opera prepared for an overseas tour were shattered. Nano 
explained the two-year preparation (since 1988) for the production to tour four major cities of 
Japan. All theatres had been booked and equipped with the appropriate technology to use 
subtitles in English and Japanese, all paid up front by the Japan Foundation and the Asia 
Centre. A group of thirty personnel from Teater Koma had prepared the production scheduled 
to perform at the GKJ for a five-day ujicoba (a try out). Performances were in the presence a 
special contingent of artistic supervisors (including the press) from Japan whose task it was to 
attend to any needs of Teater Koma before its departure. The tour of Japan was planned for 
February 1991, but it was prohibited by the events below as Nano describes. (Notes: pp.5-7). 

On the night of the first performance, the police task force, Polsek Pasar Baru, a 
division stationed at a Jakarta marketplace across from the theatre arrived. They came in two 
armoured vehicles carrying water cannon. They blocked the gates to the GKJ while issuing 
firm orders to disperse the audience already gathered in the lobby. They forbade anyone else 
to enter the theatre grounds. Nano was ordered by an officer to go and stop the performance. 
When he asked why, the officer simply replied he had received an order from his HP, his 
field-phone. Nano retorted with anger he would not stop the performance to obey a field-
phone. The somewhat confused police officer contacted his superior, the chief of his division 
(Kapolsek). He arrived and appeared somewhat friendlier, but nonetheless remained insistent 
for the performance to be stopped. Nano requested the letter of order (surat perintah) 
prohibiting the performance. It became obvious during debate over the matter of the letter that 
it had not been obtained. Subsequently, the officer changed the tactic of his approach. He 
consequently asked Nano for the letter of permission to perform (surat ijin pentas), a matter 
the director of the GKJ as a standard procedure ordinarily attended to at that time. 

According to Nano (Note: p.6), it was the theatre management who possessed a 
license (letter of permission) on a yearly basis. At that time, the management had the right to 
plan performances and what they wished to present on stage. But in reality, here was an 
instance of weakness in the licensing procedure picked out by the police. Although indeed the 
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theatre management had a yearly license to operate, the police did not see the name of Teater 

Korna on any documentation. Accordingly, they forced the management of GKJ to cancel the 

performance because there was "not yet" (be/urn) permission. 

Nano states that from this incident was the beginnings of what afterwards was to be 

called ijin khusus (special permission) for certain theatre performances. As such, it was only 

to be undertaken for Nano of Teater Koma, Rendra and Guruh Soekarno, choreographer and 

son of the former president. Requirements of special permission for every future performance 

by Teater Koma further exacerbated problems for Nano and his theatre when seeking to 

secure sponsorship in advance of permission being granted, which in most cases came 

conspicuously late. 

There was no other way around the situation. The management of GKJ was forced to 

request Teater Koma to cancel the performance. Cancellation of Cockroach Opera in 1990 

had very interesting consequences. Artists approached the DPR-RI, the legislative assembly 

of Indonesia and met with Sudomo (referred to above) who asked Nano himself to meet with 

him at the Departemen Pertahanan dan Kearnanan (the Department of Defense and Security) 

or DepHanKam. He was told that consideration of Teater Koma going to Japan was a matter 

taken up by the state. Nano explained the Japanese were offended by Indonesia' s decision and 

said that the tour of Teater Koma to Japan was not at all connected with the consideration of 

the Republic. All payment was the responsibility of Japan. 

Nano maintained that although Sudomo, as the Co-ordinating Minister of Police and 

Security (Menko PolKam) guaranteed that Teater Korna could depart for Japan, the Japanese 

wanted a government guarantee. That is, one not merely at ministerial level but at 

governmental level through the parliament. The final seal of prohibition for Cockroach Opera 

to be performed in Japan came from the Secretary of State (Mensesneg), Moerdiono. 

According to Nano (Note: p.7) the Secretary said, "if it is already prohibited within the 

country, where may it be permitted to go overseas?" 

It is certain that the play was not prohibited because it was "deemed vulgar" 

according to Schwarz (1994, p.32), an aspect never mentioned by Nano in his notes. Japanese 

investment and vested artistic interest already placed in Cockroach Opera is evidence that the 

Japanese themselves never took that point of view. 

According to Vatikiotis (1993, pp.167-8), the Japanese Prime Minister, Kaifu, raised 

the issue of succession with Suharto on his visit to Jakarta late in 1989. Japanese diplomats 

generally were under pressure to show more commitment to ideals other than profit. They 

made tentative contacts with Indonesia's small dissident circle for the first time. In a policy 

statement made by Kaifu in Singapore during May, he spoke of co-operation based on 

principles of freedom and democracy. Japanese overseas development assistance was to be 

governed primarily by progress toward democratisation. 
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I questioned Nano concerning the diplomatic climate between Indonesia and Japan in 

the instance of prohibiting Cockroach Opera. My question was framed in the context of 
Vatkiotis statement above, particularly with respect to the issue of freedom and the progress 
of democratisation. Nano's reply was somewhat ironic. He suggested that the theme of the 
play in 1990 suddenly felt very sharp and it was not surprising if plans to stage Cockroach 
Opera afterwards were cancelled. Furthermore, he refers to a masa "borok Indonesia" (a 
cancerous period of Indonesia), a cancer that would travel around four cities of Japan. 

Must the "cancer of Indonesia" be window-shopped, talked about in the 
country of other people? It would be embarrassing, no? If you want to watch 
something, don't watch what is very ugly, yes? Isn't there still much that is 
very good and beautiful about Indonesia? ' 

As Nano suggests, that is what perhaps was in the mind of the institutions of power at 
the time they decided to "seize" the performance of Cockroach Opera.39  

When Cockroach Opera was performed at the Belvoir Street Theatre in Sydney 
during July and August 1992, there was no such scenario as had occurred prior to the 
Japanese tour. Included in the questions of my interview with Nano (9, p.2) were statements 
written by Vatikiotis concerning Indonesian and Australian relations. 

Vatikiotis (1993, p.167) claims that tensions in Indonesia afflicting the New Order 
remained hidden from the outside world for the most part. The apparent warmer bilateral ties 
with Indonesia were described as an almost perfect affinity with an ostrich. The alarm over 
tensions raised by Australian diplomats in Jakarta was buried in Canberra's bureaucratic 
quicksand. I asked Nano if it was a smooth passage for his play to Australia and if he 
considered an Indonesian play presented in Australia a token act of diplomacy. And if the 
Australian audience was perhaps like the ostrich with its head in the sand unable to fully 
comprehend the social and political satire in Cockroach Opera. 

Nano's reply was brief to the extent of avoiding the question's political inferences. 
He did not know who was playing around (bermain) behind Cockroach Opera. As Nano 
recalls, indeed he had to face a series of press, radio and television interviews in Australia 
questioning the problem of creative freedom as well as democratisation in Indonesia, even the 
problem of East Timor. The umbrella over all questions raised was simply expressed in 
Nano's own question: Siapa memanfaatkan siapa? (Who exploits whom?). Nano did not 

know. What he did express was the gladness that Cockroach Opera was performed extremely 
well by another group theatre outside of Indonesia. This was an extraordinary gift for Nano 
himself and Indonesian theatre. Concluding his reply to the question, Nano retorted, 

Masa "borok Indonesia" harus dietalasekan, diobral di negara orang lain? Kan nwlu? Kalau mau 
dipertontonkan jangan yang jelek-jelek dong. Yang bagus-bagus dan indah tentang Indonesia kan 
masih ban yak. 
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"furthermore I do not wish to think about other matters outside of the problems of theatrical 

artistry".4°  

Although the first of Nano' s adaptation of a Western play, The Threepenny Opera, 

escaped intervention by security agencies in 1983, the title alone of Wanita-wanita Parlemen 

(Women in Parliament) caused intelligence authorities some concern in 1986. (See figure 

6.8). The comedy by Aristophanes, Lysistrata, was adapted by Nano as Women in Parliament 

to illustrate the virtues of women achieving power enabling them to enter parliamentary ranks 

dominated by the male. As an exemplar, he cites the case at the time of Corazon Aquino' s 

"people power" movement in the Philippines. 

Nano describes the six-hour interrogation backstage for two consecutive nights by 

intelligence officers while claiming not to know why all the questions were raised. He was 

asked for example if any of the members of Teater Koma were students and were there any 

radicals among the membership. In addition, he was asked his opinion of members of 

Angkatan Bersenjata Republik Indonesia (the Indonesian Armed Forces), or ABRI, who were 

appointed as members of of the two houses of parliament, DPR and MPR. Nano himself 

concluded that the intense interrogation was a result of the play talking about parliament. 

Regardless of the interrogations, Teater Koma were determined that "the show must go on" as 

Nano wrote. (note: p.2). 

One play of Teater Koma most significant for its distinctive ethnic background 

received wide reaching attention from the authorities to become a target of blatant 

discrimination. Sampek Engtay was prepared to open at the GKJ in 1988. (See figure 6.9). At 

that time, Nano described the play as "a classical work depicting a love story, a kind of 

Chinese Romeo and Juliet" adapting it and moving its location to Banten and Betawi at a 

period around the end of the 19th  Century (note: p.2). At the turn of the 20th  Century, Dutch 

colonisation of the East Indies was strongly entrenched throughout much of the archipelago, 

although the origins of nationalism were beginning to be seen, heard and increasingly felt. 

The production of Sampek Engtay was in jeopardy on the very day it was to be given 

a premier performance in the evening. In the afternoon of that day, Nano explains he was 

summoned to face a certain lieutenant colonel of Bakin (Badan Kordinasi Intelijen Negara), 

the State Intelligence Coordinating body.4' There, he was interrogated for three hours while 

having to explain personal viewpoints pertaining to ethnic, religious, and racial relations 

(suku, agama, dan ras antar-golongan) or SARA. Apparently, this official possessed a 

newspaper clipping which was very comprehensive (personally explicit) about Nano himself. 

Finally he was allowed to return home and requested to wait. Permission to stage the play 

would be given by phone. 

All of the tickets for the sixteen-day performance were already sold. At 7:30 p.m., but 

Bakin had not yet phoned. The audience was arriving at the theatre when a call was received 
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finally granting permission. But there were conditions attached requesting that all writing in 
Chinese characters must be absent from the stage, including any other Chinese form of art. 
That is, the visual presentation of the play (mise en scene) had to be changed. Nano agreed to 
the conditions and within fifteen minutes before play started, all members of the Tearer Koma 
had rid the stage of any 'Chinoisere'. Any sign or symbol that signified the presence of 
Chinese tradition had been removed. According to Nano, the performance began precisely at 
the advertised time of 8:00 p.m.; all conditions had been met. (note: p.3). 

Having met with overwhelming success 1988, despite the trauma through restrictions 
placed upon it when performed in Jakarta, Teater Koma decided to take the production of 
Sampek Engray on tour to Medan in North Sumatra during 1989. But upon arrival there, the 
theatre group experienced a cancellation of an existing recommendation for permission of the 
play to be performed. It came from the regional office of the Department of Education and 
Culture (Kanror Wilayah Departemen Pendidikan dan Kebudayaan), or DEPDIKBUD, in 
Medan, on instruction from the central office in Jakarta. Even now, Nano confesses he does 
not know the reason for the Department's action. The head of the county police (Kapoires) in 
Medan could do nothing since they did not have the right to give permission of performance 
over the head of DEPDIKBUD. A new recommendation had to be sought in since Tearer 
Koma was now in Medan. 

Nano went back and forth to the regional office DEPDIKBLTD but its head was not 
prepared to meet. He was lying low (ngumpet). Kapolres was approached again but with the 
same response as before. Nano also went to the office of the Governor of North Sumatra, but 
he was only able to meet with the SEKWILDA (the Regional Secretary), all to no avail. 
Returning to the theatre, he found it surrounded by units of police on motorbikes. Permission 
to perform was absolutely denied although all tickets for the three-day performance had been 
sold. Returning to Jakarta with apprehension, Nano and his co-workers sent letters of protest 
to most outlets of the mass media. Although devastated by the Medan experience, Nano said 
of the banning that it was a "measure of despotism" (tindakan yang zalim). (note: p.4). 

Behind this measure there was another, which implied not only despotism, but also a 
measure of xenophobia that seemingly was flowing in the veins of certain sectors of pribumi 
(the indigene of Indonesia). Those people of inmiigrant blood, the Chinese in this instance, 
were targets for discrimination by certain minority groups of indigenous Jndonesians. 
According to Asmara (1995, p.172), Sampek Engtay was banned during its tour to Medan at 
the same time as a Peking Opera performance was banned in Jakarta. In accounts by Schwarz 
and Vatikiotis, described below, is demonstrated the prevailing attitude toward the Chinese 
with all the outward appearances of a xenophobic trait. 

Hatley (1992, p.xiii) referred to the banning of play having little to do with the 
contents of the play but more to do with ethnic relations with the Chinese. However, this was 
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driven not necessarily by ethnicity alone but by reason of economic status held by the Chinese 

elite. Indeed, the majority population being the indigene, only four percent comprise the 

Chinese population of totok, a colloquial term for both the full-blooded Chinese or a new 

corner, and peranakan, Eurasians or Chinese with some Indonesian ancestry. 

The early history of growth, prosperity and wealth of the archipelago that was to 

become the Republic of Indonesia, is witness to the historical role the Chinese played as a 

backbone for its economic expansion. But the Chinese in Indonesia, from whatever strata in 

society they found themselves, were a whipping-post or scapegoats used to vent the passions 

and bear the brunt of violence of certain elements in the indigenous majority. As a prime 

example, the action of the coup of September 1965, amongst several other hypotheses, was 

reasoned as a result of the rise to power of the PM. 

The Party involved several influential (and extremely wealthy) Chinese business 

magnates closely associated with President Soekarno at that time. In fact, it was Soekarno 

who gave mandate to legitimise the PM as a political party in its own right. Before the coup, 

he had advised his Chinese associates to distance themselves from the party and maintain a 

low profile. Following the coup, the PM was banned in March 1966 and Indonesia was 

admitted to the United Nations in April of that year. At the same time, Soekarno 'stepped 

aside' to enable Suharto an entree to the presidency. 

But the economic state of Indonesia was in a desperate condition. On the appointment 

of President Suharto, he turned to "the race that counts", the Chinese business magnates, to 

bring about an upturn of the economy. From his New Order regime grew Chinese 

conglomerates that received his patronage (concessions) in return for their input (wealth) and 

stability (business acumen) toward re-growth of the economy. However, the atmosphere of 

"cronyism" finally began to become uncomfortably transparent and disturbing. For the 

expression, "the race that counts", I have quoted the title of Chapter 5 in Schwarz (1994, 

pp.98-132) who provides an interesting reading of the Chinese and their business acumen 

within Indonesian economic growth. 

Vatikiotis (1993, p.158) writes in his chapter, "Succession Stalks Suharto": 

Comments about the threat to stability posed by untrammeled growth of 'big' 
- meaning Chinese - business interests, began to surface in the press during 
parliamentary hearings in the course of 1989. The word 'conglomerate' 
assumed negative racial overtones. 

Indeed it was racial dissent that was a highly volatile issue to avoid any form of 

instability that might repeat the action of 1965. And no doubt, Suharto was gravely concerned 

that his image as Bapak, the "Father" for all people of the nation, be preserved. To allay fears 

that the wealth gains from the Chinese were seen to be siphoned into the pockets of his 

family, friends (cronies) and himself, by means of business and charity foundations, Suharto 
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ordered his government to adopt a kinder, gentler approach to dissent in December 1989. It 
came as a policy shift known as keterbukaan (openness). 

For Teater Koma, keterbukaan was a false hope, a dream that faded and failed to 
open wide the doors to a theatre that contributed to the nation's cultural heritage. Nano' s play 
Suksesi (Succession), presented in mid October 1990 following in the wake of the stormy 
passage with Sampek Engtay, was the cutting edge for success or failure in the application of 
such openness. It was a test of "social right and individual responsibilities", according to 
Schwarz (1994, pp.231-232), in his account of the play and its ultimate demise toward the 
ends its two-week run. (See figure 6.10). 

Suksesi portrayed fictional characters who came too close to being identified with 
certain business associates of Suharto, his family, friends, and cronies. They were not 
sufficiently veiled to mask the message of social reality visible to the public (and security 
agents) gaze on the stage. 

In the story of Suksesi, an aged king feigns illness to see how his four children would 
react if one were to become his successor. In the end, it is his favourite daughter, Diah Roro 
Suksesi, who wins out when gaining the backing of the army to undermine her siblings and 
attain her father's crown. The general scenario of the plot may approximate more that of 
Shakespeare's Macbeth than being witness alone to a presage for the Suharto clan. But 
nonetheless, implications of the enormous wealth the king's children enjoyed, and the 
political vying for power, did not escape the consciousness (or conscience) of Indonesian 
authorities. On the eleventh day of its performance, the police ordered that the play be closed. 
Schwarz (1994, p.232) suggests "the government, defending its action, claimed it to be 
'uneducative', anti-Pancasila and a threat to security." 

Curious that the five principles of Pancasila were those on which Soekarno based the 
building of the Republic of Indonesia. Two of them, according to McKay (1976, p.272), 
humanity (peri kemanusiaan) and social justice (keadilan sosial), are those which the story of 
Sampek Engtay propagates. In the 1999 version of this play, all historical taboos were broken 
and keterbukaan was given free reign. Noticeably absent from notes in the play's programme 
for 1999 was an almost apologist statement that the story was "a kind of Chinese Romeo and 
Juliet." Present were notes (p.3) that stressed one new theme, pemberdayaan perempuan (the 
empowerment of women). 

Although in fact the performance of Lysistrata impressed upon that theme, it 
remained a clouded issue in the Suharto period. At that time it was never imagined that a 
woman in Indonesia would rise to a position of parliamentary power as Aquino had achieved 
in becoming president of the Philippines. And even further from the imagination that 
Megawati Soekarnoputri, the daughter of former president Soekarno, would come to power in 
May 2001. 
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In the performance of Sampek Engtay, according to the play's programme notes, was 

celebrated the powerfulness of women pointing to their successfulness (keberhasilannya) as 

was witessed at the time of Megawati Soekarnputri becoming Vice-President of Indonesia. 

Also in those programme notes are not forgotten other powerful women such as Kartini, Dewi 

Sartika and Cut Nyak Dien, who struggled to emancipate Indonesian women to gain equal 

rights. The character of Engtay in the play epitomises all that is celebrated through women's 

rights to schooling, to become advanced and share a role in the development of the people and 

the nation. But furthermore, Engtay struggled to have the right to possess individual power, a 

right that was once a taboo sufficiently devastating for her suffer by giving up her own life. 

Another theme witnessed for the first time in Sampek Engtay was racial equality, or 

freedom of ethnic expression, witnessed at a most celebrated moment when the barongsai 

appeared. Or according to the programme notes (p.3), it is also known as the kilin, singa, 

hong, dragon and naga, namely, the renowned Chinese lion dance. As a popular form in the 

tradition of Chinese theatre, the barongsai was hidden from general public gaze in Indonesia 

when performances were banned during the New Order regime. But nevertheless, it never has 

been celebrated as a traditional performing art genre or appeared in books published on 

performing arts of Indonesia. (See figure 6.11). 

In the 1999 production of Sampek Engtay, the barongsai was performed before 

spectators in front of the theatre building prior to the performance. On stage, the lion dance 

appeared in the final act as originally written into the play's scenario. But in the venue of 

Teater Tanah Airku, with its advanced backstage teclmology, it became a hypnotic spectacle 

(tontonan) of psychedelic as a multitude of multi-coloured paper cutouts of butterflies (kupu-

kupu) were released from the fly-tower and floated to the stage and audience below. 

As Nano and Ratna explained before the performance of Sampek Engtay in the 

theatre at Taman Mini Indonesia Indah, the appearance in any public place of the barongsai 

during the New Order regime was absolutely out of the question. The ritual performed in the 

dance was the epitome of expressive 'Chineseness'. For the return appearance of Sampek 

Engtay during November and December 1999, the only permission required by Teater Koma 

was a contractual agreement with the theatre management executive of Teater Tanah Airku 

complex. The era of theatre performance, during the New Order administration, needing 

multiple letters of permission (surat izin) or special permission had ended by the close of the 

second millennium.42  

Even in the face of adversity propagated by rigid security measures of that period of 

government administration, literature for the stage was prolific, written with new spirit and 

creative imagination that emerged from the shadows of Lekra' s dogma. Group theatre 

flourished outside of the mainstream centres of Jakarta, Bandung and Yoyakarta. Wider 
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catchment areas for theatre artists developed in other major cities of Medan, Padang, Ujung 
Pandung (now Makassar) and Surabaya for example. 

New playwrights found stimulus and sought higher ground for artistic achievement in 
their struggle against social and economic repression that was the legacy from Soekarno's 
Manipol-USDEK. Modern theatre in Indonesia reached a turning point in the history of its 
development. From the beginning of Suharto' s tight-fisted political (and economic) reforms 
and onward, the artistic environment indeed become a market place of ideas. Indeed, in the 
social and cultural climes of 1968, a watershed of modem theatre had arrived. Sumardjo 
(1994, p.201) was most discerning when writing of the "second golden age of theatre" 
heralded by the establishment of TIM that presented monthly performances of modern theatre 
by groups of theatre foremost in Indonesia. According to Schwarz (1994, p.235) in the 
marketplace of ideas, 

[ ... ] Indonesia's artists, poets and playwrights were more tolerated than 
welcomed by the New Order government . . .1. The New Order, almost 
insistently anti-intellectual, was all but bereft of great plays, books and films. 

However, his statement in fact is far removed from the truth. For example, the film 
career of Teguh Karya began in 1971 and spanned a period of some twenty-three years. 
During that time he was honoured with coveted awards, national and international, by 
government and the film industry for his masterpieces. At the government-owned Hotel 
Indonesia, the first international star-rated hotel of its kind in Indonesia, Teguh began his 
distinguished theatre career as founder and director of Teater Populer in 1968. 43 

In the repertoire of his group theatre was the play, Dag Dig Dug (1974), by Putu 
Wijaya, performed in January 1978. Putu is one of the new tradition (tradisi baru) of theatre 
artists noted by Asmara. His first play, Bila Malam Bertambah Malam (When Night Falls), 
was presented in 1965 at the time of Lekra' s demise when the PM was crushed. As theatre 
director, playwright and actor, Putu and his Teater Mandiri (1971) had continued to create 
new works through the period of intensive scrutiny by the New Order's security apparatus. 
Over forty works for the stage are accredited to him beside thirty novels and one thousand 
short stories as well as works for film and television (sinetron) up to 1998, all within the 
period of Suharto's Order Baru.45  (See figure 6.12). 

Like other great playwrights and directors of his time, Arifin C. Noer, Rendra, Wisran 
Hadi, Ikranagara, Suyatna Anirun, Teguh Karya, Nano Riantiarno and Saini KM, Putu 
attracted international attention. Particularly prominent was the performance of Putu' s play 
Gerr (1981) adapted as Geez in Madison at the University of Wisconsin in 1986. This 
particular performance created a wealth of world literature that alone is testimony against 
Schwarz's statement.' (See figure 6.13). 
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The dearth of great plays during the period of the New Order claimed by Schwarz is 

in fact a myth. The several accounts of plays I have described in that period are a testimony to 

that fact. Even the not-so-great plays, those not written by the prominent playwrights like 

those appearing in Asmara' s (1995) Tradisi Baru; A "New Tradition" of Indonesian Theatre, 

or those heralded and celebrated in Jakarta, are nonetheless significant for their integral 

contribution to national aspirations of Indonesian theatre. Those plays, their writers, directors, 

and theatre artists generally, contributing to an integrity of regional theatre in Indonesia, are 

similarly active in major centres of other far reaching provinces of the archipelago. Although 

their activities are the subject of the appendices, it is applicable to note here that new plays 

from regional centres did not escape the attention and intervention of the New Order's 

security apparatus. They needed the presence of the print media and its controversial 

reportage of censorship issues before they could be brought to public attention and celebrated. 

One such case Samson (1994, pp.28-30) describes was the banning of the play Pak 

Kanjeng. Of particular interest is her description of nine procedures undertaken for the play's 

approval and the reasons given that ultimately led to the play's prohibition when it was be 

performed in February 1994. It already had been performed in Yogyakarta during November 

1993 with overwhelming public response. Originally it was written in monologue form but 

never performed, and attracted the attention of Emha Ainum Nadjib and theatre artists who 

had previously worked together in Teater Gandrik and Teater Dinasti of Yoyakarta, 

particularly Butet Kartaredjasa. 

The story of the play tells of a former freedom fighter who wants to settle down to a 

normal life after the war of Independence. He joins a transmigration program, finds a place to 

farm, but is forced to move more than once for the sake of building development. 

Construction of a factory and a dam first threatened his farm; the final threat was the 

construction of a shopping complex and a golf course. Samson (1994, p.28) describes Pak 

Kanjeng as a person, 

[ ... ] thrown into an inner struggle in which he is torn between anger and a 
sense of resignation, between his courage and defiance and deep sense of 
shock and powerlessness to confront the threat. 

The reason for the banning of the play was politely put as a "postponement"; the final 

deciding body was Kodam, the Regional Military Command. According to Samson (1994, 

p.29), Kodam stated that the situation in the community of East Java and Surabaya did not 

make it possible for permission to be given and it was hoped that the script would be refined 

and revised. 

As a result of the two dark periods experienced in the development of modern theatre, 

the reign of Lekra' s terror and the ubiquitous presence of Suharto' s intelligence machinery, 

theatre activities in Indonesia actually flourished, despite some opinions to the contrary. 
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Repression through censuring and banning performances of plays had a reciprocal effect 
invigorating theatre artists such as those reviewed in this chapter. Rather than creating an 
effect of degeneration of theatre groups, interventionist activities of government succeeded in 
evoking a regeneration effect. An atmosphere of unification was created whereby the concept 
of a national theatre became a focus of aspirations among theatre artists such as Ikranagara 
and Saini K.M. for example.47  

Furthermore, during the early days of the New Order administration, it must not be 
forgotten that the establishment of TIM in 1968 became the common denominator for inter-
regional confluence of the arts, including traditional performing arts and modern theatre. At 
the same time, within the infrastructure of TIM, arts bodies such as the Jakarta Arts Council 
(DKJ) and its counterparts in the major cities of the provinces remained highly interactive 
initiating arts programs that united artists in the regions. 

In the years that followed, the government of the New Order established various 
institutions for arts education, STSI, ISI, ASKI, in cities such as Denpasar, Solo, Yogyakarta, 
Bandung and Padang under the aegis of DEPDIKBUD. Later the same department developed 
and sponsored (and jointly managed) the public Arts Centres (Taman Budaya) in each 
provincial city contributing to the progress of regional arts that focussed on traditional 
performing arts as well as modern theatre. In my opinion, these centres are the true 
"marketplace of ideas", whereas Schwarz (1994, p.236) suggests "Indonesian artists, poets, 
playwrights, intellectuals, novelists and journalists were more tolerated than welcomed by the 
New Order government." 

It was precisely these arts bodies and institutions, individually or collectively working 
together (bekerjasama), which took the initiative to revitalise the phenomena that Sumardjo 
(1994, pp.167-169) regrets no longer appears on the calendar of modern theatre events. He 
refers to the rising standard of theatre since the 1950's when performed in festivals of theatre 
in the regions citing such places as Palembang, Medan, East Kalimantan, South Sulawesi, 
Menado, Surabaya and Central Java. Theatre festivals were, and continue to be, a major event 
for the regeneration of modern theatre. They have succeeded not only on a regional scale, but 
also reached a peak at national level in 1996 during the festival of modern theatre in Bandung 
represented at that time by all twenty-seven provinces. In addition to the calender of festival 
events, initiatives were taken in programs of Pertemuan Teater (Theatre Meetings) integrating 
performances of works with seminar panels that continued well into the year 2001. 

Festivals and forums provide a critical measure of national aspirations. They bear 
witness to the development of modern theatre that has generated, degenerated and regenerated 
through the periods of Soekarno's Guided Democracy, Suharto's New Order, Gus Dur's New 
Era government and an era of reformation that holds promise for stabilisation under the 
presidency of Megawati Soekarnoputri. 
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One promise (and hope) of her administration is the future for regional autonomy 

(Otomoni Daerah) or Otda, whereby the focus on regional arts can be further strengthened 

and developed. There is the hope that development of modern theatre in regions will receive 

parity of attention alongside political, social and economic considerations. On that account, I 

devote the Appendices in this dissertation to the significance of regional theatre. 
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ENDNOTES FOR CHAPTER 6 

Ricklefs (1981, p.170) has provided an account of the PM uprisings in Banten, Batavia and Priangan 
on 12 November 1926 and the outbreak in Sumatra on 1 September 1927 where the insurrection was 
finally crushed. 

2  Citra is the main character of the play and at the same time a metaphor standing for "image". Tanah 
Air, the "Fatherland", symbolises the nation of Indonesia, the creation of which was one of the three 
pledges carried by the Youth Congress in 1928. Invariably "tanah air" is translated as "fatherland" as 
for example in Echols & Shadily (1997, p.548). I choose to translate it as "homeland" to avoid what I 
believe carries a Germanic overtone or resorting to the description of "motherland" that in my opinion 
is not sufficiently emphatic. 

In Brecht's essays in Willett (1964, p.272-273), "Classical Status as an Inhibiting Factor", thought to 
have been written in 1954. Brecht took a stance against formalism. The occasion for this essay was a 
bad reception received by a production of Ufaust performed by the Berliner Ensemble that Willett 
(1964. p.274) describes as "a denial of the national cultural heritage". 

' Schechner (1993) and Sears (1996) have provided readings on the effect of the colonial period on 
wayang. Groenendael (1987, pp.209-237) discusses the educated elite among the dalang in Chapter VII 
"Elit Baru dan Dalang" (The New Elite and the Dalang) with particularly emphasis in Part 4, "Periode 
1958-1966" (pp.219-221). 

Geertz (1960) and Koentjaramngrat (1985) variously discuss class traditions of Java and related 
cultural and political perspectives of the santri, priyavi and abangan sectors within Javanese society. 

6  Legge (1972, 72-73) records the account by Soekarno of his meeting with a farmer tilling his field 
near Bandung with whom he engaged in conversation. The name of the farmer was Marhaen and 
Soekarno adopted the name 'Marhaen' to epitomise the 'little people'. 

For Soekarno's thoughts on the subject of manhaen, refer to the biographical account by Legge (1972, 
pp.72-74, 130-131, 133 & 342). Refer to Legge (1972, pp.  1-4, 332, 346-7, 375) for Manipol-Usdek 
and Riklefs (1981, pp.225, 259 & 263) for Manipol (-USDEK). 

Mei Mura of Teater Ragil took me to a ludruk performance by Ludruk Arabava Surabaya on 25 July 
1998 on the outskirts of Surabaya in an entertainment district notorious for its nightlife. It took place in 
a rather dilapidated flat-floored building equipped with a small proscenium arch on a raised stage with 
a space in front provided for the gamelan orchestra. The audience was crammed into all available 
wooden benches while others stood at the rear and in the aisles. Even though a weeknight performance, 
it attracted an enthusiastic over-capacity audience of all ages. 

' Clifford Geertz (1964, pp.126-130  & pp.228-235) provides an account of class traditions in his 
chapters, "Santri versus Abangan" and "Differences between Priyayi and Abangan" respectively. 

0  Ricklefs (1981, pp.227-233) provide an account of PNT's support of abangan, the split Islamic 
factions, Darul Islam and Masvumi, and Nadhatul U/ama in the rank and file of PM, its treatment of 
the petitinational bourgeoisie and army in 1950-52. 

Vitalism is a valid term loosely used to describe writers like Shaw and D.H. Lawrence. The term is 
variably described in The Encyclopaedia of the Arts (1996) and The Oxford Companion to Theatre 
(1998). These writers believed in a vital principle or life force distinct from matter and manifesting 
itself in human activity or those who celebrate the animal, spontaneous, non-rational side of 
humankind. 

12  Sitor Situmorang wrote three plays in 1954, Jalan Mutiara (Pearl Road), Pertahanan Terakhir (Final 
Detention) and Pu/au Batu (Island of Stone). 
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13  Multatuli and Gayus Siagian are described by Teeuw (1980, PP.  189, 242 & 1989, pp.74, 80) and 
(1980, pp.158, 170, 193 & 1989, pp.27, 74) respectively. 

14  The role of the Bandung based Regional Military Command of Siliwangi can be reviewed in Ricklefs 
(1981, pp.215-18) and their role during the Madiun Affair and the movement of Gestapu and its 
aftermath in Ricklefs (1981, pp.241, 251, 252, 269). 

15  For sufism in Indonesia, refer to Legge (1989, pp.58-59). Nasr (1996, pp.121-146) provides an 
explicit account of tarekat or tariqah that is the path in Islam for mystics (the sufi) that looks to the 
Qur'an for the basis of its legitimacy. 

16  For the description of the play and events, I have translated extracts from Catatan Akhir (Endnotes) 
by A.R. (Ajip Rosidi), Bandung, September 1967 (pp. 113-116), from the 1976 printed edition of Ajip 
Rosidi's play, Masyitoh. 

17  The lighthouse projects of Soekarno resulted in a proliferation of Tugu Nasional (National 
Monuments) throughout Jakarta thus epitomising the manifestation of socialist realism in the plastic 
arts, specifically sculpture. 

18  The text used is titled Masyitoh. Drama tiga babak berbentuk novel berdasarkan sebuah tradisi 
Islam (Masyitoh: A drama in three acts in the form of a novel based on a tradition of Islam). 

19  According to Seyyed Hossein Nasr (1994, p.1  89), the hadith literally is a saying or tradition but more 
specifically in the religion of Islam, the ahadith are the sayings of the Prophet Muhammad. In Shi'ism, 
the sayings of the Imams are also incorporated in the collection of the Hadith, although still 
distinguished from the sayings of the Prophet. 
For an explanation of Isra, refer to The Meaning of the Holy Qur'an by Abdullah Yusef Ali (1991, 
pp.67  1-705). 

20  Yahaya Ismail (1972, p.80) states that there were twenty signatories of the manifesto, but lists the 
names of only nineteen (p.1  24). There are a number of accounts of Manifesto Kebudayaan (the 
Cultural Manfesto) or Manikebu. I use Kratz (2000), Teeuw (1980 & 1989), Ismail (1972) and 
Foulcher 1969 as primary works where appropriate to discussions on PKlfLekra and Manikebu. They 
are, among other sources, part of my bibliography where I have cited secondary sources that are of 
background assistance to the dissertation. 

21  The Batak poet and cultural critic, Sitor Situmorang, was not a member of Lekra according to Ismail 
(1972 pp.73-78) who describes in detail the significant role he played during the period of PKlfLekra. 
For example, he became the head of LKN in 1958. Refer also to Foulcher (1969, pp.433) concerning 
the ideology of Situmorang. Jassin is variously mentioned in Kratz (2000) and in Teeuw (1980, pp. 165-
169). Accounts of Hamka are found in Kratz (2000, pp.66, 83, & 106) and variously throughout Teeuw 
(1980 & 1989). 

22  Refer to Teeuw (1989, pp.  38-39) concerning authentication and endorsement of the manifesto that 
includes its statement in Indonesian. Refer also to Foulcher (1969, pp.438  & 453-465) for its 
endorsement and the Manikebu document in an English translation. 

23  Soekito's article was published in Horizon, No.5, Th.11, May 1967 (pp.132-33) titled "Manifesto 
dan Masalah-Masalah Sekarang" ("Problems of the Manifesto Nowadays") but appeared long after the 
Cultural Manifesto had been denied legitimacy. Soekito himself happened to be one of the signatories 
to the Cultural Manifesto listed by Ismail (1972, p.124). 

24  Despite the opinion of some, humanism does not deny religiosity or a turn away from theology in the 
same sense that humanism turned away from medieval theological preoccupations during the 
Renaissance through the work of scholar-writers like St. Thomas Aquinas. Humanism might more 
aptly be described as devotion to human interests, not divine or supernatural interests, with human kind 
as responsible and progressive intellectual beings. In this way a definition of humanism would 
especially emphasize common human needs and abstention from profitless theorizing. 
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25  Refer to Nasakom generally in Legge (1972, pp.324.  326-8, 342, 348-9 & 379 and Ricklefs (1981, 
pp.256, 263 & 266-8). 

26  At the time of writing his account, Ricklefs (1981) was most circumspect over the intricacies of the 
political scene, the contacts, friendships and hatreds which linked most of the major participants, and 
the suspect nature of the evidence, making it unlikely the full truth will ever be known. He did suggest 
it is improbable that there was one single mastermind controlling all the events, and interpretations 
which attempt to explain the events solely in terms of a PM, army, Soekamo or Suharto plot must be 
treated with caution. It is more than likely that further in formation has been revealed concerning the 
events of that night, particularly since the fall of Suharto in May 1998. However, I have not pursued 
any developments that may have occurred since the issue is beyond the scope of this dissertation. 

27  Bachtiar Siagian is described in Teeuw (1980, pp.l&l, 188 & 189). 

28 refer to the article by Rendra, "Pen galaman Men gejar Tujuan Yang Be/urn Tercapai" (Experience 
Pursuing a Direction not yet Reached), published the same year. It appears in Tommy F. Awuy (1999), 
Teater Indonesia, Konsep, Sejarah, Problenia (Indonesian Theatre, Concept, History, Problems), pp.1 - 
43, from which I have taken extracts relevant to the subject matter discussed. 

29  Sumitro was from the powerful internal security command Kornando Pernulian Kearnanan dan 
Ketertiban (the Command for the Restoration of Security and Public Order) or Kopkamtib. Refer to 
Vatikiotis (1993, pp73, 76-76 & 144) for accounts of Sumitro. Pangab is the acronym for Panglirna 
Angkatan Darat (the Conmiander-in-Chief of the Ground Forces) and Pangokamtib the acronym for 
Pan glinw Komando Pemu/ihan Keanianan dan Ketertiban (the Commander of the Command for the 
Restoration of Security and Social Order). 

30  Refer to censorship in Vatikiotis 1993, pp.107-8  and issues of the press generally in Schwarz (1994). 
Schwartz (1994, pp.131-163) discusses the subject of Suharto's family and cronies in Chapter 6, "The 
Family Rules". 

31  According to Vatikiotis (1993, p.108), Sudomo became Co-ordinating Minister for Security and 
Political Affairs from 1988-93. Schwarz (1994, p.44) notes that Suharto put great stock in personal 
associations, and a number of Indonesia's most famous citizens owe their prominence to long 
association with him. Admiral Sudomo was one of them. 

32  The stalls of the auditorium were half-filled while the balcony was empty. My report on the number 
in the audience is based on my observations during attendance on the evening of 24 October 1999, the 
last of its four performances at the Arts Theatre in Jakarta. 

° I refer to a press article by Ari Nurtanio, "Bip ... Bop", which appeared in the Bandung daily 
newspaper, Pikiran Rak'9at (p.12), Sunday, 2 April 2000. 

" I attended the performance of Sernur Gugat on 6 January 1999 at Teater Utan Kayu in Jakarta and 
received a copy of Nano's paper, Teater Koma di luar Panggung (pp.1-10). I refer to his paper 
generally as Nano's notes and use "(note: p.)" in the text as a reference indicator when discussing his 
notes. 

I conducted an informal discussionlinterview at the theatre venue, Teater Tanah Airku, at Tanwn 
Mini lndah Indonesia prior to attending a performance of Sarnpek Engtay on 24 November 1999. 
Included in my discussion on Teater Korna are extracts from a written reply by Nano, "Wawancara 
Tertulis (Written Interview): Ian Jarvis Brown-Nano Riantiarno, Bandung-Jakarta, November 1999". 
This was in response to my questions in writing to Nano written in Bandung, November 1999. 

36  Refer to the performance of Maaf, Maaf, Maaf, in Herry Gendut Janarto (1997, pp.1  00-110) in her 
Chapter 9, Maaf Maaf Sekali Lagi Maaf (Forgive, Forgive, once again, Forgive). 

Refer to Willett (1964), Brecht on Theatre, Chapter 14, "The Literization of the Theatre", especially 
"Notes to The Threepeeny Opera, pp.43-47". For a description of John Gay's The Beggars Opera on 
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which Brecht based his play, refer to Scholes (1988, pp.94-5  & 101, p1.18), The Oxford Companion to 
Music (reprint). 

38  The quotation is taken from the programme notes, "Opera I/can Asin - the Threepenny Opera, April 
1999" (p.5). I attended a performance on 24 April 1999 at TIM, Jakarta. Nano played Mekhit in his 
version of Brecht's play and Ratna played Amalia. 

39  The above commentary by Nano concerning the prohibition of Cockroach Opera was his written 
response (08, p.6-7) to my question (2, p.2) in prepared in my written interview. Refer also to footnote 
32. 

40  The comments by Nano concerning the response to the performance of Cockroach Opera in 
Australia are taken from his written reply (09, p.7) to my written question for the interview (p.7) 
mentioned in footnote 32. 

41  Refer to Polomka (1971) for an early but succinct account of the security apparatus established by 
the New Order of Suharto in Chapter 7, "Invisible Government" (pp.132-1  56). 

42  On 24 November 1999 I attended a performance of Sampek Engtay in the theatre venue, Teater 
Tanah Airku, at Taman Mini Indah Indonesia. The description of the performance and other 
commentary are my own and include notes from an informal discussion with Ratna and Nano Riatiarno 
prior to the performance. 

' Refer to N. Riantiarno (1993), Teguh Karya & Teater Populer 1963-1993. (pp.  34-50 & 129-145) for 
the history of Teguh's film career and accolades and the same source (pp.53-128) for his theatre career. 

44  Refer to an excellent literary analysis of Bila Malam Bertambah Malam by Keith Foulcher (1978), 
"Image and Perspective in Recent Indonesian Literature", in RIMA, vol.2, no.2, Sydney. 

' In Putu Wijaya's essay, 11 April 1999, on Teater Mandiri in Awuy (1999, pp.172-173), is a list of 
those plays and other works as well as the many prizes awarded for other literary achievements. 

46  The "world literature" I refer to is found in Rafferty (1989), Putu Wijaya in Performance: a script 
and study of Indonesian theatre. Her work included articles by de Boer in his "Forward" (pp.v-viii), 
Rafferty's, "Introduction" (pp.1-7) and "The Tontonon Theatre of Putu Wijaya" (pp.9-27) as well as an 
essay by Zarrilli (pp. 139-163), "Structure and Performance of "Geez" in Madson, Wisconsin". Several 
of Putu Wjaya' s short stories are found in Rafferty (1988), In Bomb: Short Stories by Putu Wijaya and 
an analysis of his work in the "Introduction" together with "Works by Putu Wijaya" contained in 
Appendix A. 

47  The subject of a national theatre is the topic discussed in essays by Ikranagara "Teater Nasional 
Indonesia" (1999, pp.244-237) and Saim KM. (1995)(a) "Indonesian Theatre", (1995)(b) "Popular 
Theatre", and (1996) "Indonesian Theatre: Its historical background and current trends". 
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Figure 6.1. Puppet 
characters of wavang su/uh 
for a performance at the 
Asia-Africa Conference in 
Bandung, 1955, depicting 
five government leaders. 
Source: Edi Sedyawati 
(1998). 
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Figure 6.2. Traditional 
Wa yang ku/it figures in Java 
are modernised in the form 
of wavang Pancasila. As 
depicted, Aijuna wears a 
shirt and the clowns are 
seen in contemporary army 
uniforms. Source: Brandon 
(1974), 

Figure 6.3. 
Masvitoh by 
Ajip Rosidi, 
directed by 
Rachman 
Sabur for 
Teater Pavung 
[-litam, 
Bandung, 
1990. Photo by 
courtesy of 
Teater Payung 
Hitam. 
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Figure 6.4. Bip-
Bop directed by 
Rendra for 
Teater Ben gkel 

Rendra. Source: 
Kompas, 2 April 
2000. 

Figure 6.5. Opera 
Sembelit, written and 
directed by Nano 
Riantiarno for Teater 
Koma, July/August 1998. 
Source: Performance 
programme for Opera 
Ikan Asin - The 
Threepenny Opera 

(Brecht/Weill), April 
1999. 

Figure 6.6. Maaf Maaf 
Maaf (1978), written and 
directed by Nano 
Riantiarno for Teater 
Koma. Source: 
Performance programme 
for Opera Sembelit, 
July/August 1998. 



Figure 6.7. Opera 
Kecoa (1990), 
written and 
directed by Nano 
Riantiarno for 
Teater Koma. 
Source: 
Performance 
programme for 
Opera Ikan Asin - 
The Threepenny 
Opera 
(Brecht/Weill), 
April 1999. 
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Figure 6.8. Wanita-
Wanita Parlernen 
(1986). An 
adaptation of 
Aristophanes 
Lysistrata by Nano 
Riantiarno for 
Teater Koma. 
Source: 
Performance 
programme for 
Opera Ikan Asin - 
The Threepenny 
Opera 
(Brecht/Weill), 
April 1999. 

Figure 6.9. 
Sampek Engtay 
(1988). Written 
and directed for 
Teater Koma. 
Source: 
Performance 
programme for 
Opera Ikan Asin - 
The Threepenny 
Opera 
(Brecht/Weill), 
April 1999. 
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Figure 6.10. Suksesi(1990). written and directed by Nano Riantiarno for 
Teater Koma. Source: Performance programme for Opera Sembelit, 
July/August 1998. 

Figure 6.11. Barongsai (Chinese lion dance) performed in front of the Teater Tanah Airku at the 
Taman Mini Indah Indonesia. A prelude to its appearance in Swnpek Engtay by Teater Koma, 
November 1999. Photo: Sopar Darma Tambunan. 
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Figure 6.12. 
Bila Ma/am 
Bertambah 
tlalam by 
Putu Wijaya. 
Directed by 
Rachman 
Sabur for 
Tea ter 
Pavung Hitam 
(1988). By 
courtesy of 
Tea ter 
Paviing 
Hita,n. 

Figure 6.13. Geez (Gerr) 
by Putu Wijaya. A 
performance at the 
lJnivcrsity of Wisconsin 
(1986). "After the coffin 
has been opened, family 
members gather around to 
see Bima for the last 
time." Source: Rafferty 
(1988). 
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CHAPTER 7: DIVERSE PATHS TO 1NTERCULTURALISM 

ACCULTURATION OF PERFORMANCE TRADITIONS 

The naturalists strive for replication of just those 
everyday details that represent the essential man. 
Theatricalists strive to penetrate or surpass the 
masks of everyday life to reveal the man. 
Stanislaysky and Brecht are naturalists; Artaud and 
Grotowski are theatricalists. As in all the great 
arguments most people take a little bit of this side 
and a little of bit of that side. 
(Pronko - Theatre East and West) 

The early history of the development of modern theatre in Indonesia was witness to 

integrationist processes that have in turn created new traditions of performance. Acculturation 

is the core process through which the dynamics of change in theatrical form, style and content 

are now projected on the stage and will to be continue into the future. Those dynamics were 

illustrated in the foregoing chapters where I traced the journey of the theatre of the 

archipelago from its origins in India through Penang and coastal Malaysia in the 1870's. The 

passage to Indonesia, first through Sumatra, was accommodated with ease by means of 

linguistic commonality among the Malay-speaking peoples. This led to the birth (c.1885) of a 

traditional theatre form known as bangsawan in Malaysia and Indonesia, along with its 

hybrids that later developed when travelling to other regions of the archipelago. 

That theatre itself had adopted performance traditions of the English stage during the 

period when india came under British rule (1858-1947). Western theatre techniques were 

adopted disparate from those practised in traditional theatre of Indonesia. However, Western 

theatre techniques that were adopted were at odds with traditional theatre practices of 

Indonesia. There was a raised stage in front of which the audience sat and painted backdrops 

depicting realistic settings for the stories portrayed although the performance may have been 

outdoors. These performances were intended for a local audience of the region able to speak 

the current lingua franca, low Malay, and were a common entertainment for the masses.1  

However, before the influence of the theatrical techniques of bangsawan had spread 

from Sumatra to Java during its period of popularity (c.1885-1902), the Dutch had 

constructed a theatre building in 1821, the Schouwburg in Batavia. It was of current 

international theatre standard with sophisticated techniques for performance that the simplistic 

techniques in traditional forms of bangsawan could never compare with. Furthermore, the 

Schouwburg from the beginning was for an exclusive audience since the theatrical lingua 

franca was Dutch for colonial entertainment, not a premise for bangsawan performances. It 

was much later that the theatres that were hybrids of bangsawan were permitted to perform on 

its stage. 
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According to Haryadi Suadi (1993, p.13), well-known theatre groups such as 

Dardanella and Miss Riboet 's Orion had appeared on stage of the Schouwburg. They were in 

the tradition of bangsawan. The sandiwara group, Dewi Mada, also performed Sanusi Pane's 

Manusia Baru (New Man) on the same stage in 1941. Nevertheless, in terms of intercultural 

collaboration between the Dutch and the ethnic population there was never a cross-

fertilisation of theatre form and style. The presence of the Dutch and their Euro-centric 

culture during the period of Dutch colonial rule did not impact on the tradition of bangsawan; 

only their political stance had the effect of control on the traditional performing arts. At this 

time just prior to the arrival of the Japanese occupying forces in 1942, these dramatic 

performances appeared at the Schouwburg, Indonesian was the lingua franca and nationalist 

ideology was prominent. 

The theatre of bangsawan has been described by Saini K.M. (1998, pp.180-2) as a 

trans-ethnic theatre in contrast to its description by Edi Sedyawati as a traditional theatre. 

Saini K.M. further describes bangsawan as a new theatre distinct from ethnic theatres or 

traditional theatre: 

Already there are various ethnic theatres and one 'trans-ethnic' theatre. 
Ethnic theatres use ethnic languages, images and symbols that have intense 
meaning largely for members of particular ethnic groups. [...] Trans-ethnic 
theatre [bangsawan] appeared in Indonesia by way of India and Malaysia. 
[ ... ] The goal of trans-ethnic theatre is money, but its method is 
entertainment.1  

But from the point of view of the birth, growth and development of Indonesian 

theatre, Saini K.M. (1998, p.1  82) considers both ethnic and trans-ethnic theatre important as 

they prepared a path in a direction of new growth. The path led in the direction of 

acculturation of their respective performance traditions with the growth of a new tradition 

(tradisi baru) in the theatre, but not before a period of transition contributed to further cultural 

dimensions in the growth of theatre in Indonesia. 

In previous chapters, I have discussed at length the growth of a modem Indonesian 

theatre through many periods of transition since the theatre of bangsawan was introduced. 

Nonetheless, in order that we can follow the paths to interculturalism that was a result of 

acculturation of performance traditions, I will now provide an overview of developments that 

were crucial in the creation of new traditions. 

Since Bebasari, the first Indonesian drama written by Rustam Effendi in 1926, stage 

literature introduced idioms that became more localised and identified with the ideology of 

nationalist aspirations. This was identified in the plays of Soekarno, Muhamad Yamin, the 

Sudah ada beragam teater etnik dan satu teater 'trans-etnik". Teater-teater etnik mi memakai bahasa, 
gambaran-gambaran dan simbol-simbol etnik yang kebanyakan hanya sangat bermakna bagi anggota- 
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Pane brothers and Usmar Ismail and even the works Utuy Tatang Sontani. All were 
visionaries of the theatre prior to and after declaration of Independence in 1945. Although 
Armijn Pane had adapted Ibsen's The Dolls House in 1943, adaptations of foreign plays had 
not yet become a fundamental cultural influence in the direction theatre in Indonesia would 
take in the years ahead. 

Before Western influences became deep-rooted determinants for the future, a schism 
developed among writers working during the Revolution of 1945-1950. An atmosphere of 
nationalistic fervour had somewhat diminished in the period following the declaration of 
independence in August 1945 until mid-1960. Although the "interregnum" of Japanese 
occupation (1942-1945) had the effect of turning the attention of writer's to grass roots of 
their cultural heritage to create literature for the stage, albeit often mixed with propagandist 
elements, plays still carried messages with national themes. Idioms within regional 
performance traditions were not acculturated as an expressive and integral theatrical idiom to 
drive the spirit of nationalism; multiculturalism was not yet an issue fully embraced by theatre 
artists until the 1960's. 

When writers turned to regional roots for inspiration, it was myths, legends and folk 
tales they adapted for the stage. Issues of everyday life were far removed from that which was 
presented in the theatre; social realism had not yet found its way to the stage. Edicts of Lekra 
culturally politicised theatre literature although it asserted the principle that Indonesian 
cultural roots lay within the regional cultures. National art forms were deprecated as 
"creations of the unitary myth", according to Foulcher (1986, p.32) who further noted that 
Lekra's position on the national arts led them to propose a form of "regionalism" in the arts: 

Ii . .. 1 in the interests of the preservation and development of the regional art 
forms, they should only be studied and taught within the region to which they 
were indigenous [and] to counter declining interests in the traditional 
performing arts in the early 1950's through the influence of Western cultural 
products. 

Ironically, it was at this time when a turning point occurred in the history of the 
cultural development of Indonesian theatre. It happened with the introduction of a stream of 
theatrical literature from the West and the teaching of Western performance methods in the 
style of that literature. The establishment of ATM, the National Academy of Theatre 
(Akademi Teater Nasional Indonesia) in Jakarta during 1955 introduced that theoretical 
literature and was responsible for theatre studies based on Stanislaysky' s system of acting and 
introduced the style of realism. As a founding member of the Academy, Asrul Sani was a 
prime motivator of Western performance traditions. 

anggota kelompok etnik. . . .1 Tearer 'trans-etnik muncul di Indonesia dari India lewat Malaysia. [...] 
Tujuan teater trans-etnik adalah uang tapi metodnya men ghibur. 
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Sam had translated eighty-six foreign plays and works on the theatre including 

Stanislaysky' s An Actor Prepares as Persiapan Seorang Aktor. Among them were works of 

Shakespeare, Garcia Lorca, Chekhov, Gogol, Camus, Ibsen, Strindberg, Moliere, Pirandello, 

Brecht, T.S. Elliot, Genet, Shaw, Miller, Pinter, O'Casey, Tennessee Williams, Tolstoy, 

Wilder and Zola. According to Remy Sylado (Awuy 1999, p.340). Asrul Sani also translated 

the acting practice of Boleslaysky whose methods were also adopted by the Academy.2  

Saini K.M. (1998, p.187) comments on the influence of Western theatre from the 

Indonesia perspective of its reception: 

In order to express national realisations and aspirations, a special theatrical 
idiom was needed. During the 1950's, realism and conventional naturalism 
appeared to become the choice. [They were] a certain kind of theatrical 
lingua franca for a generation that was intimate with Western theatre at that 
time when the influence of Ibsen and Chekhov was at its peak! 

Saini K.M. describes that theatrical language as "conventional realism" (realisme 

konvensiona[), a certain idiom or style that was firmly rooted in the establishment of the 

National Theatre Academy. 

Performance traditions adopted from the West extended far beyond teaching the 

theories of Stanislaysky and Boleslaysky' s system of acting. Brecht' s performance style, 

through its aesthetic of language and mise en scene, became an expressive medium that 

influenced the development of Indonesian theatre. It was not coincidental but more 

providential that the theatre of Brecht should become an apt form for the Indonesian stage. 

Brecht himself applied theatrical practices that were an acculturation of stage and 

performance techniques from performance traditions of Asia. 

Chinese theatre in the form of Beijing Opera was influential in Brecht' s theatre, as I 

have described in a previous chapter. But traditions of Chinese performing arts were not 

necessarily foreign to many prominent theatre artists who were of Chinese ancestry. Teguh 

Karya of Teater Populer and Nano Riantiarno of Teater Koma were of Chinese descent. Nano 

himself had adapted Brecht' s The Threepenny Opera as Opera Ikan Asin that was a facsimile 

of Brecht' s own performance style of the work. 

I have also referred to the effect on the theory and practice in the theatre of Artaud 

acculturated from the traditional dance dramas of Bali that was the subject of my article 

written in 1996. Concerning Artaud's treatise, "On Balinese Theatre", I wrote: 

[ ... ] it was not the decorative accoutrements that drew Artaud into the world 
of Balinese magic [...1. It was the presentation of an absolute realism, a form 
of ideal theatricalism that was the quintessence of performance.3  

Untuk mengekspresikan kesadaran-kesadaran dan aspirasi-aspirasi nasional, idiom khusus teatrikal 
dibutuhkan. Selanw tahun 50-an, realisme dan naturalisme konventional tampak menjadi pilihan. 
Semacam lingua franca teatrikal untuk sebuah generasi yang akrab dengan teater barat pada saat itu 
ketika pengaruh Ibsen dan Chekhov berada pada puncuknya. 
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Referring to the theatre of the West as having extended the hand and giving a loan of 
technology and references to the Indonesian theatre, Putu Wijaya (Awuy 1999, p.138) has 
articulated his view of Indonesian theatre's imported property from the teachings of Western 
theatre practitioners. Through the property of Antonin Artaud, Brecht, Grotowski as well as 
Peter Brook, Putu believes theatre practitioners in Indonesia were "studying once again to see 
the East." I discuss an alternative case later in this chapter put forward by Saini K.M. from his 
point of view of the theatre studies by Brecht and Artaud being exported property of 
Indonesian performance traditions. 

As an example of exported property from Indonesia, the universal "acculturalist", 
Brook, chose his team of actors from various ethnic backgrounds; one was Tapa Sudana of 
Balinese birth. For the performance of Conference of the Birds, based on the 12th  Century sufi 
poem by Attar, Brook (1988, p.220) used wayang topeng masks of Bali that were mistreated 
by the actors "in a typical Western way." In my opinion Brook's application of the masks was 
not one of acculturation of performance tradition, but rather the adoption of artifice.4  

Certainly, the property of Artaud, Brook and Grotowski is as much the property of 
Indonesian theatre as it is of world theatre. Stage theory of these modernist (and post-
modernist) theatre advocates is an intrinsic part of the theatrical vocabulary studied at theatre 
arts institutions such as the College for the Arts (STSI) in Bandung. Suyatna Anirun (1999, 
pp.63-64), founder and director of Studikiub Teater Bandung (STB) drew from a case 
example of Brook as a polemic for his discourse on Memanusiakan Gagasan-Gagasan 
(Humanising Concepts) in his essay addressing the concept, history and problems of 
Indonesian theatre.5  

Influences of Western theatre practices and the teaching of its theory gained 
momentum in the mid-1950s. Their growth is attributed to the teaching curriculum at ATNI 
(Akademi Teater Nasional Indonesia) established in Jakarta in September 1955. The 
directions they took followed a distinct path toward a theatre that Saini K.M. described as 
"conventional realism". ATNI's exploration of a new language or aesthetic in theatre was not 
along the path of the theoretical works of Craig, Meyerhold, Artaud or Brecht nor pursued by 
the various government academies of theatre. In the words of Saini K.M. (1989, p.279), 
ATNI was the "institusionalisasi gaya realisme" (institutionalisation of the style of realism). 
Realism was the style advocated by the theatrical system of Stanislaysky, and later developed 
by Boleslaysky. From all accounts, traditional (ethnic) or folk (rakyat) theatre was never 
acculturated into performance practices of ATNI that were based on a repertoire of Western 
plays, which were the majority. Only four Indonesian plays appeared in the repertoire up to 
1963. 6 
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American influences were introduced into Indonesia when Rendra returned from 

New York to Yogyakarta in 1967 after a stay of three years. During that time, the American 

theatre environment had been charged with a spirit of freedom and the desire to seek 

alternative paths that broke boundaries of tradition and borders of convention. Doubtlessly the 

American alternative theatre influenced Rendra.7  

At this juncture, it may be valuable to re-visit briefly Rendra' s minimal word theatre 

(teater minikata) as one other cultural influence with an impact on modern performance 

traditions. According to Saini K.M. (1998, p.189), Rendra's non-dialogic performance was: 

A special event that was important in efforts to liberate theatre from the 
boundaries of conventional realism I. . .1 opening the border of possibility for 
theatrical articulations.tm  

Rendra (1983, p.44), in his three page article, "Tentang Teater Mini Kata" (About 

Theatre Mini Kata), says: 

I wanted to seize again the personal spirit of freedom. [ ... ] This spirit we 
already possessed since the ancient period. In the culture of this age, we have 
to meet again that personal freedom!" 

Adoption of Western theory and practice and foreign plays into the world of 

Indonesian performing arts, a bridging across two world cultures, was catalytic for 

development of new a tradition in Indonesian theatre. Conventional realism introduced on the 

stage had effectively dominated the longstanding tradition of popular trans-ethnic theatre. 

This form became the shifting point from which a cultural divide occurred opening freedom 

of opportunities for creative choice in new directions for the aesthetic of the theatre. Theatre 

artists chose to perpetuate the tradition of that style or turn to performance traditions that were 

distinctively Indonesian in their quest for meaningful idioms that connected with and 

communicated to their audiences. 

Another turning point in the history of cultural development of theatre in Indonesia 

was the establishment in 1968 of TIM, (Taman Ismail Marzuki), or the Jakarta Arts Centre, 

and later managed by the Jakarta Arts Council (Dewan Kesenian Jakarta) or DKJ. In the 

opinion of Putu Wijaya (2000, p.56), the establishment of TIM: 

gave freshness to the life of art throughout Indonesia. The Arts council 
[...j tried to develop all the various arts [ ... ] looking to the various regional 
cultures of Indonesia. Traditional, folk and contemporary art from all the 
regions of Indonesia was fostered. From time to time, appeared ambassadors 

Sebuah peristiwa yang penting dalam usaha-usaha membebaskan teater dari keterbatasan-
keterbatasan realisme konvensional [...l membuka keterbatasan kemungkinan untuk artikulasi-
artikiasi teatrikal. 
IV  Saya ingin menangkap lagi spirit pribadi merdeka itu. r...j Spirit mi sudah sejakjaman purba kita 
punyai. Dalam kebudayaan dewasa kita harus menemukan lagi pribadi merdeka. 
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of regional arts at TIM. The arts centre became a practical centre for the 
fostering of national art." 

At the outset, TIM awakened not only the national sensibility of theatre artists but 
also their regional sensibility. Cultural roots of the individual were discovered afresh. 
Performance traditions of the regions were exposed to a wider audience that ordinarily would 
not have the advantage of witnessing traditional or popular theatre genres far removed from 
their own cultural environment. These regional genres provided stimulus and vision for artists 
of the theatre to explore theatrical aesthetics and performance idioms already within their own 
vocabulary but suppressed by the mainstream of Western influence. In addition, long 
forgotten by theatre artists was the grass root (akar rumpur) aspect of the diversity of a 
cultural heritage that became inadvertently obfuscated or lost through nationalistic zeal of 
theatre literature during the 1940's and 1950's. 

Opportunities at TIM incited and popularised various branches of art that had long 
lain dormant, according to Putu Wijaya (2000, p.57). He cites the case of ion gser that he 
describes as "from the very beginning living rusted on the outskirts of Jakarta." Within those 
branches of the performing arts, he included Wa yang, samrah, arja, randai, gambuh, 
malcvong, ketoprak and ludruk.8  From the viewpoint of Putu Wijaya (2000, p.57), the 
interaction that happened at TIM, 

[...] between regional-national-international art generated a climate to 
develop or unearth the spirit or shape of traditional art into new works. 
Comparisons with [theatrical forms] that came from the various foreign 
caused artists to suddenly realise their own identity and their desire to spring 
back to the international arena with a new creative force."1  

I have mentioned earlier a cultural divide, or schism between individuals and their 
groups who chose alternative forms of theatrical expression by moving away from the dictates 
of ATNT's orientations toward a national theatre. Saini K.M. (2000, p.40) raises some of the 
problems arising from the choice of form: 

[ ... ] at that time when a national theatre appeared to find its own idiom, 
namely conventional realism, a problem arose. Moreover, at that time, 
intellectuals were a very small minority group. New theatre faced a dilemma. 
To maintain a high standard of theatre meant becoming exclusive, only 
supplying and serving the appetite of a small special group. Lowering [the 

f.. .] memberikan kesegaran pada kehidupan kesenian di seluruh Indonesia. Dewan kesenian [ ... ] 
mencoba mengkembangkan segala macam kesenian F... I melihar ke berbagai wilayah Indonesia. 
Kesenian tradisioni, seni rakyat dan seni kontemporer dari seluruh Indonesia dibina. Secara berkala 
muncul duta-duta kesenian daerah di TIM. Pusat kesenian itu praktis menjadi pusat pembinaan 
kesenian nasional. 

antara kesenian daerah-nasional-internasional itu menumbuhkan iklim untuk menumbuhkan 
atau menggali jiwa atau membentuk kesenian tradisional dalam karya-karya baru. Bandingan-
bandingan yang datang dari berbagai negara, membuat para seniman tiba-tiba men yadari 
identitasnya dan ingin mencuat ke gelanggang internasional dengan ciptaan baru. 
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standard] or returning to the style of Stamboel or Dardanella would mean 
betraying the ideals of art []vll 

The small group of intellectual theatre artists who sought new idioms through 

conventional realism and related theatre forms for the sake of artistic ideals courted the risk of 

a losing their audience. Moving away from the conventions of the popular trans-ethnic 

theatres meant the likelihood of not meeting expectations of the theatre public and critics 

alike. The problem was the existence of a schism in performance style that called upon artists 

to bridge the cultural divide and create an idealistic a meeting place for the traditions of the 

West and Indonesia. 

To find stage idioms that were distinctively Indonesian, intellectuals in the theatre 

needed to explore regional performance traditions, but not only from their own respective 

cultural backgrounding. The group that has grown famous for this kind of artistic search 

included artists of the 1960's and the 1970's like Suyatna Anirun, Rendra, Arifin C. Noer, 

Teguh Karya, Putu Wijaya and Nano Riantiarno. All were pathfinders exploring multicultural 

performance traditions while working between two worlds of cultural reality. One world was 

already at the doorstep, that is the world of their individual cultural traditions. The other 

world in fact already existed in their cultural subconscious; these were the idiomatic stage-

worlds of Brecht and Artaud. 

At his juncture, it is necessary to articulate the manner through which the theatre 

worlds of Brecht and Artaud are seen to be innate in performance traditions of Indonesia, but 

expressed from the Indonesian perspective. Describing the legacies in the theatre of the 

1970's as "the Spring of Theatre' (Musim Semi), Saini K.M. (1998, p.189) writes that there 

appeared idioms of the theatre seen as Indonesian idioms. Saini K.M. (1998, p.190) explains 

those legacies in the following manner: 

The idiom of Indonesian theatre is a mixture of Western and ethnic elements. 
It takes from the West a certain structural conciseness that is extremely 
important to express themes within the limit of time permitted in modern 
performances. From the ethnic legacy, it takes images and symbols that 
provide the richness of ethnic experience II...]. What is meant by Western 
elements is that the larger parts of such elements are taken from conventional 
realism. It can also be stated that Indonesian artists took the idiom of 
Brechtian and Artaudian style as their own possession. Sundanese longser 
and Javanese ketoprak are Brechtian while Balinese theatre can be considered 
more Artaudian.' 

pada saat itu ketika teater nasional tampak menemukan idiomnya sendiri, yaitu konvensional 
realisme, sebuah masalah timbul. Bahkan pada saat itu, kaum terpelajar adalah kaum minoritas yang 
sangat kecil. Teater baru mi menghadapi sebuah dilenw. Mempertahankan standar berarti menjadi 
eksklusf dan hanya menyajikan dan me/a yani se/era kaum istimewa yang sedikit. Merendahkannya 
atau kembali pada gaya Stamboel atau Dardanella berati mengkhianati cita-cita kesenian [ ... ]. 

Idiom teater Indonesia adalah percampuran antara elemen-elemen barat dan etnik. ía men gambil 
dari barat kepadatan struktural yang sangat penting untuk men gekspresikan tema-tema dalam batas 
waktu yang diizinkan daim pertunjukan-pertunjukan kontemporer. Dari warisan etnik ia men gambil 
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The empiricism of Saini K.M.'s analysis is based on style of performance in the 

popular theatres of ion gser and ketoprak and their stage idioms that theatre artists closely 

studied through the theory and practice of Brecht and Artaud. I have pointed to that fact when 

referring to Putu Wijaya' s statement that the imported property in the teachings of Brecht, 

Artaud, Grotowski and Brook was being studied by Indonesian theatre practitioners in their 

efforts to once again find the "East" in the awareness of their own cultural backgrounds. The 

sense of natural possession of the Western styles of practitioners like Brecht and Artaud must 

be viewed through an Indonesian sensibility. Only then can we understand that for the 

Indonesian playwrights and directors, basic elements and presuppositions of the works of 

Brecht and Artaud seemed physically and metaphysically inherent in the performance 

traditions of Indonesia. 

Through idioms of Indonesian performance traditions, theatre practitioners created a 

modem form of theatre whose style was influenced by Brecht and Artaud, but remained 

identified with the traditions of popular theatre. Practitioners such as Brecht and Artaud never 

influenced Indonesian theatre genres; in fact, quite the opposite is true. The performance 

idioms that Brecht took from the Chinese theatre and Artaud from those of the Balinese dance 

dramas become in turn a possession (physical and metaphysical) in the development of the 

world of Indonesian theatre artists. Later in this chapter, I provide a concrete example of how 

certain stage idioms of Brecht are viewed within the context of performance traditions of 

Indonesia.9  

During this period theatre became polarised, pulled between two world-views of 

performance tradition. One the one side there was a foregrounding not only of Western 

realism, but also a wide repertoire of Western plays emerging as an aesthetic force on the 

stage. On the other side existed a subliminal backgrounding of reality in Indonesia, especially 

in terms of regional and national sensibilities. Theatre artists and their groups were at the 

crossroads. Before the intercultural market place of regional, national and international arts 

held sway at TIM in Jakarta, and as the studies at ATM of Western realism continued, risks 

were being taken by individual artists and their groups. 

STB (Studikiub Teater Bandung) risked early success and popularity since its 

inception in 1958. In 1960, Jim Lim directed Misbach Yusa Biran's controversial play, Bung 

Besar, and was treated harshly by the critics. The play created a scandal, wrote Saini K.M. 

(1998, p.188). Jim Lim's style of performance had adopted the comic folk theatre form of 

gambaran-gambaran dan simbol-simbol yang menyediakan kekayaan pengalaman etnik [ ... ]. Apa 
yang dimaksud dengan elemen-elemen barat dalam konteks mi adaiah sebagian besar elemen yang 
diambil dari realisme konvensional. Adapun untuk idiom gaya Brechtian dan Araudian, para seninwn 
Indonesia kemudian mengaggap sebagai miliknya. Longser Sunda dan Ketoprak Jawa dan lain adalah 
Brechtian, sementara teater Bali diang gap lebih Artaudian. 
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longser. He had already directed Mainan Gelas, an adaptation of Tennessee William's The 

Glass Menagerie the same year, a play requiring astute understanding of realism in 

performance. 

Despite criticism, Jim Lim continued to explore acculturation of performance 

traditions. According to Saini K.M. (1998, pp.69-70), his own play, Pangeran Geusun Ulun 

(Prince Geusun Ulun), produced in collaboration with Teater Perintas in 1966, Jim Lim 

infused elements of wayang kulit and gamelan music. His adaptation of Hamlet as Jaka 

Tumbal,10  with the same group in 1964, also used full gamelan and topeng Cirebon, the 

traditional mask dance of the region of Cirebon. 

Multicultural approaches to performances by STB are themselves a succinct case 

study of intercultural aspects in form, style and content of both Western and Indonesian plays. 

Suyatna Anirun directed a repertoire of works inculcating a mixture of performance traditions 

from the West and ethnic theatre of Indonesia. Even within the repertoire of Western plays the 

performance style flexed between the adoption of traditional Western realism and the 

adaptation of idioms from performing arts traditions. Furthermore, presentation of Western 

plays by STB, through their substance of content, reveal more than merely an adaptation 

(translation) of the text. In the following examples, I suggest there is a presence of 

didacticism relevant to the social, religious and political climate of Indonesia at the time. The 

didactic extends beyond Suyatna's "theatre for aesthetic enjoyment" as described by Saini 

K.M. (1995 b, p.15). 

The traditional masked dance drama, wayang topeng, also known as wayang wong, is 

the most dynamic and sophisticated form in the entire repertoire of West Javanese performing 

arts. This performance tradition (and Sundanese dress) was applied by Suyatna in an aesthetic 

approach for the presentation of Ben Jonson' s Volpone (The Fox). Suyatna adapted this full-

length play as Karto Loewak in 1973, repeated in 1982 and 1992. (See figure 7.1). 

Written as a masque in 1606, the satirical comedy, Volpone, deals with the themes of 

deceit and corrupt practices through greed, lust and avarice that were replicated in the 

assertion by King James I of his divine right to rule. In 1605, Jonson's satire, Eastward Ho, in 

collaboration with Marston and Chapman led to charges of sedition and a term of 

imprisonment. For an Indonesian audience on the several occasions Volpone was performed, 

its themes may have reminded them of the political practices that became notorious in the late 

1990's under catchphrase KKN (Korupsi, Kolusi, Nepotisme), or corruption, collusion and 

nepotism. 

Masks were frequently used in performances by STB for the Western repertoire of 

plays. For example, they were worn by all members of the cast in Sophocles' Anti gone (1981) 

and for Brecht's Caucasian Chalk Circle (Lingkaran Kapur Putih) in 1978. Brecht 

empathised with human suffering when caught in the maelstrom of authoritarian rule unable 
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to manoeuvre against acts of oppression. He had fled the oppressive burgeoning of 
nationalism in Berlin and continued to write and produce his plays in the Marxist vein while 
in self-imposed exile. ' 

Although didactic, the plays of Brecht were never subversively confrontational and 
did not intend to emotionally engage the audience with the characters on the stage. In the 
idiom of his performance style, Brecht made use of an alienation effect (verfremdungseffekt) 
to emotional distance the spectator from the play's characters. This effect of alienation so 
central to Brecht's theatrical practice finds a ready echo in customary patterns of Javanese 
behaviour, which are oriented toward avoiding direct confrontation and close emotional 
involvement at all cost. Emotional displays are considered indiscreet in public while any 
personal public confrontation, which amounts to an act of aggressiveness, would likely be 
construed as the cause of ill breeding (kurang pendidikan). As such the individual will 
disengage so that emotion and confrontation between the individuals will be distanced. Social 
practices or etiquette (tatacara) in Java share a common ground with idioms found in the 
theatre of Brecht. in this context, Saini K.M.'s statement, that the Brechtian style is the 
inherent possession of the Javanese, approaches reality. 

Brecht himself, as a playwright, was an acculturalist. The Caucasian Chalk Circle 
was adapted from the popular Chinese folk tale, Chalk Circle. According to Willett (1992, 
p.75), Brecht's "epic theatre (Caucasian Chalk Circle) and its emphasis on virtuosity brought 
it close to the old Asiatic Theatre." Referring to Brecht's alienation effect as the A-effect, 
Willett (1992, p.192) has written, "the Asiatic theatre even today uses musical and 
pantomimic A-effects [alienation effects]." These are the effects found in the performance 
traditions of ion gser and keroprak of Java that were the traditions referred to by Saini K.M. 
when he said that the idioms of the Brechtian style being the natural possession of the 
Javanese. 

Adaptations of Shakespeare's plays were performed by STB without distinctive 
acculturation of performance traditions. Suyatna Anirun directed Romeo and Juliet (Romeo 
dan Julia) in 1983, performed in the title role of King Lear between 1986 and 1988 
(Bandung, Yogyakarta, TIM in Jakarta), A Midsummer-Night's Dream (Mimpian di Tenggah 
Musim) in 1991 and Julius Caesar in 1997. All were conventional representations although 
the story of Romeo and Juliet offered opportunity to reflect directly on tragedy common to 
conflicts between aristocratic families of Javanese and other kingdoms that rose and fell 
throughout the history of royal houses reigning over the archipelago. Costumes for the 
performance of Romeo and Juliet was according to Javanese traditions of court conventions. 
(See figures 7.2, 7.3 & 7.4). 

To conclude the analogous approach to the didactic in the Western plays of STB, two 
other Western plays in their repertoire worthy of mentioning that are of religious and social 
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significance in an Indonesian context. These are Moliere's Avarice and Gogol's The 

Matchmaker. Moliere's Avarice (Tabib Tetiron), performed in 1976, has textual referents in 

common with Volpone by Jonson. Written as a social satire, but masked as a comic 

entertainment, the Avarice vehemently attacks hypocrisy of religious bigots; it is an expose of 

human folly and pretentiousness. Gogol' s The Matchmaker (Mak Coblang), performed in 

1978, echoes arranged marriages that remain a custom within tradition practised in various 

communities throughout Indonesia. Gogol' s satirical attacks on bureaucracy and themes of 

corruption bit too deep into provincial government affairs with the result he was forced to flee 

in the face of censorship.12  (See figure 7.5). 

Dominance of non-indigenous plays in the repertoire of STB and Suyatna Anirun' s 

achievements when staging the traditions of Western theatre are noted by Benny Yohanes (cf. 

Sugyati 1993, p.81).13  In his opinion, the face of Western theatre is not able to return to its 

primordial form. As dramatist and director, Suyatna adhered to a strong indigenous taste. 

Benny Yohanes encapsulates Suyatna' s intercultural stance as follows: 

He is able to thread Sophocles into the spirituality of wayang. [He] is able to 
unite those who tenaciously embrace the socialism of Bertolt Brecht with the 
easy familiarity of the Sundanese folk theatre. [He] polishes the face of 
Anton Chekhov through Indonesian realism. [He] softens the romanticism of 
Shakespeare and Goethe through a Javanese historicisationY 

Benny Yohanes explains that because of the domination of non-indigenous works for 

the stage, STB obtained the label as a Western theatre that was Indonesianised. He writes that 

STB can: 

[ ... ] scrutinise the scores of life's canvasses where the panorama of Western 
theatre, only frozen in the written form, can be introduced through constant 
visualisation to sustain breathe - as well as portray the atmosphere - of its 
Indonesianness. From this perspective, Suyatna Anirun can be called an 
international being in the form of a person of nationalism.x 

Among the group of intellectuals in the theatre, Suyatna Anirun is an outstanding 

artist of acculturalism within the sphere national and international performance traditions. 

I have referred earlier to the theatre of Rendra with respect to his mini-kata style of 

performance. According to Saim K.M (1998, pp.190-191), Rendra started his career in the 

tradition of conventional realism, that is, with his plays Orang-Orang di Tikungan Jalan 

(People at the Crossroads), Guncangan Pertama (First Shock) and Bunga Semerah Darah 

Dia bisa memaket Sophocles ke dalam spiritualitas wayang, Men gemas pemeluk teguh sosialisme 
Bertolt Brecht. ke dalam keakraban teater rakyat Parahiangan. Memoles wajah Anton Chekhov lewat 
realisme Indonesia. Pernah melunakkan romantisisme Shakespeare dan Goethe lewat historifikasi 
Jawa. 
X menyimak puluhan kanvas hidup di mana teater Barat yang hanya be/cu dalam bentuk tulisnnya 
bisa diperkenlakan lewat visualisasi yang tetap mempertahankan nafas serta merpelihatkan atmosfir 
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(The Red-blooded Flower) "written in a realist style (gaya realis)." Nonetheless, by the time 

of these productions, Rendra had already explored theatre literature from the worlds of 

lonesco and Shaw. 

During the period of the 1970's, Teater Bengkel Yogya performed Rendra's 

translations of Aristophanes' Lysistrata and Sophocles' Antigone and Oedipus Rex/Oedipus at 

Colonus and other plays including The Struggle of the Naga Tribe, The Regional Secretary 

and Mastadon and the Conders. (See figures 7.6 & 7.7). In the 1980's, he directed his dramas, 

Penembahan Reso and Selamatan Anak-Anak Sulaeman; the latter was last performed at TIM 

in 1996. These plays were inclined to be in the mold of an Artaudian style, in the opinion of 

Saini K.M. (1998, p.191), who considers the other plays of Rendra to be of a different style. 

(See figure 5.17). 

Rendra took profit from Brechtian techniques and idioms to express points of 
view associated with a people and a nation that entered into, and was 
struggling within, a world overshadowed by a superior economy.'" 

The profit from those techniques and idioms yielded one of Rendra' s most successful 

and controversial of his plays with the performance of The Struggle of the Naga Tribe. 

In 1971, Rendra played the lead role in his adaptation of Hamlet; the mise en scene in 

the illustration suggests an unconventional (non-realistic) approach with the cast dressed in 

street clothes. (See figure 7.8). Putu Wijaya (2000, p.58) notes that when Rendra appeared in 

his production of Macbeth using, 

[ ... ] Javanese costumes and gamelan as well as the scene structure of 
ketoprak, the interaction between traditional theatre and traditional folk 
theatre was more and more clear.xll 

Arifin C. Noer has been compared to Rendra by Saini K.M. (1998, p.191) who refers 

to him as a remarkable playwright whose works encapsulate the spirit (and spirituality) of 

various societal strata through the essence of social realism. Idiomatically powerful, Arifin' s 

use of a stage vernacular articulates the essence of Indonesian reality that Saini K. M. (1998, 

p.91) describes: 

[ ... ] focuses within a situation [characterised  by] the powerlessness of 
ordinary who people become victims without knowing how to provide for 
themselves, while not even single person cares about their suffering. 

keindonesiaanya. Dan sisi mi Suyatna bisa disebut sebagai manusia internasional dalam fornwt 
seorang nationalisme. 
Xl  Rendra mengambil keuntungan dari teknik-teknik dan idiom-idiom Brechtian untuk men gekspresikan 
visi-visinya yang berhubungan dengan sebuah bangsa yang masuk dan berjuang dalam dunia yang 
dibayangi ole/i adidaya ekonomi. 
Xli [.] kostum Jawa, game/an serta struktur pen gadeganan ketoprak, interaksi antara teater 
tradisional - rakvat tradisional semakin fe/as. 
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Arifin expresses his reflections on stage of the fate of the poor and the people, 

idiomatic of his own existence, which according to Saini K.M. (1993, p.191), were a perfect 

mixture of Brecht, Artaud and absurdism. Although elements of the absurd were part of the 

matrix in Arifin' s plays, Mega-Mega (Clouds) for example, it is an absurdity of every day life 

that is idiomatic of street and market place culture and of traditions of folk theatre. The absurd 

elements provide for broad humour in the play, the capacity of the poor and ordinary people 

to laugh at them themselves as well as others.14  

Jajang C. Noer, wife of the late Arifin, refutes any association the plays of Arifin may 

have with the tradition of the "Theatre of the Absurd", a polemic for the theatre claimed by 

Esslin (1961). Laughter is one significant element of much vitality that Arifin injected into the 

stage script since his plays are comic representations of the tragedy of a living culture. 

Laughter is the element highlighted by Putu Wijaya (2000, p.58) when he refers to the 

difference of Arifin' s plays with Indonesian dramas written before them. Putu contends, "he 

Arifin] gave a new laughter." 

Arifin C. Noer acculturated root elements observed in the traditions of life at the time 

and the place when he had creative desire to write. If there was an immediacy to express his 

ideas on the stage, and he had written not written a script that would serve the purpose, he 

chose a text from Western literature adapting it convey his ideas. Place and time were 

extremely important for him. 15  

Every time staging a play (foreign or not), I had to be capable of procuring, 
creating, utilising expressions (idioms or metaphors) that lived, which 
reflected place and time wherever I lived. (p.125). 

A mixture of Western traditions (and texts) of the theatre Arifin confesses were also a 

product of his theatre: 

I did much not care that a mixing between myself with foreign storywriters (read: a 
mixing between the East and the West) would produce a certain form of performance 
that was ragged, that was gado-gado. (p 124) xv 16 

This statement was made in the context of the director as an artist able to sustain 

theatre performances conscious of his strength and standing as a human being not needing to 

memfokuskan pada situasi dalam ketidakberdayan, orang-orang biasa yang jatuh sebagai 
korban-korban tanpa tahu bagaimana membela dirinya dan tak seorang pun yang peduli akan 
penderitaan mereka. 
XIV Setiap kali mementaskan lakon (asing atau bukan) saya harus mampu mendapatkan, menciptakan, 
men gunakan ungkapan-ungkapan (idiom-idiom, metafor-metafor) yang hidup, yang merefleksikan 
tempat dan waktu dimana saya hidup. 
XV  Saya tidak begitu perduli bahwa pencampuran antara saya dengan pengarang lakon asing (baca: 
pencampuran antara Timur dan Barat) akan men ghasilkan suatu bentuk pertunjukan yang compang-
compang, yang 'gado-gado'. 
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be constrained because of insufficient payment. Arifin's point of reference was the degree of 
impoverishment found in folk theatre. Arifin admits: 

I learnt from the habits and the spirit of folk theatre and from the constant 
travelling around of the theatre that was poor and unpretentious. (p.l24). 

According to Sedyawati (1998, p.lO'7), 

Arifin turned to his home traditions of the Cirebonese masres folk theatre for 
his idiom, contorting characters and events to present a viewpoint more 
effectively. A strong feature of Teater Kecil [Ketf ii] is its sympathy for the 
poor and powerless, the victims of development and modernisation. 

Arifin claimed that his "theatre is not Western theatre in the East, but theatre of the 
East [Indonesia] that is understood by the West" (p.125). Acculturation of Western traditions 
of performance (and text) is such that an intercultural harmony is reached whereby the two 
worlds of theatre indistinguishably blend while meeting on common ground of mutual 
comprehension. In the words of Arifin: 

[ ... ] my theatre is neither of the West nor East, but a theatre of the East that is 
understood by the West. Thus, this theatre that is a site and an intimate ritual 
meeting between us [East and West] will remain passionate in a natural 
atmosphere with a million colours worked into a formula so its life will be 
more enduring. (p.125)•Xvll 

Performance traditions of the West dominated the stage-world of Teguh Karya' s 
Tearer Populer. As a skilled theatre practitioner, he was trained at ATM and disciplined in 
the tradition of realism, although his filmmaking was steeped in naturalism, a style also 
predominant in his stage performances. Adaptations of Western plays dominated the 
repertoire of Tearer Populer since 1968. Only two plays by Indonesian writers were 
performed, two versions of Jeff Last's adaptation of the Balinese folk tale, Jayaprana, 
performed in 1970 and 1991 and Putu Wijaya's Dag Dig Dug performed in 1991. 

Both versions of Jeff Last's, Djajaprana (Jayaprana) and Jayaprana dan Layonsari 
had been performed in the tradition dance drama of Balinese theatre. (Refer to figures 5.6 & 
5.7). Teguh Karya had adopted the vernacular theatre of drama gong, which according to 
Sedyawati (1998, p.92), "follows that of the arja dance-drama, however it is informal, rather 
flexible or adaptive to change." In both forms of dance drama, the story of the legendary 
Balinese hero, Jayaprana, appears. It is not surprising that the play was directed in the 
tradition of drama gong. Putu Wijaya (2000, p.57) noted that Teguh's version of Jayaprana 

XVI [•] saya pelejari dari kebiasaan dan semangat teater-rakvat atau tetapnya teater-keiling yang 
miskin dan sederhana. 
XVII [•••] teater saya bukan teater Barat di Timur, tetapi teater Timur yang dipahami oleh Barat. 
Dengan demikian teater sebagai ajang dan upacara pertemuan mesra antara kita tetap hangar dalam 
suasana alamiah dengan sejuta warna yang terumuskan, sehingga hidup lebih membetahkan. 
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was an intercultural collaboration with the young Balinese choreographer, I Wayan Dibia.17  

(See figure 7.9). 

Ostensibly, the story of Jayaprana, and performance style of drama gong is in the 

tradition of a Medieval morality play. Its parallel is typified in the following descriptive 

outline of the plays performed in the tradition of drama gong in Bali, which according to 

Sedyawati (1998, p.92), 

[...] are tragi-comedic in nature, contain moral teaching and other messages 
in addition to the romantic and endless comical scenes. It is important to note 
that all stories were originally told in the national language, but now the 
entire drama gong play is performed in the Balinese language. 

Furthermore, Sedyawati noted that in drama gong "some influences of Western 

drama can be seen from the use of proscenium stage with static decor, painted scenery, 

modem lighting, and realistic acting throughout the play." 

It appears there was a distinct shift in style of presentation of several Western plays in 

the repertoire of Teater Populer between 1987 and 1993, after which Teguh Karya ended his 

career as stage director, and Teater Populer ceased to exist. Although Teguh had turned to 

Balinese performance tradition for the presentation of Jayaprana in 1970, while the 

mainstream of the repertoire was steeped in the form of realism, other intercultural forms 

were later adopted. 

An adaptation of Garcia Lorca' s Blood Wedding (Pernikahan Darah) was first 

performed in 1971 and presented in period (Spanish) costume. When the play returned to the 

stage in 1987, rituals of a traditional Minangkabau wedding ceremony (and regalia) from 

West Sumatra were adapted. Furthermore, Putu Wijaya (2000, p.57) suggested Teguh "tried 

to execute Randai". The performance tradition of randai is the cultural property of the 

Minangkabau people."8  (See figures 5.8 & 5.9). 

It is interesting that Teguh chose to perform Lorca' s Blood Wedding and that for its 

second appearance he acculturated certain traditions of the Minangkabau people. Lorca' s 

birthplace was his father's farm on the outskirts of Granada, in the Andalusian region of 

Spain, around which lived gypsies with whom he was closely associated. Formally a student 

of music and law, he became renowned as both poet and playwright.'9  His works were a 

vehicle to champion autonomy and protect the rights of the Andalusian gypsies. Blood 

Wedding is one of his gypsy plays. For a discerning Jakarta audience, the wedding context of 

the play, enhanced by the tradition of customary marriage ritual and the dance drama of 

randai, should have been a distinctive signifier of the plight of indigenous people's cultural 

heritage and the need for its preservation. 

A shift in style of presentation was witnessed once more when Teater Populer 

performed an adaptation of Gogol's The Inspector General (Inspektur Jenderal). 
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Conventional realism was the form applied and period attire worn for the performance in 
1970. Despite the number of sources that refer to the work of Teguh Karya, the only reference 
(pictorial) of acculturation apparent in this performance of The Inspector General is found in 
Sedyawati (1998, p.lO6). The caption applied to a photograph of the play in part reads,  
Javanese court dress is used to set the mood for a local audience." (See figure 5.10). 

Gogol' s satirical plays attack provincial bureaucracy with themes of corruption by 
individual officials, thus providing a fitting vehicle for Teguh Karya' s comparison of the two 
cultures. They were the royal courts of Java who were at the pinnacle of feudal society of Java 
and the ruling elite in the court of Czar Nicholas I who ruled a vast rural population living in 
virtual serfdom. Distinctive metaphors such as this may be found in other Western plays 
performed by Teater Populer enabling the formulation of comparative intercultural views of 
Indonesian society. Furthermore, acculturation of performance traditions for the Indonesian 
stage provides society with a mirror to view fresh reflections of itself from a dynamic 
perspective. 

There is a fleeting reference by Putu Wijaya (2000, p.57) to a performance by Teguh 
of Macbeth "using Batak costume", but without any other sources substantiating his claim. It 
must be noted here that the play is not listed by Nano Riantiarno (1993, pp.103-114) in his 
account of the repertoire of Teater Populer. The last recorded performance is Jayaprana in 
1991; there is no record of its performance in published (or unpublished) sources at hand. In 
all probability, the play was performed between 1991 and 1993, prior to Teater Populer 
disbanding, when Teguh began to indulge in new stage idioms through forms of 
interculturalism. There is an illustrated reference by Nano (1993, p.113) of an adaptation by 
Teguh of Sophocles' Anti gone set in a "Batak environment.., an experiment in looking for a 
new form." (See figure 7.10). 

Putu Wijaya entered the stage-play world of multiculturalism through the heritage of 
his birthplace, the island of Bali. The richness of Balinese culture and its performance 
traditions are at the root inspiration for his works in the theatre although an alternative 
direction of inspiration was taken when Putu joined Rendra's Teater Bengkel in Yogyakarta 
in 1967. Prior to that time, there were already works by Putu in the form of play-stories 
(cerita-cerita sandiwara), most of which were performed between 1964 and 1969.20 

Significant among them is Bila Malam Bertambah Malam (When Night Falls) for 
three distinctive reasons. The play was presented in the form of conventional realism, the 
action takes place within the framework of Balinese culture, and psychological anguish or 
mental terror is its theme. The last two aspects are dominant signifiers in themes threading 
throughout works of Putu Wijaya to be discussed later. (See figure 6.12). 

Within a realistic style, When Night Falls is the story of an elderly widow of a 
Balinese nobleman outraged by her son's intention to marry a servant girl with whom he has 
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been raised. He has just returned from a military education in Jakarta when his mother tells 

him that she has already arranged a marriage with the daughter of another noble family. An 

old manservant then reveals the truth that the widow's deceased husband was not killed 

defending the Republic. Much to the son's outrage, he was told his father was not a patriot but 

in fact, a traitor killed by nationalist guerillas. There is a further traumatic revelation when the 

son learns that his mother's husband was not his real father; his true father was the 

manservant of the house, who is also the father of the servant girl he has pledged to marry.2' 

Foulcher (1978, p.23) explains the context of Bila Ma/am Bertambah Ma/am within a 

social framework, stating the play's situation of an arranged marriage: 

[ ... ] is at the core of conflict for generations [and] identifies with the struggle 
of the younger generation to free themselves from the claims of tradition [ ... ] 
the son's sense of identity is threatened and he swings into identifying with 
his mother against the servant class [but] the end of the play brings about all 
of the characters beginning to restructure their lives without the pre-
determined definitions provided by traditional social structure. 

After establishing Teater Mandiri in 1971 and imbued with Rendra' s influence, Putu 

changed direction so that his theatre no longer adhered to conventions of Western realism. 

Instead, according to Saini K.M. (1998, p.191): 

Artaudian images and symbols filled the stage and gave [a sense] distortion, 
but [at the same time] a clear vision of the dehumanisation of the world for a 
people and nation who were moving extremely fast in a direction that was 
uncertain. m  

The realm of Teater Mandiri became preoccupied with a universality of new 

language and form that could be said to derive from the vision of Artaud. Nonetheless, Putu 

occupied a metaphysical realm on the stage that was already his possession in reality, a 

universe filled with the cultural heritage of the Balinese. 

Traditions of Bali were always present in the atmosphere of performance, regardless 

of predominant and ever-present applications of imagery and symbolism. Balinese influence 

appeared in the musicality of his theatre. As Saini K.M. (1989, p.191) notes, words, voice 

effects and music are often mixed as in a "musical composition" in Putu' s works. His plays, 

Edan, Aduh, Awas, Aib, and Dor, are listed by Saini K.M. (1998, p.192) as examples of these 

applications of a music-like form linked to the art of stagecraft. However, in Luka (Injury), a 

play that was not written by Putu Wijaya himself, tangible sounds and images of Bali still 

dominated.22  

Although distorted images and symbols abounded and the musical composition of 

Lu/ca was a mixture, the pulsating sounds of Balinese gamelan were omnipresent. In addition, 
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Putu had returned to an effect reflected in his play Dag Dig Dug that was not only heard but 

also felt. It was the sound of heartbeats. The Indonesian language meaning of dag-dig-dug is 

onomatopoetic; it is the "sensation of rapid heartbeats (caused by fear, anxiety, etc.)."23  Gross 

images projected on a giant white-cloth screen stretched across the entirety of the stage were 

distinctively those from the performance tradition of Balinese wayang (wayang ku/it purwa 

Bali). 

Grossness of puppet shapes of large-size demon characters as in wayang of Bali is a 

distinguishing feature in the performance of Luka. Putu' s stage figures and puppet-like 

characters perform contortions and are projected onto a white cloth screen that floats across 

the entire stage. Opening and closing of each scene is heralded by appearance of giant images 

of the wayang puppet, gunungan or kekayonan, which according to Echols & Shadily (1997, 

p.198) is a "mountain-like figure in wayang symbolising the universe" or the "symbol of the 

tree of heaven", according to Moebirman (1960, p.2).  Putu evokes all that is good and evil 

through the gunungan puppet that is most often designated as the abode of the god, 

goddesses, and of the demons in this important accessory in the wayang theatre.24  

In the first part of Luka, there is a firm assertion of traditional family values, those of 

unity. Death of the grandfather had caused an unavoidable conflict. From the moment he died, 

a breach among kin occurred so the family house, as their heirloom, became a shambles. Only 

unity would be able to restore the family bond. For the second part of the play, Putu employed 

an esoteric form of political acculturation reflecting the catastrophe present at the time in 

Indonesia. This part of the play bears the concept of how sacrifice can lead to heroism in the 

terrible crisis befalling a country.25  

Schumacher (1991, p.1  08) notes Artaud' s parallel observation of May 1933: 

In the anguished, catastrophic times we live in, we feel an urgent need for 
theatre that is not overshadowed by events, but arouses deep echoes within us 
and rises above our unsettled times. 

These sentiments are part of a manifesto Artaud wrote on the "Theatre and Cruelty". 

As mentioned previously, threading through Putu Wijaya's works is the theme of 

psychological anguish or mental terror as dominating signifier. In a treatise by Putu Wijaya 

(1999, p.154), Tradisi Baru, in part three, "Teror Mental", he claims the target of Teater 
Mandiri is mental terror at a time when everyday life has become a terror. 

Cruelty of life in crisis expressed in Luka materialises as if Putu has instinctively 

applied techniques propounded by Artaud in his discourse in 1932 on "The Theatre of Cruelty 

- First Manifesto". Contained in his manifesto is pure theory on "Technique" and one on 

XVIII Gamba ran-gamba ran dan simbol-simbol Artaudiannya men gisi panggung dan memberikan distorsi 
tapi visinya jelas tentang dehumanisasi dunia dari sebuah bangsa yang bergerak sangat cepat dalam 
arah yang tidak menentu. 
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practical theory titled "Subjects". As referents to the stage works of Putu Wijaya, particularly 

the performance of Luka, the list of Artaud' s eighteen subjects is reflected to an uncanny 

degree in Putu's work.26  

In the context of Luka, three subjects are specifically pertinent. Concerning "stage 

language" Artaud wrote: 

We do not intend to do away with dialogue, but to give words something of 
the significance they have in dreams. 

Going on to speak "objects, masks, [and] props", Artaud introduces the subject of 
"verbal imagery: 

Puppets, huge masks, objects of strange proportion appear by the same right 
as verbal imagery, stressing the physical aspect of all imagery and expression 
- with the corollary that all objects requiring a stereotyped physical 
representation will be discarded or disguised. 

On the subject of his notion of "cruelty" in the context of the theatre, Artaud explains: 

There can be no spectacle without an element of cruelty as the basis of every 
show. In our present degenerative state, metaphysics must be made to enter 
the mind through the body. 

The fact is that the content of subjects noted above are the property of Putu from the 

viewpoint of Luka, but they were also formerly the property of Artaud. Furthermore, from 

Putu' s Balinese sensibility, a sensibility sought by Artaud explicitly through his discourse on 

the Balinese theatre, Putu Wijaya has an innate ingenuity to work between cultures and within 

a social and political framework. 

Overt political acculturation of current events in the form of a theatrical spectacle is 

one hallmark of Nano Riantiarno's stage creations for Teater Koma. Nonetheless, plays 

written by Nano are rooted in performance traditions he acculturated from his birthplace of 

Cirebon and elsewhere. Those traditions are found for example in the folk theatre of ion gser 

and ubrug from West Java.27  (See figures 7.11 & 7.12). Particularly the latter is of specific 

significance in the theatre of Nano. According to Sedyawati (1998, p.91), traditionally ubrug 

contained: 

[ ... ] more foreign elements than ion gser. There are four categories of stories. 
[Namely], the babad is a mixture of literature and history; the sheik stories 
are based on Middle Eastern sources; the wayang derives sources from the 
Mahabharata and Ramayana; and folk stories deal with daily life. [Ubrug] is 
melodramatic and relies on caricature [it] is more suited to a formal theatrical 
stage with backdrop [...1. 

Acculturation of wayang characters, especially the clown figure of Semar and his 

sons, Petruk, Gareng and Bagong, has been the inspiration for two major works of Nano. In 

1995 he wrote Semar Gugat (Semar Accuses), a social satire of a person (Semar) changing 
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face to assume the role of sovereign power in order to revenge an insult inflicted on him by 
the elite. His sovereign power in government only causes Semar more anguish as a result of 
the loss of his wife and his former divine power of kentut sakti, his supernatural farting.28  
Appearing in the play are other wayang characters, Yudhistira, Bima, Arjuna, Nakula, 
Sadewa, Gatotkaca, Srikandi, Kresna, Kalika, Batari Durga and Larasati for example. In May 
2000, all of these characters reappeared, in addition to other wayang characters, in Nano's 
play, Republik Bagong. 

Performances by Tearer Koma are marked by modern application approximating the 
style of performance traditions once witnessed in ubrug. Tearer Koma is an exemplar of 
community theatre close to the society it served. Professionalism and creative application of 
advanced stage technology differentiate between traditional and modern presentation. Despite 
the necessity to perform on suitably equipped stages that incur high rental costs, thus carrying 
a relative cost for admission and appearing elite (commercial), according to Nano, Teater 
Koma is a "possession of the community"(milik masyarakat).29  

Described by many critics as similar to Broadway musicals (cf. Asmara 1995, p.171), 
the theatre of Nano is indeed a form of "musical theatre", but based on a combination of 
elements drawing the best from both Indonesian and Western styles of performance traditions. 
In the tradition of ubrug, according to Jakob Sumardjo (1994, pp.49-50), there is the 
accompaniment of gamelan, masked dances, clowns, and everyday stores that are humorous 
and caricatural. In the tradition of musical comedies in the West, from Brecht to Bernstein, 
the storyline is interspersed with popular song, dance and comedy routines, and the chorus 
line, all enhanced through high technology creating extraordinary visual dimensions and 
multi-media effects. 

Bertolt Brecht and Kurt Weill produced a serious form of musical theatre during their 
short collaboration that was adapted from Gay's The Beggars Opera as The Threepenny 
Opera. Nano used Brecht's adaptation and Weill's musical score for The Threepeenny Opera 
for his production of Opera Ikan Asin (Salt Fish Opera), but the programme for its 
performance by Tearer Koma carried the title, "Opera Ikan Asing - The Threepenny Opera". 
Nano's production was set amidst the practices of corruption and collusion by police and 
government officials in a criminal environment plagued by thugs and petty theft, rife in the 
slum quarters of metropolitan cities throughout Indonesia. 

Stage techniques in the theatre idioms of Brecht became a part of Nano's theatrical 
expressionism. Stage banners, placards and signage carried social referents, back projection of 
film and photographs were signifiers symbolic of special events relevant to stage action 
taking place. Musicians, in full view of the spectators, accompanied the rousing songs and 
movements of the actors. Tearer Koma employed combined elements of musical theatricality 
from all the above traditions. However, there is an atmosphere and environment surrounding 
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Nano's theatre that is curiously reminiscent of earlier theatrical traditions during the 

development of modern theatre in Indonesia. Putting aside Nano' s employment of relatively 

advanced stage technology, there is a historic presence of theatre traditions witnessed in the 

periods of the theatres of Miss Riboer's Orion and Dardanella during the 1920's and 1930's. 

Theatre traditions of those periods were revisited through Teater Konw when Nano 

wrote Opera Primadona (Opera Primadonna) in 1994 as a satire on the rivalry between two 

professional theatre groups akin to theatres of Orion and Dardanella. (See figure 7.13). It was 

the demise of those theatres that caused Nano Riantiarno (2000, p155) to regret "[we] lost 

track, because there was never anyone who wrote about that period in detail." He was 

alluding to the creation of a truly Indonesian professional theatre that was a medium of 

expression and at the same time a work sector. Teater Koma, through the work ethos and 

creative visions of Nano Riantiarno, has redeveloped a culture in the theatre that was once a 

product of its own heritage; a cultural tradition of theatre that is a direct construct of Western 

heritage, but not yet a place of full-time work. 

Not to be forgotten is Nano' s own Chinese cultural heritage from which several 

intercultural performances have resulted. Against social restrictions place on Chinese citizens 

by the New Order of the Suharto administration, Nano adapted a classic Chinese folk tale for 

the Indonesian stage. Teater Koma performed Sampek Engtay in 1988. Although fraught with 

censorship and outright prohibition of the Chinese lion dance (barongsai), nonetheless the 

story contained a potent social (and ironically political) message of gender for the people of 

Indonesia. 

Engtay, the female victim in the story, symbolises all Indonesian women who stood, 

and still stand, for emancipation from a male-dominated society and the struggle for full 

equality of rights. They are the educators in the case of Kartim and victims of exploitation in 

the work force such as Marsinah. They are also theatre artists as advocates of women's rights 

in the instance of Ratna Sarumpaet and Jajang C. Noer. And in the political arena, Megawati 

Soekarnoputri struggled for a position of power and responsibility on behalf of a multicultural 

nation to become the fifth president of the Republic of Indonesia. 

Powerfulness of women's roles in society had been portrayed in Opera Pri madonna 

when rival stars of the stage waged war for the ultimate position of fame. The power of 

women in politics had already been witnessed on the stage of Teater Koma when Nano first 

introduced intercultural performance through his adaptation of Aristophanes' Lysistrata in 

1986. His version of the Greek satire was titled Wanita-Wanita Parlemen (Women in 

Parliament). Like the many performance traditions acculturated by Nano, the presentation of 

Women in Parliament was treated as musical theatre with parliament's orchestra raised in a 

prominent position on stage while dominant were giant-sized gunungan, wayang puppets 

symbolic of the tree of life. (See figure 6.8). 



237 

Women in politics were also at the forefront of the performance of Republik Bagong 
presented in the vein of a wayang story in which appeared the wavang characters we met in 

the production of Semar Gugat. In the synopsis of the play, Srikandi, the second wife of 
Arjuna, and the younger sister of Drupadi, joins the wives of the elite to create their own 
political party, "Partai Srikandi". Their husbands, the elite, are the warriors who like to 

gamble and fight among themselves not unlike the husbands in Women in Parliament whose 
wives turned to politics (and sexual abstinence) to curb men's misdemeanours. The elite male 
characters in Semar Gugat are Yudhistra, Bima, Arjuna and the twins, Nakula and Sadewa, 
the Pandawa brothers from the wayang story of the Mahabharata. At the same as Srikandi 
turned party leader, Durga (the goddess of destruction), portrayed as the queen of the devils in 
Nano's play, wants to learn politics. She believes that man is much more demonic than the 
demons themselves. (See figure 7.14). 

As described in the synopsis printed in the programme for the performance of 
Republik Bagong, the story concerns a country experiencing disaster upon disaster. The play 
is a prime example of Nano' s acute sensibility toward political acculturation when creating 
theatre spectacle. It tells the story of how power is created through its characters who are in 
the tradition of the Wa yang, but unabashedly demythologised, manipulated and modernised. 
Bagong is the prime character for whom power is created, although at the start he became a 
fugitive since the King wanted him to be sacrificed (assassinated) in the belief that such 
action would return the whole nation to its former prosperity. 

Feeling entrapped, Bagong himself does not want to seize power, but is swept up by 
the force of his own party politics and "Partai Bagong" wins the elections. Bagong is 
crowned and becomes King of the Republic of Bagong. In due time he tires of being King; he 
wants to resign. His place is not in the palace but on the sidelines together with his father 
Semar, and his brothers, Gareng and Petruk. It is his destiny, and at the same time his 
tradition, to question everything, and to provide humorous commentary. Bagong feels he is 
losing that tradition; there is no longer anyone to talk to, nobody to accept his resignation. 
Semar and Kresna, his two wise advisors cannot be found and Bagong is left alone on the 
throne in a state of inertness when the play closes. Even his five other "personalities", the 
stage characters that had shadowed him, imitating his actions and offering him advice, had 
departed. 

More characters and symbols from the tradition of wayang charged the political 
topicality of the performance of Republik Bagong. Sengkuni, uncle of King Duryodana and 
Prime Minister of Ngastina is portrayed as master provocateur and terrorist. Lesmono, the son 
of Duryodana and crown prince is possessed by demons while the gods decide to set up their 
own democratic elections. And there is the appearance of the English speaking Mr Aryo 
Saros, a smooth money-market speculator, the owner of a powerful weapon that held the key 
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to the fortunes for the kingdom of Ngastina. It is a Kay laptop computer, a modern day 

symbol of technological power traditionally invested in ancient Pusaka, the sacred heirlooms 

of court culture.30  

Patterns of intercultural paths in the plays of Nano Riantiarno and the aesthetic 

presented by Teater Koma are multi-dimensional. Performance traditions and their theatrical 

idioms are a result of cultural diversification that are at once of Western and Indonesian 

origin. Combining both theatre practices and theatrical styles from those origins, the audience 

is served at levels that together are esoteric and exoteric. Each member of the audience can 

choose to enjoy and comprehend the performance at either level or both. According to Saini 

K.M. (1989, p.192), through a "combination of humour and social [political]  protests that is 

characteristic of original texts", Teater Koma attracts wide attention from the metropolitan 

public of Jakarta. 

The public of Teater Koma, which Nano describes as "its community", comprises a 

mixture from many strata of society. It attracts a diversity of audience membership that are as 

diverse as the performances themselves comprising Jakarta's elite, politicians, academics, 

students and avid theatre goers. Even the former president, Abdurrahman Wahid, attended a 

performance of Republik Bagong upon his own volition.3' 

Metropolitan and cosmopolitan Jakarta is not the sole city premise for the property of 

a theatre that is steeped in interculturalism nor is the performance tradition of iongser the sole 

possession of Nano Riantiarno' s theatre. For more than ten years, a group named Longser 

Antar Pu/au or LAP performed in Bandung. Recently it has been renamed CLAP, the for 

Komunitas Longser Antar Puiau (the Inter-island Longser Community). As an acronym, 

CLAP may be read with relevance to the group's current popularity or its irreverence toward 

performance style that is linked to past performance tradition whose own popular 

licentiousness may rightly deserve the double-edged acronym. 

In the Sunda region of West Java, ion gser was formerly renowned for one particular 

characteristic that today may be considered unpalatable in the region. Apart from the 

customary dancing, singing, jokes (lawak), martial arts (silat) and regional storytelling; 

ion gser was popular particularly for its male clientele because of the appearance of ronggeng, 

female dancers. They were known for their beauty, grace and style of traditional dress. During 

one part of the performance, they are thrown money from admiring males who are then 

invited to join them in a somewhat lascivious dance to the rhythm of game/an 

accompaniment.32  

In November 2000, LAP performed Partai Cantik (Beauty Party) by Saini K.M. He 

described to me saying that the style of the group's performance was influenced by Sundanese 

folk theatre and has resulted in a subversive theatre of wild imaginative events that were 

caricatural, surrealistic and parodic. Although a basic working text exists, the group 
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improvises around a basic theme that applies the form of absurdity. The story of Partai 

Cantik is not one usually encountered in the world of social politics, especially when it is 
comes from the domain of a lower class residential quarter (kampung). (See figure 7.15). 

Several resident members from a poverty stricken "neighbourhood association", or 

RT (Rukun Tetangga), create employment by opening a beauty parlour to ease their financial 

burden. They appoint a male manager to oversee the parlour. A group of "macho" locals 
harass the parlour's new staff, but the employees form a united front or party to confront their 
harassers and bring them under control. Harassment is of a sexual nature, but it is a case of 
mistaken identity. Instead of the staff being females workers, they were male members of the 
RT who elected to dress alluringly as women to attract a clientele. 

Reality emerges from the play in that the realm of the beauty parlour happens to be a 
commonplace work-haven for the many transvestites in Indonesia. Absurdity is the tenor of 
the play's construct of power within a transvestite political party. But in reality, transvestitism 
in Indonesia is a well-known aspect of the cultural dynamic, commonly found in everyday life 
and a historical phenomenon witnessed in the diverse performance traditions of Indonesia. 
For example, the appearance of the transvestite (banci) on stage is a norm in the performance 
of ludruk in East Java.33  Transvestitism is a reality of Indonesian urban culture witnessed in 
the nightlife of large cities. And in a village environment, transvestites had their place in the 
spiritual lives of its residents, according to Saini K.M. who recalled his childhood experiences 
from his birthplace of Sumedang, West Java.34  

Improvisation of stories and their crudity was a performance tradition of Sundanese 
iongser. I Made Bandem and Sal Murgiyanto (1996, p.147) note that iongser: 

[ ... ] raised social criticism through its conversation often mixed with obscene 
words. Because of that, the performance was considered uncouth by groups 
of nobility and intellectuals Because of such criticisms, ion gser was subject 
to tight control from the government during the period of Dutch 
colonisation.  XiX 

When he described the theatre of LAP as subversive, Saini K.M. was referring to 
their performances during the period of Suharto's New Order regime. Saini K.M. made a 
comparison of the art in the modernised form of ion gser performed by LAP with Sisyphus in 
Greek mythology. As king of Corinth, Sisyphus was condemned to the underworld for his 
evil deeds on earth and committed to roll an enormous rock uphill, but it always fell back 
before reaching the top. In this mythological context, he cites the dramatist Albert Camus who 
had stated that theatre is an art most absurd, most foolish, and most meaningless. It was meant 

XIX Melontarkan kritik sosial lewat percakapannya yang sering tercampur kata-kata tak senonoh. 
Karena itu, oleh golongan ningrat dan terpelajar, tontonan mi sangat kasar. Karena kritik-kritik 
tersebut, pada zaman penjajahan Belanda Longser mendapatkan pengawasan cukup keras dan 
pemerintah. 
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as a rhetorical benchmark for the theatre of LAP and the element of the absurd in their 

performance of Partai Cantik. Camus' statement was part of his secular common-sense 

philosophy on notions of the Absurd. He shared thoughts in common with the existentialist 

and post-existentialists French dramatists of the 1940's that appeared as theoretical statements 

in such a work as The Myth of Sisyphus to which Saini K.M. referred in his article.35  

In the acculturation process of longser, LAP adopted a modernist construct through 

the art of traditional performance, Sundanese folk theatre. Saini K.M. explains that it is not 

incidental that the group calls itself Longser Antar Pulau, LAP performs in the Indonesian 

language and the players consist of various Indonesian races from various islands of the 

archipelago. The literal translation of longser antar pulau is "inter-island longser". Saini 

K.M. is of the opinion that the technique of parody is one of the elements from the works of 

postmodernist art, a term that rarely appears in the vocabulary of the theatre in Indonesia. 

At the same time, Saini K.M. was somewhat critical of that term stating that parody in 

postmodernism does not have direction. It is parody for parody itself. He argues that parody 

for its own sake can be said to appear as intellectual despair, a part of the Western being. 

However, parody used by LAP did have direction; as Saini K.M. writes, it was "moral 

direction." Nonetheless, arguments by Indonesian scholars continue to be advanced 

concerning the realisation of a postmodernist theatre as a construct of interculturalism. 

One such scholar is Bakdi Soemanto, theatre critic, essayist and former lecturer in 

English at the University of Gadjah Mada (UGM), Yogyakarta. At the second Art Sunmiit 

held in Jakarta during October 1998, he presented a seminar paper titled "Interkulturalisme 

dalam Teater Kontemporer: Kasus Kelompok Gandrik di Yogyakarta" (Interculturalism in 

Contemporary Theatre: A Case of Group Gandrik in Yogakarta). It was central to the seminar 

theme, namely, "Contemporary Performing Arts: The Problem of Multiculturalism and 

Exploration of Local Resources", and was presented under the banner title of the Summit, 

"International Discourse on Performing Arts" 36  

Bakdi had devoted studies to Teater Gandrik in a paper written in 1993, but not 

directly in terms of the subject on interculturalism in theatre. In his paper for the Art Summit 

he addressed the subject and advanced an illustration of postmodernism using Teater Gandrik 

as a referent. Despite the seminar theme of the Art Summit concerning the challenge of 

multiculturalism, Bakdi (1998, p.197) chose to refute this term and that of transculturalism 

citing their usage by Patrice Pavis.37  

According to Bakdi (1998, pp.197-198): 

[ ... ] the term interculturalism is more popular than multiculturalism and 
transculturalism [ ... ] this term appears constantly in endeavours to reach a 
dialectical exchange between cultures. The term by itself does not bring to 
mind two cultures which closely intermingle, but rather two different cultures 
that interact, stimulate and question each other [ ... ]. The terms 
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multiculturalism and transculturalism appear not point to a dialectical process 
with such clarity. [...] These terms are not able to suggest a blending of 
different cultural "ingredients".'°1  

These ingredients are to be found in the performances of Teater Gandrik that Bakdi 

(1998, p.204) witnesses in the performers and acting that: 

[ ... ] is shown in almost a contemporary way. F...] they had studied realism 
but they combine it with traditional acting II...] performing a play like in 
kethoprak. 

Bakdi further notes the blending of another ingredient by Teater Gandrik, language, 

which he expresses as follows: 

As an introductory language, they use Indonesian - but in a way that is 
somewhat refined - a number of critics say that Gandrik is the best example 
as a multilingual phenomenon. They use Indonesian and Javanese all at once, 
not only in the limits of vocabulary, but also in syntax, rhythm of speech and 
accent. xxii 38 

Bakdi (1998, p.204-5) also describes Teater Gandrik as a: 

[ ... ] theatrical phenomenon at a period of transition when ethnic groups of 
the archipelago were in the process of becoming Indonesia. F...] a cultural 
phenomenon at the time globalisation was reflected upon. 

He also refers to Teater Gandrik as the result of a long period of dialogues in the 
middle of cultures that will come to surpass periods, wave by wave, which seemingly are 
incessant. Bakdi (1998, p.205) concludes his paper for the Art Summit by viewing Teater 
Gandrik as: 

an illustration of postmodernism, a place for the faces of culture to 
appear just at surface levels. [...I looking for new forms in the process of 
transformation.'  

Istilah interkulturalisme lebih disenangi dari pada multikulturalisme dan transkuturalisme [ ... ] 
istilah mi kelihatannya tetap dalam usaha mencapai pertukaran dialektis antara budaya. Istilah mi 
tidak dengan sendiri inenunjukkan bahwa ia mengandung dua budaya yang saling bersentuhan di 
dalamnya, tapi ia dapat memiliki lebih dari dua budaya yang berbeda yang berinteraksi, merangsan 
dan menjawab pertanayaan [...]. Istilah multikulturalisme dan transku/turalisme tampaknya tidak 
menunjukkan proses dialektikal secara lebih jelas. [...] Istilah-istilah mi tidak dapat menampilkan 
suatu percampuran dan "ramuan-ramuan" budaya yang berbeda. 
XXI ... ] ditampilkan hampir secara kontemporer. [ ... ] mereka pernah mempelajari realisme tapi 
mereka men gkombinasikannya dengan akting tradisional F...] berakting sandiwara seperti dalam 
kethoprak. 

" Sebagai bahasa pen gantar, mereka memakai bahasa Indonesia - tapi dengan cara yang halus - 
sejumlah kritikus men garakan bahwa Gandrik merupakan contoh terbaik sebagai fenomena 
multilingua. Mereka men ggunakan bahasa Indonesia dan bahasa Jawa sekaligus, bukan hanya dalam 
batas kosa kata rapi juga dalam sintaksis, ritine bicara dan aksen. 
XXM F ... 1 fenomena teatrikal pada masa transisi ketika kelompok-kelompok etnik kepulaunan mi berada 
dalam proses menjadi Indonesia. [...]fenomena kebudayaan saat globalisasi direfleksikan. 

[ ... ] gamba ran posrmodernisme tempat wajah-wajah kebudayaan muncul pada tingkat-tingkai 
permukaan saja. [ ... ] sedang mencari bentuk-bentuk baru dalam proses transfonnasi. 
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At the same Art Summit, Rustom Barrucha (1999, p.25) called for even more 

dialogue in the summation of his seminar paper. In the era of globalisation with its 

discrimination and injustices, he stresses: 

[  . .. ] what needs to be influenced, fought for and investigated through 
intercultural praxis was more dialogue, continuity, and reflexivity. 

Dialogue in the first of a series of nine seminars on performing arts, in Surakarta from 

1998-2001, turned attention to the "paradigm of postmodern culture" in a paper presented by 

Dr. Leo Kleden.40  Throughout the ensuing discourse on the paradigm of postmodern culture 

(1998, pp.5-8), Kieden did not directly look for the face of Indonesian referents; instead 

looked to the face value of Western writers.41  Absent in Leo Kieden' s discourse on a 

postmodern cultural paradigm, when looking for the "face of Indonesia", was a concrete 

application of postmodernism within the context of theatre performance of any specific play 

or theatre group such as had been discussed by Bakdi. Kieden' s referent was text, and text 

alone. 

On his theory of texts, Leo Kleden (1998, pp.7-8) claims: 

[...1 it is said that all texts [ ... ] in fact are inter-texts, at least in two 
interpretations. Those texts are written in the sphere of influence and extracts 
from many other texts and that text can only be understood in an inter-textual 
association with many other texts. And apparently even art has to be 
understood in various inter-textual spheres where we realise that not even one 
person creates alone, and not even one person can comprehend one work of 
art without associating it with other works of art. If that is the case, then art 
(and culture in its widest possible meaning) has to be understood as a legacy 
and a process of creating anew. A legacy without creating anew will die, 
creating anew without legacy is impossible, because there is not even one 
person capable of creating from point zero. 

I contend that in the practice of acculturation of performance traditions, there is need 

for wider reflectivity through more dialogue on the epistemology of postmodemism as it 

applies to forms of theatre in Indonesia. Scholars of the theatre such as Bakdi have not offered 

us a continuity of dialogue. Bambang Sugiharto (1996, pp.23  & 24) in his edition, 

Postmodernisme: Tantangan Bagi Filsafat (Postmodernism: A Challenge for Philosophy), 

. . .1 yang membutuhkan untuk dipengaruhi, diperjuangkan, dan disiasati lewat praksis interkultural 
yang lebih dialogis, berkelanjutan, dan refleksi. 
XXVI 

[•••] dikatakan bahwa semua teks . .1 pada hakekatnya adalah interteks sekurang-kurangnya 
dalam dua pen gertian. Teks itu selalu ditulis dalam jaringan dan kutipan dari banyak teks lain; dan 
teks itu harus dipahami dalam senwcam jaringan intertekstual, di mana kita menyadari bahwa tidak 
seorang pun pernah mencipta sendirian; dan tak seorang pun dapat menahami satu karya seni tanpa 
menghubungkannya den gan karya seni lain. Kalau demikian maka kesenian (dan kebudayaan dalam 
arti seluas-luasnya) harus dipahami sebagai warsan dan proses penciptaan baru. Warisan tanpa 
penciptaan baru akan mati; penciptaan baru tanpa warisan mustahil, karena tidak seorang pun 
sanggup mencipta dari titik zero. 
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stops short of a concrete or a even philosophical polemic for his contextual inclusion of 
Artaud when referring to artists he connects with the term of postmodernism. He writes, 

The term "Postmodern" has been used in many levels with such liveliness 
and hullabaloo. [ ... ] It is used scattered around everywhere until it is not 
surprising if its meaning becomes blurred. We meet that term used in the 
level of [ ... ] drama (the theatre of Artaud) [...]. The term "postmodern" there 
is used controversially, until the personalities [Artaud], who can be entered 
into a list of names are even as controversial."1' 

Postmodernism was not a term that had explicitly entered the vocabulary of Teater 
Gandrik although Butet Kartaredjasa had written of "their meeting with a new aesthetic."42  
The new aesthetic is in essence postmodernist in form at a level practised through 
acculturation of performance traditions and their ingredients described by Bakdi as cited 
above. Furthermore, in 1998, Teater Gandrik was Bakdi's contextual referent for 
postmodernism while discussions with Butet and members of Teater Gandrik on the subject 

43 of postmodernism occurred in that same year. 

Hatley does not view Teater Gandrik as a construct of postmodernism but rather as a 
construct of performance traditions within a framework of social references. Teater Gandrik 
is not among smaller fry or a junior group of the unemployed or dropouts that she once 
generally described theatre groups, as noted in Appendix E, but a group that has received 
national and international standing through studies of its theatre practices. Furthermore, 
Teater Gandrik is in fact now more prominent and conspicuous because of Hatley's particular 
study of the group and her presenting it to an Australian audience in 1999. Central Java was 
the location where much of much of her theatre research was conducted since 1971 when 
Halley's essay "Wayang and Ludruk: Polarities in Java", was published. 

Her studies continued with an additional focus toward the popular performance genre 
of ketoprak. In one of her works growing out of her field work Hatley (1995, p.5) states: 

L  . .. 1 there is a sphere of modern theatre production that is very active being 
based on traditionallregional idioms. The theatrical model is drawn from 
traditional forms of various wa yang and ketoprak.- 

Hatley is writing with reference to works by Teater Gandrik. Traditional referentiality 
(rujukan tradisional) in modern theatre of Central Java was one of Hatley' s analytical 
approaches to her readings of Indonesian contemporary theatre.W  With reference to two plays 

Istilah "Postmodern" telah digunakan demikian banyak bidang dengan meriah dan hiruk-piruk. 
F...] Ia digunakan bertebaran di mana-mana sehingga tidaklah mengherankan bila maknanva menjadi 
kabur. Kita temukan istilah itu dipakai dalam bidang F ... 1 drama (teater dari Artaud) F ... ]. Istilah 
"postmodern" di sana digunakan secara kontroversial, sehingga tokoh-tokoh bisa dimasukkan dalam 
daftar nama-nama itu pun kontroversialnya. Xxviii F . .. 1 adalah kawasan produksi teater modern yang sangat aktif dengan bersandar pada idiom 
tradisional/kedaerahan. Model teatrikalnya ditarik dari bentuk tradisional semacam wayang dan 
ketoprak. 
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of Teater Gandrik, Orde Tabung (The Test Tube Age) and Upeti (Tribute), Hatley (1995, p.5) 

uses "political referentiality" in wayang as a historic signifier. She refers to hierarchical 

structure in the kingdoms and domination of the king, the repression and corruption by power 

within the royal courts. (See figure 7.16). 

The plots [of wayang] are struck with intrigue and war between the king and 
nobility (bangsawan). The clown-servants (pelayan-badut) who render 
service to the court, the lower ranking soldiers and the villagers play the role 
fitting their status as the 'people'. [ ... ] Symbols and conventions of art and 
ceremonies of the palace were produced by government organisations and 
private groups of the elite to raise their prestige and legitimise them [•••]•1X 

Hatley refers to this proclivity as mobilisation of the traditions of Java reproduced in 

a certain style very different in modem stories for theatre. Audiences of wayang in the palace, 

for example, indulging themselves in the 'Javanese tradition', became a 'locus' for the satire 

of contemporary politics. Use of interactive style of the comedy of the clown-servants, 

representing the people in traditional theatre, through engagement of bitter humour, actually 

depicted the suffering of the contemporary proletariat. Hatley (1995, p.5) tells us: 

No longer was the king pictured as a prestigious leader of authority, but as ambitious 
and indolent, the palace was a place of internal conflict compared with its former 
harmony and purity of heart.tm  

According to Hatley (1995, p.6), in the modern stories people no longer appeared as 

loyal servants, dutifully good-hearted toward their employer but as victims who were forever 

struggling. Such was not the case hoped for by the government's authority over contemporary 

politics through its construct of Javanese tradition by example of the continuity of the palace's 

power of bygone periods. But instead, the ideal image of a kingdom was challenged and 

belittled. The continuity of the former period and the period today is presented to confirm not 

with the honour and authority that continues to take place, but with the "legacy of deeply 

rooted matters of repression and corruption." 

With reference to the plays, Orde Tabung and Upeti, Hatley notes the appearance of 

two corrupt government officials. She describes how one talked "off-the-record" quite franidy 

to journalists to assist "the implementation of repressive policy (kebijakan represif)" because 

that is precisely the way to defend it as it is today since the periods of the kingdoms long ago. 

The other official was described as protesting because of talk about a "network of the 

redistribution with state money to colleagues of government officials that will cause the 

XXIX Plotnya berkenaan dengan intrik dan perang antara raja dan ban gsawan; pelayan-badut yang 
men ghamba, serdadu rendahan dan orang desa yang berperan sesuai kedudukannya sebagai "rakyat". 
[ ... ] Simbol dan konvensi kesenian dan upacara kraton, dikembangkan oleh lembaga pemerintah dan 
pribadi kelompok elit untuk mempertinggi prestise dan legitimasi mereka. 
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ruination of tradition." However, Hatley fails to uncover, through her application of political 

referentiality, a socio-scientific referent in Orde Tabung. Bakdi Sumanto (2000, pp.54-55), 

states: 

This work reminds a person of Aldous Huxley's Brave New World [it is] a 
criticism against scientific development when babies will be prepared outside 
of the wombs of mothers, inside a test tube.tm' 

Aside from the political referentiality in the critical account written by Hatley, Bakdi 

Sumanto (1993) puts the case of Teater Gandrik succinctly in the context of development of a 

modern theatre in Indonesia.45  According to Bakdi (1993, p.99), Teater Gandrik was the 

initiative of Kasihanto, the subdistrict head of Mantijeron, and established on 2 September 

1983. It was formed in the framework of the Festival of Folk Theatre (Festival Seni 

Pertunjukan Rakvat) presented by the Department of Information (Departemen Penerangan) 

for the Republic of Indonesia from 14-15 September 1983. Two works were performed at the 

Festival, Kesandung (Tripped) by Fajar Suharno and Meh (Almost) by Heru Kasawa Murti, 

both directed by Jujuk Prabawo. In the same year, Meh was presented at a competition in 

Jakarta and Teater Gandrik began to attract attention at a national level. Along the way to 

achieving that attention was Heru Kesawa Murti's play, Isvu, directed by Jujuk Prabowo with 

traits of double-meaning that became significant in the humour of later works by Teater 

Gandrik (See figure 7.17). 

National and international recognition of Teater Gandrik followed its success at the 

Festival. After the plays had been staged in most cities on Java, the group was invited to 

perform television plays broadcast by the national television network (TVRI) of Yogyakarta, 

Surabaya and Jakarta. For the Second ASEAN Theatre Festival, held in Singapore from 2-9 

October 1990, a production of Dhemit by Teater Gandrik represented Indonesia and was 

performed in Kuala Lumpur, Malaysia, at that time. In March 1999, Teater Gandrik 

performed Brigade Maling in Australia as a guest of Monash University, Clayton, in the state 

of Victoria. In July of that year, it was performed for the first time in Indonesia at TIM in 

Jakarta and during August in Yogyakarta.' (See figure 7.18). 

Bakdi (1993, p.100) points to special features of Teater Gandrik having populist 

characteristics; one of the characteristic features of performance is that which is a "loose" 

style of performance as opposed to the more structured approach of conventional theatre. He 

contends that the populist characteristics in the presentation of performances by Teater 

Raja digambarkan bukan sebagai tokoh panutan otoritas bermartabat, tapi sebagai ambisius, culas, 
bermasalah dan tak berdaya guna, istanava tempat konflik internal ketimbang harmoni dan kemuran 
han. 
Xxxi Naskah mi men gingatkan orang pada novel Brave New World karya Aldous Huxley. Naskah mi 
merupakan kritik terhadap perkembangan sains ketika bayi-bayi telah disiapkan di luar rahim-rahim 
para ibu, di dalam tabung. 
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Gandrik are intentional in order for the direction of forms of popular theatre to be revitalised. 

In this instance, Bakdi cites the appearance of wayang suluh, quoting descriptions by Brandon 

(1974) of contemporary political characters such as Soekarno, Nehru, Nassar and Tito 

depicted in that form of wayang. (Refer to figure 6.1). From the standpoint of a modem 

wayang theatre painting a modem view of Indonesia, Bakdi (1993, p.100), indicates the 

populist character of Teater Gandrik as a revitalisation of folk theatre. 

When we look at the characteristics of theatre that appear in wayang suluh, it 
can be said that Teater Gandrik represents the springing up of a form of old 
theatre with "new' content. It so happens that what is meant by new "content" 
indeed is its Indonesianness.x 

The form of theatre conceptualised by Teater Gandrik is developed through the 

passage of modemisation processes that Peacock articulated in terms of the popular theatre of 

ludruk. Processes of modemisation, according to Bakdi (1993, p.101) are characteristic of 

content easily adapted to the reception of the people in the audience who also already have 

changed.47  Modem processes are indicative in the ensemble characteristics (creative and 

managerial) of Teater Gandrik itself. Soempeno (1989, p.39) indicates how the content of a 

work is adapted. 48  

Simple form and content can be accommodated according to their 
importance. Ii . .. 1 The textual content of the work is less important because it 
only reflects the "actual". Moreover, the set of problems that are expressed 
resemble a sketch or are almost like news as it appears in the newspapers.'°  

The progression of theatre from story to news was the subject of discussion by Afrizal 

Mama with general reference to work of Teater Kanvas and specifically in context of Teater 

Gapit of Surakarta in Central Java. Furthermore, in the context of a "theatre of news", Afrizal 

(1995, p.1) refers to contemporaneous theatre groups in the provincial cities of Sumatra, 

Kalimantan, Sulawesi, Bali and Westem Nusa Tenggara. 

Bakdi (1993, p.102-103) as well makes a comparative observation between Teater 

Gandrik and Teater Gapit when borrowing the term, "rites of modernisation process", from 

Peacock's account of ludruk. 

Although ludruk and Teater Gapit do not use Indonesian but Javanese 
throughout, both groups display the symptom of having an Indonesian 
context. Because of that, if both of them can be talked about as "rites", then 
for Teater Gandrik, ludruk, and Teater Gapit as well as other groups who 

Dengan melihat gejala teater yang tampak pada wayang suluh, dapatlah dikatakan bahwa Teater 
Gandrik adalah kemunculan bentuk teater lanw dengan "isi" baru. Adapun yang dinwksud den gan 
"isi" baru ialah keindonesiaannya. 

Bentuk dan isinya sangat sederhana dan dapat disesuiakan menurut kepentingannya. [.1 Isi 
naskah kurang penting karena hanya merupakan kejadian yang aktual. Bahkan, perinasalahan yang 
diungkapkan mirip sketsa atau hampir seperti berita yang ada di koran-koran. 



resemble them in this respect, the "rites" that are visible are not for the 
importance of a ceremonial occasion.X)Ov 49 

Revitalisation of populist theatre traditions or modernisation of popular theatre genre 
is not restricted to the practices of theatre groups on the island of Java. Bakdi (1993, p.100) 
makes that perfectly clear at the beginning of his paper stating the populist characteristic of 
Teater Gandrik "is not a new phenomenon of theatre." Bakdi (1993, p.105) also clearly states 
that "although Teater Gandrik already proved itself as Indonesian theatre, not local theatre, 
but occasionally the atmosphere of Yogyanese (ke- Yogya-an) is still strongly felt." 

For the performance of Brigade Maling during July and August 1999, front-page 
border titles of the programme (pp.1-11) provide a concise reading of the populist 
characteristics of Teater Gandrik. The titles are, "Dibutuhkan kekonyolan" (Foolishness is 
needed), "Menulis Gandrik, mencatar wakru" (Write Gandrik, note time), Merayakan 

perubahan: penras tanpa '(jimar" (Celebrate change: performance without "charm"). One 
other front-page title, "Gandrik di Persimpangan Zaman" (Gandrik at the crossroads of a 
period), was the subject for an article in the performance programme for Brigade Maling 

concerning the creative process of Teater Gandrik in which is written:50  

[...] traditional sources do not only originate from a certain place. They come 
from everywhere. Because of that, for us the validity [of theatrical form] is 
the same whether its orientation is toward patterns of traditional theatre or 
toward the dramaturgy of modem theatre (of the West). 

The characteristics demonstrated by Teater Gandrik are witness to a theatre that has 
modernised traditions from within popular folk theatre and created a style of performance 
pointing distinctively in the direction of a postmodem form.5' In the context of Teater 

Gandrik, Afrizal Mama was cited previously for his views on Teater Gapit as a "theatre of 
news" while Bakdi Sumanto considered their theatre in the context of "rites". Day argues the 
case of Teater Gapit in the framework of language roles, culture and violence while Feinstein 
adds a dimension of politics. 

Teater Gapit approaches a performance style distinguished for its aesthetic value and 
contextual application of a distinctive Javanese sensibility. However, its works in essence are 
not far removed from the form of social realism embodied for example in the plays, Kapai-

kapai (Moths) and Sumur Tanpa Dasar (The Bottomless Well) by Arifin C. Noer performed 
by his group, Teater Kerjil. The sense of the vernacular is distinctively Indonesian, but 

XXXIV Walaupun ludruk dan Teater Gapit tidak menggunakan bahasa Indonesia tetapi sepunuhnya 
bahasa Jawa, kedua kelompok mi menampakkan gejala sebagai memiliki wawasan keindonesiaan. 
Karena iru, jika keduanya dapat dikatakan sebagai "ritus", maka Gandrik, ludruk, dan Teater Gapit 
serta kelompok lain yang mirip dengan mi, "ritus" yang ditampakkan bukan untuk kepentingan 
slametan. 
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through language, idiom, and cultural orientation, the world of Teater Gapit is identified 

within a microcosm of regional mores in contrast with Arifin' s more universal views of 

Indonesian mores readily identified nationally. Expression of national mores in the works of 

Teater Gapit, viewed through the perceptions of the ethnomusicologist, Alan Feinstein, are 

bordered by their cultural identification with its Javaneseness. Nonetheless, we need to 

understand the position of Teater Gapit as it relates to the development of theatre throughout 

the nation. As Feinstein (1995, p.626) contends: 

Gapit' s work needs to be seen in the context of the performing arts in 
Indonesia more generally. And, given the strong Javanese orientation of the 
group and its work, we need to understand how Gapit relates to the context of 
Javanese performing arts specifically. 

Although Feinstein discusses at length how Teater Gapit related to the context of 

specific Javanese performing arts (wayang, ludruk and ketoprak for example), his study 

remains ostensibly outside of the context of the performing arts of Indonesia in general, and 

specifically modern theatre performance. He argues that Teater Gapit, despite of its members 

backgrounds in traditional Javanese arts and the choice of a regional language over the 

national language, is "a bold challenge to the State's cultural and political ideology." (cf. 

Feinstein 1995, p.617). Consequently, Feinstein (1995, pp.633-634) has attempted to describe 

how, 

[ ... ] Gapit have presented a daring alternative construction of what it means 
to be Javanese and therefore what it means to be Indonesian. By choosing to 
'marginalise' themselves with respect to modern Indonesian culture; by 
rejecting the 'national' language and using a language and style that render 
their productions 'untranslatable' and unsuitable for mass commodification; 
[...I Kenthut [director and writer] and his troupe have put themselves 
squarely at odds with the prevailing definition of Javaneseness.52  

In effect throughout his study, Feinstein has not sited Teater Gapit in a contextual 

framework of performing arts of Indonesia. Namely, in the framework of other theatre groups 

that have approached an aesthetic that is regionally cultural specific, but nationally referential 

as cited in the example of Teater Ketjil.53  

hiterculturalism in contemporary Indonesia was a question raised by Day in the 

context of language and roles, culture and violence viewed from Teater Gapit's performance 

of Rol (Role) in 1983 during the New Order regime of Suharto. In approaching the plays of 

Teater Gapit, Day tends to avoid a reading that speaks cultural marginalisation of the group, 

particularly from the standpoint of its distinctive Javanese referents and cultural context of 

Javanese performing arts. 

[ ... ] sumber tradisi tidak hanya berasal dari satu tempat. Ia datang dari mana-mana. Karenanya, 
bagi kami sama sahnya berorientasi pada pola teater tradisional atau pada dramaturgi teater modern 
(Barat). 
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Rather than viewing the presentation by Tearer Gapit of Rol within its own aesthetic, 
Day takes the play as an example and relates it to a broader context of interests over national 
(and international) issues of cultural significance toward theatre in Indonesia. According to 
Day (1998, p.59): 

[ ... ] these are interests that include the concerns Pramoedya Ananta Toer, 
W.S. Rendra, Goenawan Mohamad and the realist Indonesian authors, Utuy 
Tatang Sontani, Sitor Situmorang and Idrus. 

In this respect, Day is able to site the role and function of Teater Gapit contextually 
beside those of its Indonesian contemporaries in an intelligible cultural framework within a 
nationally sensibility although its roots remain planted in Java.54  

According to Feinstein (pp.618-619), dropouts and students formed the core of Tearer 
Gapit group with a debut performance Gandrung Kecepit by Sarwoko Sesar. It was 
performed as part of a Javanese-language drama contest in January 1991 sponsored by the 
Centre of Arts of Central Java for the province. One such dropout from the College for the 
Performing Arts (STSI) in Surakarta during 1985 was Bambang Widoyo Sp (Kenthut). He 
had entered the College in 1980 when it was known as the Akademi Seni Karawitan Indonesia 
(ASKI), an academy ostensibly for the study of traditional gamelan performance. Students at 
ASKI were also instructed in traditional dance of Central Java as well as wayang kulit and 
wayang wong (orang). Widoyo directed Sarwoko' s play with students from ASKI in a group 
then known as Gladhi Tearer Aski gaining recognition through the Academy in Surakarta and 
popularly received in nearby towns on Java's north coast. 

Success gained Widoyo a reputation and the group embarked on a future that would 
eventuate in a substantive repertoire of plays as described by Feinstein (1995, pp.619-626  & 
pp.634-636). A commission was provided by a society for handicapped children for Widoyo 
to write his first playscnpt, Brug (Bridge), to be performed before a delegation from 
UNTCEF. Feinstein (1995, p.619) quotes from a newspaper account by Ardus Sawega in 1991 
that stated Widoyo "used the opportunity of the commission to focus on the powerless and to 
make social criticisms". 

The name of the ASKI theatre group was changed to Tearer Gapit before Widoyo' s 
the next work in 1983, Suk-suk Peng, taken from disusuk-suk [nganri] gepeng, according to 
Feinstein (1995, p.619), approximating the meaning, "Flattened by the Crowd." Forced 
resettlement of several villages and the plight of 'victims of development' inspired Widoyo' s 
play because of a government dam-building project near Wonogin south of Surakarta. He 
reacted to a statement made by President Suharto at the opening of the dam that 
"perkembangan mesti makan korban", translated by Feinstein as "tnationall  development 
requires [sacrificial] victims." 
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There is differing opinion concerning the performance date of Widoyo' s third play, 

Rol, which in Feinstein' s account the play was first performed 1984. In the account by Day 

(1997, p.66), he quotes from a recorded interview by the anthropologist, G.G. Weix with 

Widoyo in 1983 concerning the responses from Widoyo' s neighbours when invited by him to 

watch the play. Weix interviewed Widoyo at the time Rol was performed in Surakarta of 
55 1983. According to Day (1997, p.66), he observes how: 

[ ... ] the intensely local, interactive quality of the Surakarta audience 
communicated itself to national audiences [cosmopolitan] in Jakarta, who 
were made to feel more localised by the "strength" and "dynamic character" 
of Gapit's performances, even though they could not understand its 
language.56  

Day notes the date of performance in Surakarta as November 1983, the year that 

witnessed an upsurge of violent crime perpetuated by groups of gali, an acronym for 

gabungan anak-anak liar (gangs of wild youths). Brutal killings took place, particularly in 

Yogyakarta, at the hands of top generals in overall command of Indonesia's armed forces on 

direct orders from Suharto and the perpetrators came to be known by the acronym Petrus 

standing for penembak misterius (mysterious gunmen).57  

The action of Petrus is at the political core of Rol. At the cultural core of Rol are the 

traditions of Javanese performing arts used as a theatrical device. The use of tradition is 

explained by Day (1997, p.70) who cites Hatley's (1994) concern over the disappearance of 

live performances of wayang wong since the 1970's. Like ketoprak, wayang has become 

institutionalised by the state through the medium of television. Although Day (1997, p.70), 

citing Haley and Budi Susanto (1997), affirmed that ketoprak is still a popular and "modern' 

entertainment, live as well as televised, which draws on the same sources of music, dance, 

and character type as wayang wong. Day (1997, p.71) concludes: 

Not only does Rol dramatize the Petrus killings of 1983 with intensity 
unequalled by other theatrical commentary on those events; the play also 
makes us aware of the essential connection between the theatre and dance of 
Central Java and male violence. The movements and stories of the shadow 
puppet [wayang kulit] and wayang wong repertoires are derived from and 
commemorate the violent social world of the pre-modern Central Javanese 
aristocracy. 

Day (197, pp.66-70) has provided a succinct description of the play from which a 

precis is taken as follows. In front of its deserted playhouse, a boy sits in a food stall (waning) 

practising a scene from the shadow-puppet theatre (wayang kulit). He practices the role of 

Kresna while watched by a couple of veteran performers of wayang orang and the stall 

owner.58  A voice is heard from loudspeakers advertising the midnight screening of a Ninja 

film publicising it as most brutal and sadistic, scarier than the Second World War and more 

horrifying than the Bharatayuda.59  As the boy rushes off to see the movie, one veteran 
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performer mutters, "nothing is a match for the representation of the shadow-puppet theatre, 
not even the war between the Dutch and the Japanese." 

The son of one of the veterans is a gangster and is entrapped by a woman he believes 
is a prostitute. However, she is actually working for a Petrus leader. She leads him to the now 
abandoned wayang wong playhouse on the pretence of having sex. Once in the building he is 

shot, but manages to escape and hide in the premise. To lure him from his hiding place, his 
father is taken hostage but is killed, thus forcing his son outside where he is also shot and 
killed. In the meantime, the boy had returned from the movie with a friend and was reenacting 
the Ninja violence they had seen in the film using toy pistols. During their play-acting, real 
shots were heard from the playhouse. Influenced by what he had seen in the Ninja film, the 
boy no longer wanted to play the revered character of Kresna. He now aspired to become a 
pilot, a war pilot dropping bombs, picking a fight with everyone and killing everybody, like 
the character of Ghatotkaca. 

Day (1997, p.69) provides us with the concluding lines of Rol spoken by the 

neighbourhood madman. He intoned "the setting of the "wayang" performance which had just 
come to its fatal conclusion": 

The other wayang puppets have returned to their box. The puppeteer has 
changed, it is I. Who would like to become the puppet??! 

Subsequent plays followed of similar political and social vein, with variations of 
stock characters seen in Suk-suk Peng and Rol. 

The next production of Teater Gapit was Leng (Ant's Nest) that has much of the 
overtones of Suk-suk Peng. It was Widoyo's first play to be seen outside of Central Java when 
performed in Jakarta, Salatiga, Surabaya and Yogyakarta between 1985 and 1987. Although 
the language was Javanese, audiences in cosmopolitan Jakarta would have grasped most of 
the dialogue. A leading literary critic, Ariel Heryanto, cited by Feinstein (1995, p.620), wrote 
a review of Leng suggesting it was more focussed in its social criticism than Rol. There was 
less evidence of the tendency for the characters to be portrayed in a carcicatural way. 

Heryanto describes Leng as the story of, 

[ ... ] lower-class people in rural Java being displaced by modernisation and 
industrialisation that are the long claws of those in control of political power 
and capital [ ... ] of the destruction of the environment, of a system of laws 
that is the plaything of the powerful, of forced sacrifices made to benefit a 
small elite in the name of "development", of ordinary people passively 
resigned to their fate through a superstitious belief in holy men who sell them 
lottery tickets, of people living in holes as tiny and as crowded as ants' nests, 
of their self-enforced silence and that of the audience, which is complicit in 
their fate. 
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Another of Widoyo' s plays was Tuk (Spring), first performed in 1989, revived in 

1990 and 1992, and twice performed in 1994 when it was presented for the Theatre Festival at 

Tim in Jakarta. According to the analysis by Feinstein (1995, p.625), Tuk has much in 

common with his preceding plays with various recurring plot features. The characters are all 

members of the under class. An antagonistic upper class is absent to a greater (and direct) 

extent, but there is the presence of inmñnent conviction hanging over everyone. They are 

members of an under-privileged class living around the only well in a magersaren (or 

magersari), the compound surrounding the house of a nobleman that Feinstein (1995, p.62  1) 

describes as the setting for the play.60  

Fate of those living in the compound is of course in the hands of someone else, the 

landlord. Within the play, Feinstein (1995 p.625) referred to traditional values as a source of 

comfort for the dwellers embodied in traditional cultural forms like wayang, but they are 

forgotten, devalued, fragmentary and ambiguous to those of the magersaren. Apart from the 

restrained political message (the legacy of feudalism), the play carries a philosophical 

message, the concept of mulih, that is, returning home to one's roots. 

If mulih is the concept for the Javanese, then tradition for the population of Indonesia, 

Islam or Christian, is the concept of mudik, to return to one's home for Idul Fitri or 

Christmas. And in the Indonesian context, that implies returning home to ask forgiveness, to 

achieve purity and perfection of human life, or ultimately, to return home to die in peace. The 

concept of returning home is entrenched in the tradition of the Indonesian people themselves; 

it is not unique to the Javanese. 

Wayang is the cultural tradition politicked by Wide in Took, the popular performance 

genre of kethoprak (ketoprak) is politicised in Reh (Power) performed in Surakarta and 

Yogyakarta in 1989 sharing some similarities with Rol. According to Feinstein (1995 p.62  1), 

the subplot of Reh gave Widoyo the chance to insert various opinions about the use of the arts 

for political purposes; "to be used by governmental and non-govermnental organisations alike 

to get across their own agendas, or about government attempts to 'preserve' art forms." 

Following his own cultural and political agenda, Widoyo wrote Dom (Needle) in 

1990 with features in common with earlier plays. For a period of ten years since 1983, the 

literary critic for the Jakarta-based national newspaper Kompas, Ardus Sawega, had written 

critiques and essays on the works of Teater Gapit. He had observed the similarity of Dom to 

other plays by Widoyo. As quoted by Feinstein (1995, p.621), Ardus wrote of the play's: 

.1 overall tone of anger. A setting among the poor, characters pursued by 
the authorities, sexual profligacy and sexual jealousy, the spectre of eviction, 
the sacrifice of the poorest for the sake of the rich, and a general helplessness 
in the face of inevitable repression. 
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Feinstein (1995, p.621) describes the play as taking place in a slum neighbourhood 
for 'low-life' characters such as a criminal and his wife as a dangdut singer, a butcher, a 
painter of traditional glass paintings, and a formerly powerful aristocrat now down on his 
luck.6' He quotes from Ardus' review in Kompas, November 1990, who noted in the 
characters of Dom an obsession of fear that what little they have will be taken away from 
them. The criminal fears for his freedom and that he will lose his sexy Dangdut-singing wife. 
The butcher has lost his job through unfair competition. All are afraid they will be evicted 
from the land on which they are squatting. In the end, someone gets the criminal's wife 
pregnant, he goes out for revenge, and is shot by the police. Male violence is again dominant 
in Dorn as we have seen in Rol. 

The plays by Bambang Widoyo Sp. performed by Teater Gapit revealed to Feinstein 
(1995, p.634) a "daring construction of what it means to be Javanese and therefore what it 
means to be Indonesian." However, further to that construct, what importantly is revealed is 
that theatre in Indonesia is a composite of cultural diversity of which Javaneseness is a part of 
the construct. Therefore, the theatre of Widoyo means what it is to be a prominent creative 
force in the sphere of interculturalism within the spectrum of Indonesian theatre. 

Despite the use of the Javanese language, the aesthetic of the plays of Teater Gapit 
share idiomatically a common ground of social, political and cultural expressiveness with 
their theatre contemporaries throughout the regions of the nation. Feinstein (1995, pp.63  1-
633) argues the value of the use of Javanese language in Widoyo's Teater Gapit in his 
discourse on the invisibility of Javanese literature citing the studies of modern Javanese 
literature by Quinn (1983 & 1992) and his exploration the notion of 'invisibility'. Feinstein 
(1995, p.632) sees the "prejudice against Javanese as incapable of being 'modern', or being 
'political' [having] a history in Dutch colonial attitudes." 

Advancing the arguments of Quinn on the values of Javanese as an expressive 
language in literature Feinstein (1995, p.623) tells us: 

Quinn shows that if Javanese is used in a context that has come to be reserved 
for Indonesian - like novels or theatre - it may not be noticed by 'who reside 
unthinkingly within the structures of the national culture'. 

While that may be the case for many people, especially in rural areas, it is reality that 
modern forms of theatre use the Indonesian language as a common denominator for 
communication, and the language of that theatre has multi-linguistic dimensions, regional and 
international. Furthermore, the theatre is an urban phenomenon, although not predicating the 
sole use of the national language, the predilection for Indonesian is the majority choice by 
artists of the theatre. 

It is not to be forgotten that the writers Asmara described as "tradisi baru", namely, 
Rendra, Arifin C. Noer, Putu Wijaya, Wisran Hadi for example, are playwrights most 
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expressive in that language. Their ethnic origins are variously from Java, Bali and Sumatra. 

But the "New Tradition" does not argue against the case for multiple choices of construction, 

particularly the case of Teater Gapit that has chosen a site for what it means to be Javanese 

and therefore what it means to be Indonesian. This was a conscious choice, in effect 

marginalising themselves in the words of Feinstein that were cited previously. 

However, there appears a contradistinction to the extent of marginalisation by Teater 

Gapit from the 'national culture' whereby their theatre is inherently its property. For example, 

performances have been seen in Jakarta, copious reviews and articles have appeared in 

Kompas, a BA thesis written on the theatre of Widoyo, including the detailed studies of Weix, 

Feinstein and Day. This is evidence of the national (and international) identity that Teater 

Gapit has found while quintessentially pointing toward demarginalisation (and 

demythologising) of the "Javaneseness' construct by Teater Gapit and in the direction of a 

theatre whose premise is interculturalism.62  

It is of interest to note that Goenawan Mohamad (1980, pp.92-1  42) had already come 

to the "defense of latest Indonesian theatre" in his extensive essay of the same title that first 

appeared in the magazine Tempo in 1973. He defended the innovative works of such 

playwrights as Rendra and Arifin C. Noer who both produced Indonesian-language plays in 

the late 1960's and 1970's that drew on local theatrical and cultural traditions to the 

dissatisfaction of their critics.63  This is despite the argument Feinstein (1995, p.632) uses by 

citing Goenawan Mohamad (1993) who he states has "poignantly described the process by 

which Indonesian has been emptied of meaning, through sloganization and appropriation by 

the State for 'national' messages." 

With reference to the writings of Goenawan, Day (1997, pp.70-71) is more concerned 

with the question of interculturalism in contemporary theatre of Indonesia in the context of 

Teater Gapit. Day draws our attention to Taman Ismail Marzuki (TIM) as a "market place", a 

description applied by Goenawan. TIM was conceived in 1978 as a centre for traditional, 

modern, avant-garde, and intercultural performances. After a decline in the 1ate1970's, TIM 

was alive again in the 1980's. But according to Day (1997, p.71), in the 1990's TIM came 

under new restrictions and restructuring. Western music, films, and television had also 

saturated the cultural market. Citing Feinstein (1995, p.627) and Hatley (1993), Day (1997, 

p.71) contends that during the New Order, 

II .. . 1 the state's performing arts institutions were constrained to play a leading 
role in the state's promotion of "regional" and "traditional" culture as a 
counter to both Western and nationalist-popularist alternatives. 

When exploring the question of interculturalism through Teater Gapit, what Day was 

describing "[was] but a fragment of the ongoing intercultural performance which is 

Indonesia's evolving identity as a modern nation." 
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Teater Gapit is now under the leadership of Trisno Santosa, a lecturer at STSI in 
Surakarta, following the death of Bambang Widoyo early in 1997. Although he had attended 
the first day of the general discussion at the Arts Centre in Surabaya on 29 July 1998, Trisno 
did not participate in any workshop activity and no commentary of his is recorded on video in 
the discussion period following my lecture. Furthermore, although many of the theatre groups 
attending the workshop are listed in the arts directory by Sapardi (2000) for Central Java, 
there is no entry for Teater Gapit. 

The long-standing common usage of theatre terminology in Indonesia is seen in its 
various descriptive applications which are variously used throughout the text of this 
dissertation. Among those in common use are "ethnic or indigenous theatre" (teater etnik), 
"traditional theatre" (teater tradisional), "folk theatre" (teater rakyat) and 
"modern/contemporary theatre" (teater modern/kontemporer). Occasionally there is reference 
to "experimental theatre" (teater bereksperimental). Saini K.M. has given us a variation in 
terminology with his application of the term "trans-ethnic" (trans-ethnik). 

This terminology is under the aegis of seni pertunjukan, literally meaning the "art of 
performance", which could also embrace another performance style, that of "performance 
art", commonly practised as an expressive theatre art in Indonesia. With respect to a 
descriptive application, and specific referents, of postmodern theatre in Indonesia, there is 
lack of scholarship. A need exists for more continuity of dialogue and reflectivity toward a 
philosophical (and concrete) realisation challenging the faces of many cultures to appear at 
the surface and the quest for new forms in the process of transformation similar to the views 
expressed by Bakdi above. 

Interculturalism is a path to an aesthetic and textual content of a postmodern theatre 
and its processes of formulation may be argued in several ways from both an Indonesian and 
Western sensibility. As I wrote in a series of questions concerning a postmodern theatre 
addressed to several theatre artists attending a Teater Dialog held by the Jakarta Arts Council 
at TIM in February 2001: 

One formula can be found in a process of deconstruction of former theatres, 
that is, the form and style of folk or popular theatre based on tradition and 
custom. The other can be awakened through processes of modernisation or 
revitalisation of the form and style of these performance traditions."1 64 

Both processes are integrally different, but nonetheless posit acculturation at the core 
of the polemic. 

At the same time, there is the question of "postmodern theatre as a construct of new 
texts" (konstruk reks-teks baru) from old texts, or language of the stage, to pave the way for 
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new expression and an idiomatic language. Similar meaning was implied by Afrizal Mama 

when he wrote of current texts as a "way of theatre from story to news" that were presented 

on stage. His referent was Teater Kanvas of Yogyakarta as I have discussed in a previous 

chapter. 

The history of development of theatre throughout Indonesia epitomises, and 

illustrates in itself, the diverse paths to interculturalism. It is a construct of many ethnic 

cultures and those that have been imported globally, a composite of performance traditions 

having been acculturated from within and without the archipelago. In the words of Saini K.M. 

(1998, pp.193-194): 

Indonesian theatre with the development of its history and natural disposition, 
is a journey of multiculturalism. [ ... I a new blending that expresses a 
sensibility, which is Indonesia. "Indonesia" in the meaning that it is no longer 
foreign or even ethnic. It is a new form and style, which is unique in the sense 
of self toward a sensibility that is called the Indonesian sensibility.'11  

The question remains how its spectators receive the new form and style of the theatre 

that is no longer either foreign or ethnic. Modern theatre is the property of cosmopolitan cities 

that themselves house a composite population of various ethnic backgrounds as well as the 

intellectual property of artists who are of varied cultural backgrounds. The Indonesian 

spectator's receptivity begins from the fact that they are already bilingual through the 

Indonesian language and that of their own region. As well, they may possess comprehension 

of other regional languages. Therefore, their conception of theatre continues through both 

Indonesian and regional sensibilities by the fact there is bicultural or multicultural sensitivity. 

Communication with an Indonesian audience can be a problem with respect to their 

connection with multicultural expressiveness in the theatre. In Saini K.M.'s opinion (1998, 

p.194): 

To communicate with an audience that is a mixture and bicultural, artists 
have to take profit to take profit from these two elements of two cultures, 
Indonesia and ethnic that have already become a pervasive part in Indonesian 
theatre.''°  

The complex set of values found in Indonesian theatre raise an equally complex set of 

questions providing the spectator with a challenge to associate with the performance levels 

Satu formule dapat ditemukan dalam proses dekonstruksi teater dahalu, yaitu bentuk dan gaya 
teater rakyat dan populer berdsarkan tradisi dan adat. Formule yang lain dapat dibangunkan lewat 
proses-p roses modern isasi atau revitalisasi bentuk dan gaya tradisi-tradisi pertunjukan mi. 
XXXVII Teater Indonesia dengan perkembangan dan watak alaminya merupakan sebuah perjalanan 
multikult-uralisme. c ... ] percampuran baru yang mengekspresikan sebuah kepekanan yang Indonesia. 
"Indonesia" dalam arti bahwa ia bukan lagi asing ataupun etnik. ía adalah sebuah bentuk dan gaya 
yang unik dalam nuiksudnya sendiri terhadap kepekanan Indonesia. 
XXXVIII Berkomunikasi dengan penonton yang bercampur dan bikultural, para seniman harus men gambil 
keuntungan dari elemen-elemen kedua budaya mi, Indonesia dan etnik, yang sudah menjadi bagian 
besar dalam teater Indonesia. 
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from the standpoint of their cultural manifestations. Saini K.M. (1998, pp.  194-5) is able to 

articulate succinctly the complexity of values. 

Indonesia theatre is connected within levels of acculturation and inculturation 
coming from various cultures that participate to form the culture of Indonesia 
F ... ] originating from an interrelation and multicultural process. 

As a corollary to acculturation of performance traditions, which has ostensibly 

focussed on creation of new traditions that are Javano-centric, one form of Balinese theatrical 

art, the dance drama of gambuh provided a path to interculturalism. With its roots planted in 

the Majapahit era, according to Sedyawati (1998, p.99): 

[ ... ] gambuh is described as archaic, highly stylised, by turns raucous and exquisitely 
stately [and is] Bali's oldest surviving ritual theatre, comparable to Noh theatre in 
Japan and Kathakali in India. 

Traditionally gambuh was staged in temple celebrations for important holy days or in 

palaces for ceremonial occasions.65  Susceptibility of gambuh to a process of interculturalism 

is because it is novel in theatre language and form. As drama, it is non-linear (non-

Aristotelian). There is no unfolding of a plot or the narration of a story per Se, but rather a 

continuous (and repeated) presentation of its principal stage characters whose attendants 

translate their dialogue. The ancient literary Javanese language of Kawi used is translated into 

Balinese vernacular language. On account of this, the dialogue delivered by the principle 

characters is clearly understood by its spectators who at the same time are exposed to the 

poetic structure of the language that is a property of Kawi. Each stage character is presented 

by accompaniment of music that is specifically identified with character and mood. The form 

of performance suggests in itself a style approaching the manner of the Elizabethan stage and 

the structure of scenes seemingly not so disparate from a Shakespearean play. (See figures 

7.19 & 7.20). 

In Denpasar on Bali during August 1999, a Parade Gambuh motivated by Yayasan 
Arti Denpasar and the College for the Arts (STSI) resulted in performances from six 

remaining gambuh groups including their own presentation. Yayasan Arti, headed by Kadek 

Suardana, performed Gambuh Macbeth, which after its success at the Arts Centre for Bali, 

was presented at the Jakarta Arts Theatre (DJK) in November. The performance is described 

in one press article as a reconstruction of gambuh with: 

F ... 1 expressions of "free passage", "cross culture", "universalism", and all 
things that were usual to be used to interpret traditional arts that attempt to 

Teater Indonesia berhubungan dalam tin gkat akulturasi dan inkulturasi nilai yang datang dan 
berbagai budaya yang berpartisipasi membentuk budaya Indonesia [.1  berasal dari interrelasi dan 
proses multikultural. 
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perform foreign works [ ... ] were felt not relevant. [...j  Gambuh became 
Macbeth, Macbeth became gambuh.xi 66 

In another press article, Yayasan Arti is said to have departed from reality by: 

[ ... ] unearthing the art of gambuh and arranging it to become a new form of 
art. One way most concrete was putting it into a work of the famous English 
writer William Shakespeare, Macbeth. IL . .. 1 the first obstacle that had to be 
faced [was] to undertake a reconstruction toward the classic drama of 
gambuh as well as adapting the story of Macbeth into the dramaturgy of 
gambuh. 1 67  

Another path to acculturation is that taken by Wisran Hadi and Teater Bumi of 

Padang, West Sumatra. His works are often overshadowed or sometimes forgotten in the 

Javano-centric realm of theatre in Indonesia. However, his significance as one among the 

tradisi baru of Indonesian writers is acknowledged in a previous chapter. The path followed 

by Wisran is distinctively in the direction of performance tradition and customs of the 

Minanganese. His plays are in essence often realised from stories found in the literature of 

legend and Minangkabau history. Performances of Teater Bumi are best described by that 

which Saini K.M. called inkulturasi (inculturation) since they embrace various traditional arts 

from the Minangkabau region including its regional language. 

An example of "inculturation" practised by Teater Bumi was the result of one of 

Wisran's successful plays, Anggun Nan Tongga (1994), directed by him and performed in 

many cities of Indonesia as well as countries in region of Southeast Asia, including Australia 

in 1995. The background of the play is taken from the rich traditions found in old 

Minangakabau literature.68  The story of Anggun Nan Tongga is: 

[...] motivated by the "spirit" of Islamic teachings [ ... ] of the people who 
leave home to make a living. Ii ... 1 of mankind's tragic life. Full of intrigue, 
deceit, honesty, naivete and wisdom [...] the comings and goings between 
passion and pity. (pp.1-2).  XM 

In the pattern of performance, the following characteristics signify the degree of 

elements within performance tradition attesting to the play's interculturalism. Indonesian is 

used as the prime language of dialogue occasionally interspersed with words or phrases of the 

regional language, but the songs (nyanyian-nyanyian) are in the Minang language so that the 

YJ  [ ... ] wacana "lintas batas", "lintas budaya", "universalisme", dan semua hal biasa dipakai untuk 
men gartikan kesenian tradisional yang coba mementaskan naskah asing seperti itu [...1 rasanya sudah 
tidak releven. [ ... ] Gambuh telah menjadi Macbeth, Macbeth telah menjadi gambuh. 
xli menggali seni gambuh dan mengemasnya menjadi bentuk baru. Salah satu cara yang paling 
konkret dengan memasukkan karya pengarang terkenal Inggris William Shakespeare, Macbeth. [ ... ] 
rintangan pertama yang dihadapi [ ... ] melakukan rekonstruksi terhadap drama klasik gambuh serta 
men gadaptsi la/con Macbeth dalam dramaturgi gambuh. 
XIII [••] didorong oleh "semangat" dari ajaran agama Islam. [...] masyarakat "rantau". [...1 Penuh 
dengan intrik, tipuan, kejuju ran, keikhlasan, kenafan dan kearifln-kearfin. [...] Pulang pergi di 
antara nafsu dan kasih sayang. 
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nuance and strength of the poetry is not lost in the translation. Every change of atmosphere 
(suasana) is used as a form of traditional Minangkabau art, indang, randai, dendang, tan 

buai-baui, tari piring, tari ranrak and tabuik. These dramas and dance forms are accompanied 
by music from traditional instruments specific to the region.69  

The form of randai is commonly associated with the theatre of Wisran. According to 
Sedyawati (1998, p.100), randai was a traditional West Sumatran narrative dance-drama 
influenced by early forms of theatre such as "Dutch tonil plays and especially the komedi 
bangsawan." It is played out on matted performance arena with the players seated (or 
dancing) in ring around it facing inward to witness the delivery of story.70  (See figure 7.21). 

In the performance of Anggun Nan Tongga by Teater Bumi, the stage becomes two, 
the arena on the ground is the 'first stage' and the bamboo mat is the 'second stage'. Thus, 
there is a stage within a stage. The bamboo mat changes function as a long [traditional] house, 
a ship, a fortress wall or a bridge. The entire performance is contained within the two stages, 
including costume changes, without any of the players leaving the sight of the spectators. 
(p.5). (See figure 7.22). 

Although Wisran applies processes of acculturation from Minangkabau performance 
tradition, lessons of the people's customary law, their moral values and the religion of Islam, 
his performance style is liberal and free. Unless performing in a formal theatre environment, 
his plays, like those of randai, are performed in the open. The spectators are able to come and 
go, eat and drink, and freely interact verbally among themselves during performance 
proceedings. There is no presence of traditionally decorative mise en scene, but the sensibility 
of practical forms of theatre through his individual style of interculturalism.7' 

The diverse paths I have taken in this chapter to discover the essence of 
interculturalism within modern theatre of Indonesia have also uncovered new directions of 
epistemological diversity. A discourse on multicultural facets of theatre, its depth and breadth 
of acculturation of performance traditions toward interculturalism, was not greatly apparent 
until the international event of the second Art Summit in September 1998, or even the first of 
the summits in 1995. I suggest that global dialogue during the summits opened up 
opportunities for Indonesian practitioners, academics, critics, the public and the press to 
address the problems and prospects of multiculturalism. 

At the same time, the seminars that took place during the art Summits had the effect 
of introducing a new language of terminology that could with ease be adopted and fitted 
comfortably into Indonesian theatre vocabulary. Examples of this are witnessed by those new 
words and phrases that are now translated into Indonesian as common usage language 
demonstrating a unique Indonesian capacity and receptivity for absorption and adoption of 
new terminology. 
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Dialogue on intercultural practices in the theatre calls for more continuity and 

reflexivity as it did within the international seminars in September 2001 during the third Art 

Summit of Indonesia. In my seminar paper for that Art Summit, I called for more dialogue to 

be conducted on a regional basis that would provide for greater cultural autonomy in theatre 

practices throughout the nation. 
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ENDNOTES FOR CHAPTER 7 

Refer to Edi Sedyawati in Performing Arts (1998, p.94) for illustrations of background settings and 
brief description of ban gsawan as a traditional theatre form. 

2  Translations of Western plays are listed in Ajip Rosidi, Ramadhan K.H. & H. Misbach Yusa Biran 
(eds.) 1997, pp.306-308, Asrul Sani 70 Tahun (Asrul Sani 70 Years). 

For Artaud's treatise on Balinese theatre, refer to Claude Schumacher (1989, pp88-92), Artaud on 
Theatre. In my essay, "Meyerhold and Artaud - the Asian Effect" (1994, pp.1-34, unpublished), I 
discuss Artaud' s theory of absolute realism (p.1  8) and the aesthetics of metaphysical language as well 
as style of performance as referents for the theatres of Meyerhold and Artaud. 

' I trace Brook's intercultural performances from England to Persepolis, Africa, and India in a paper, 
"Peter Brook: "Orientalist" or "Neo-Colonialist"?" (1996, pp.1-24, unpublished). Refer also to 
Williams (1988) Peter Brook. A Theatrical Casebook and David Williams (ed.1991) Peter Brook and 
the Mahabharata. Critical Perspectives. 

The works of Artaud, Brook and Grotowski have been translated into Indonesian. For example, Max 
Arifin (1987) has translated Grotowski's Toward a Poor Theatre as "Beberapa Gagasan Teater 
Miskin" (Several Concepts of a Poor Theatre) and Peter Brook's The Shifting Point in 1997. 

6  Boen Sri Oemarjati (1971, pp.227  & 228) lists the subjects in ATNI's curriculum and the Indonesian 
plays respectively. The playwrights were Motinggo Boesje, B.Soelarto, Usmar Ismail, Nasjah Djamin 
and Trisnojuwono. 

I refer to the environment that theatres such as Julian Beck's The Living Theatre created. Refer to 
Rostagno (1970), We, The Living Theatre, for a pictorial documentation of performances by Julian 
Beck and The Living Theatre. Refer also to Roose Evans (1973), Experimental Theatre from 
Stan islays/cv to Today, for a general overview of alternative American theatre. 

Ninuk Kleden-Probonegoro (1996) through her diachronic comparative study, Teater Lenong Betawi, 
incited academic interest in the traditional theatre form of the Betawi peoples. Jakob Sumardjo (1992, 
pp.vi-ix) lists the branches of art referred to by Putu Wijaya as popular theatre (teater rakyat) genres; 
each described in some detail. Edi Sedyawati (1998), Performing Arts, gives a more pictorial view of 
several genre. Her account of certain dance traditions in Pertumbuhan Seni Pertunjukan (1981) is more 
descriptive and illustrated and includes popular theatre in their forms of dance dramas. Brandon (1993, 
pp. 133-141), The Cambridge Guide to Asian Theatre, is selective of the genre. I Made Bandem & Sal 
Murgiyanto (1996), Teater Daerah Indonesia, list several of the genres of popular theatre and dance 
dramas referred to by Putu Wijaya. 

A primary source of reference of the influence of the Chinese theatre on Brecht's theatre is Willett 
(1964, pp.68, 91-96, 135, 139 & 171). The influence of Asian theatre on Artaud is found variously in 
Schumacher (1989), "On the Balinese Theatre" (pp.88-92), "Misc en scene' and Metaphysics" (pp.92-
94), "Oriental and Western Theatre" (pp.121-123), and "Theatre and the gods" (pp.132-133). Refer 
also to Pronko (1967), Theatre East and West, for a comparative viewpoint of the theatres of Brecht 
and Artaud in an Asian context. 

11)  It seems clear that Jim Lim saw Hamlet as a kind of tumbal, whose self-sacrifice leads in turn to the 
possibility of a just and content state of Denmark. The meaning of Jaka Tumbal approximates, "Young 
Man Sacrifice for the Sake of the Future". A tumbal is a human sacrifice (whether intentional or not) 
that ensures the safety of a building, for example. Many Javanese and Balinese to this day fear working 
on bridge building due to the belief that the unseen spirits will demand a tumbal for the safety of the 
bridge. 

"In addition to Willett's succinct account of Brecht, Brecht on Theatre (1993), and a copious corpus 
on Brecht's work, several personal accounts of his life and work are found in Willett (1975), Brecht As 
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They Knew Him. An exceptionally explicit account of his life is seen in "Red Ruby: The Women Who 
Loved Brecht", a video I recorded when screened by SBS Television (Australia), 13 March 1994. 

12  The analogies I have made of the Western plays in the repertoire of Studikiub Bandung (STB) are 
taken from my paper "Theatre Horizons Bandung: Some Impressions and Observations" (1996, 
unpublished). Refer to Hartnoll 1998 (ed.), The Oxford Companion to Theatre, for brief descriptions of 
those Western plays and playwrights I have discussed. 

13  In Sugiyati S.A. (1993, p.81), Teater untuk Dilakoni (Theatre to be Performed), an article by Benny 
Yohanes, "Piring Porselen Terlatih Tangguh" (A Porcelain Plate Strongly Skilled), pp.79-83, provides 
a critical perspective of Suyatna Anirun. His critique follows the performance by STB of Impian di 
Tenggah Musim, an adaptation of Shakespeare's A Mid-summer Night's Dream. Benny Yohanes lives 
in Bandung where he is lecturer in the Faculty of Philosophy at the University of Parahyangan 
(UNPAR), lecturer in the Department of Theatre at College for the Arts (STSI), dramatist, actor and 
director for Teater Re-Publik in Bandung. 

14  I attended the return of Teater Ketf ii to the stage with their performance of Mega-Mega (Clouds) at 
the Jakarta Arts Theatre (DKJ) on 27 February 1999. Backstage after the performance, Jajang C. Noer, 
who played the role of Retno, the prostitute, asked if there was much laughter in the audience. 

15  take the statements by Arifin C. Noer from Awuy (1999), Teater Indonesia: Konsep, Sejarah, 
Problema (Indonesian Theatre: Concepts, History, Problems), pp.120-125. In that edition is a working 
paper by Arifin C. Noer, "Bukan Teater Barat di Timur" (Not Western Theatre in the East). It was 
prepared to be read before an International Colloquium on "Methods and Problems of Cross-Cultural 
Interpretation in the Dramatic Arts", 27 November 1982 at the East-West Center, Honolulu, Hawaii, 
USA. The statements of Arifin I use are designated by the pagination in Awuy (1999). 

16 Gado-gado is an Indonesian salad prepared with a mixture of vegetable and topped with a spicy 
peanut sauce but is also used figuratively for "mixed elements" in language and culture. 

17 Refer to Sedyawati (1998, pp.  92-93), Performing Arts, for descriptive and pictorial content of 
drama gong and arja. Bandem & Murgiyanto (1996, pp.164-167) Teater Daerah Indonesia, provide a 
brief historic account, and the legendary story, of Jayaprana as it is traditionally performed in drama 
gong of Bali. 

18 Refer to Sedyawati (1998, pp.100-101), Performing Arts, for a pictorial and descriptive account of 
randai. There are also accounts of randai in Sumardjo (1994, pp.67-68), Perkembangan Teater 
Indonesia dan Sister Drama, and in Bandem & Murgiyanto (1996, pp.179-182), Teater Daerah 
Indonesia. 

19 For a brief account of Garcia Lorca, refer to Thames and Hudson Encyclopaedia of the Arts (1966) 
and Melchinger (1964) The Concise Encyclopedia of Modern Drama. 

20  The short stories as plays by Putu Wijaya are listed by Sumardjo (1994, pp.379-381) in 
Perkembangan Teater Modern dan Sastra Indonesia. The translation of one of them, Bila Malam 
Bertambah Malam as "When Night Falls", was the work of Foulcher (1978). 

211 have taken the extract of the play from the short story by Putu Wijaya (1971), Bila Malam 
Bertambah Malam (When Night Falls) and from viewing a video of a performance of the play given to 
me by ASTI (Academy of Art) in Bandung. 

22 I discussed Luka in a previous chapter and noted that I had seen a performance on 20 December 2000 
in Bandung. 

23 The definition of dag-dig-dug is found in Echols & Shadily (1997, pp.1  27), Kamus Indonesia-
Inggris (An Indonesian-English Dictionary). 

24 Refer to Sedyawati (1998, pp.52-53  & 55-56), Performing Arts, for a general pictorial account of 
Balinese and Javanese wayang respectively. 
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25  I have taken extracts from the programme notes for the performance of Putu Wijaya's Luka at the 
GKJ, Jakarta, 23-25 March 2001. 

26  Refer to Schumacher (1991, pp.100-106), Artaud on Theatre, for "The Theatre of Cruelty - First 
Manifesto (Le theatre de le cruaute - Premier manifeste)", and specifically to the practical theory in 
"SUBJECTS" (pp.102-106). 

Both longser and ubrug are described by Sumardjo (1992, pp.49-50  & 51 respectively). Longser is 
described in Bandem and Murgiyanto (1996, pp.l46-148). 

29  The brief description of Semar Gugat (Semar Accuses) is from the "Ringkas Cerita" (Synopsis) in 
the playscript by Nano Riantiarno (1995, pp.vii-viii). 

29  In Nur Sahid (2000, pp.150-155), Interkulturalisme (dalam) Teater (Interculturalism (in) the 
Theatre), Nano Riantiarno argues in his essay, "Teater dan Masvarakat Teater Koma" (Theatre and the 
Community of Teater Koma), that Teater Koma remains a community based theatre. At the same time, 
he admits to its failure to provide for its own performance venue and for full time occupation of its 
theatre workers as recognised artists with the capacity to earn a living in a professional capacity. 

30 1  was a guest of Nano and Ratna Riantiarno for a performance of Republic Bagong on 6 May 2001 at 
TIM in Jakarta and have taken the description of the play from the synopsis in the programme. The 
stage character of Mr. Arya Saros in Republic Bagong is possibly a caricature of the Western money-
fund manager (Soros) whose name is closely associated with the money-market practices that are said 
(or at least believed to have fuelled Indonesia's monetary crisis of 1997? 

31  During 1998-2001, I have attended performances of five plays by Nano Riantiarno in Jakarta and a 
touring performance of Kala in Bandung on 1 June 2001. There was opportunity to observe, mix, and 
talk with members of the audience gaining an insight into their background while informally discussing 
their interest in the performances of Teater Koma. 

32  Sumardjo (1994, p.51) describes a performances of longser from the region of Parahyangan in the 
cities of Subang and Bandung for example, but does not elaborate on the role of the ronggeng. Bandem 
& Murgiyanti (1996), pp.146-148, provide a more detailed description of longser with specific 
reference to ronggeng. 

33  Indonesian television screens popular "situation comedies" renowned for the appearance of 
transvestite characters. Programs such as Humor Ludruk, Humor Ketoprak and Wayang Wong Humor 
are seen weekly on national television. 

34  In our many informal discussions in Bandung, Saini K.M. has revealed many worthy anecdotal 
stories, all too numerous for formal documentation, but nonetheless I have accounted them from 
memory. His description of Partai Cantik and his account of the spiritual presence of the village 
transvestite are examples. 

35  References to the myth of Sisyphis and Camus are taken from the article, "Longser Antar Pulau", 
written by Saim K.M. and published in the Bandung newspaper, Piki ran Rakyat", 30 November 2000. I 
have used the article for my discussion on the performance of Partai Cantik by LAP. 

36  In August 2001, I presented a paper at the third summit, Art Sunmiit Indonesia III, 2001: Performing 
Arts", in a series of seminars with the theme, "The Challenge of Multiculturalism". The particular 
seminar topic I addressed was "Collaboration: Problems and Prospects" and my paper discussed 
regional collaboration and the future for the theatre in outer provinces. 

Bakdi Soemanto's paper for the Art Summit was published in Jurnal Seni Pertunjukan Indonesia 
(Journal of Indonesian Performing Arts), Th. IX - 1998/1999 (pp.197-205). Refer also to Pavis (1992) 
in The Theatre of the Crossroads. 
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38  The Indonesian perspective in the context of language used by Teater Gandrik, from the scholarship 
of Bakdi Soemanto, appears to be somewhat at variance to Western scholarship. Hatley, Feinstein and 
Day point to the language used in performances by Teater Gandrik as predominantly Javanese as I 
have discussed in a previous chapter. 

39  A Calcutta born theatre critic, writer and performer, Rustom Barrucha presented a seminar paper to 
the 1998 Art Summit. It was titled, "Interkulturalisme dan Multikulturalisme di Era Globalisasi: 
Diskriminasi, Ketidakpuasan, dan Dialog" (Interculturalism and Multiculturalism in an Era of 
Globalisation: Discrimination, Uncertainty, and Dialogue), and published in Jurnal Seni Pertunjukan 
Indonesia (Journal of Indonesian Performing Arts), Th. IX - 1998/1999 (pp.9-25). 

40  The first of the series of seminars (Sen I) was titled "Kebudayan Nasional versus Kebudayaan 
Indonesia, antara Ada dan Tiada" (National Culture versus Indonesian Culture, between Existence and 
Non-existence). Dr. Leo Kleden presented a paper, "Mencari Wajah Indonesia dalam Pergeseran 
Paradgima Kebudayaan" (Looking for the Face of Indonesia in the Paradigmatic Transfer of Culture) 
on 27 November 1998. Nine Serial Seminar, seminar serials, under the banner "Seni Pertunjukan 1998-
2001" were conducted at the College for the Arts (STSI), Surakarta, Central Java. I attended the first in 
the series seminar between 27-28 November 1998 and five others in the series. 

41  The writers quoted by Leo Kleden (1998, p.6) were Madison (1988) The Hermeneutic of 
Postmodernitv, Sarup (1988) An Introductory Guide to Post-Structuralism and Postmodernism, 
Lyotard (1988) The Postmodern Condition. A Report on Knowledge, Silverman & Welyon (1988) 
Postmodernism and Continental Philosophy. AU works are American publications with the exception 
of English publication of Lyotard. 

42  The quotation is taken from a short unpublished essay by Butet Kartaredjasa (1999), "Menengok 
Kasus Gandrik - Hikmah Jalan Buntu: Ketemu Estetika Baru" (Viewing a Case of Gandrik - Wisdom 
of a Deadlocked Way: Meeting a New Aesthetic), presented to me by Butet. 

41  I held lengthy discussions with Jujuk Prabowo, Butet Kartaredjasa and members of Teater Gandrik 
on 12 and 29 August 1998, in Yogyakarta and Bandung respectively. Postmodernism in the theatre was 
one subject of discussion. We discussed plays of Shakespeare viewed contextually with those of Teater 
Gandrik from the standpoint of Elizabethan tradition and the popularity of the plays within a global 
repertoire through their processes of modemisation of tradition. Reference to the theatre of Teater 
Gandrik in the framework of postmodemist performance is my contention and does not necessarily 
reflect the opinion of Teater Gandrik. 

44  I refer in my discussion of Teater Gandrik to the essay by Hatley, "Teater Kontemporer Indonesia di 
Daerah: Idiom pentas dan Rujukan Sosialnya" ("Contemporary Indonesian Theatre in the Regions: 
Stage Idioms and Social Referentiality") translated by Akhudiat (1995). 

' Bakdi Sumanto (Soemanto), born in Solo 1941, became a prominent theatre critic. At the time of 
studies in the Faculty of Literature at the University of Gadjah Mada (UGM), he had associated with a 
theatre group of students, Lingkaran Drama, in Yogyakarta led by W.S. Rendra (1962-1964). He 
prepared a working paper for the Pertemuan Teater Indonesia 1993 (Theatre Meeting of Indonesia 
1993) held in Surakarta, 17-22 July 1993, "Perkembangan Teater di Indonesia: Kasus Kelompok 
'Teater Gandrik" di Yogyakarta" (Development of Theatre in Indonesia: A case of the group 'Teater 
Gandrik' in Yogyakarta). 

46  Documentation by Teater Gandrik is extensive. I refer to that in my personal collection for example. 
It includes the programme for the performance of Dhemit by Teater Gandrik for the Second ASEAN 
Theatre Festival, 2-9 October 1990 at the World Trade Centre, Singapore, its recording on video, and 
also a bound compilation of national press clippings (pp.1-60). The clippings are from the period 1988-
1989 and include reviews of the plays, Dhemit, Isyu and Orde Tabung as well as critical commentary. 

'' I refer to the passage of modemisation viewed by Bakdi Sumanto (1993, p.102), and as a 
comparative referent to James Peacock (1987), Rites of Modernisation: Symbols and Social Aspects of 
Indonesian Proletarian Drama. 
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48  Bakdi Sumanto (1993) also cites the B.A. thesis (unpublished) of a study of dramaturgy by 
Soempeno (1989), "Teater Gandrik, Perkembangan dan Keberhasilannya (Teater Gandrik, 
Development and its Success) for Department of Theatre, Faculty of Art, Institute of Art (151), 
Yogyakarta. 

49  Refer to Geertz (1960, p.11), The Religion of Java, for a comparative example of the traditional 
Javanese custom during the rite of selametan, a ceremonial feast or sacred offering to mark a special 
event. 

50  All front-page titles are those of articles appearing in the program notes for the performance of 
Brigade Maling (1999, pp.1  -11) in Jakarta and Yogyakarta, July/August 1999. They were written 
respectively by Adi Wicaksono, Pud Nur Binarto and Butet Kartaredjasa who is head of production as 
well as actor for Teater Gandrik. 

held lengthy discussions with Jujuk Prabowo, Butet Kartaredjasa and members of Teater Gandrik 
on 12 and 29 August 1998, in Yogyakarta and Bandung respectively. Postmodernism in the theatre was 
one subject of discussion. We discussed plays of Shakespeare viewed contextually with those of Teater 
Gandrik from the standpoint of Elizabethan tradition and the popularity of the plays within a global 
repertoire through their processes of modernisation of tradition. Reference to the theatre of Teater 
Gandrik in the framework of postmodernist performance is my contention and does not necessarily 
reflect the opinion of Teater Gandrik. 

52  Kenthut, co-founder writer and director of Teater Gapit, is the nickname of Bambang Widoyo Sp. 
used by Feinstein throughout his study. 

.53  The approach in my discussion on Teater Gapit through the studies of Feinstein (1995) and Day 
(1997) sets out to demonstrate how disparate are the directions of detailed scholarship in the study of 
modem Indonesian theatre. At the same time both studies reveal varying facets of Teater Gapit that 
collectively substantiate the pluralistic substance of Indonesia society (and the theatre) that is a 
composite of regional and national sensibilities. Although I have used an analogous case of Teater 
Ketjil throughout this dissertation, we meet with many other examples of theatre groups that may be 
analysed in the manner conducted by both Day and Feinstein. 

54  Tony Day wrote "Language and Roles, Culture and Violence: Teater Gapit's Rol (1983) and the 
Question of 'Interculturalism' in Contemporary Indonesia" as paper presented to the ADSA 
Conference, "Dis/Orientation", at the Monash University, Victoria, Australia, in July 1997. It was 
published (in English) in the journal SENI - Jurnal Pen gatahuan dan Penciptaan Seni (ART - Journal 
of Knowledge and Creative art), V1102, November 1998, published by ISI Yogyakarta. In the 
Indonesian language "Abstract' (Abstrak), p.59, to his paper the following was written. "[Day] was 
convinced that it was most important for Australia to give greater attention toward the matter of 
interculturalism (interkulteralisme) in an effort to continue the post-colonial connection with the 
Western world (Australia the closest) which is also modern." 

55  Feinstein is in error over the date of the account since his list of "References" includes the article, 
"Jawa dengan napas Indonesia" (Javanese with a breathe of Indonesia) by Ardus M. Sawega in 
Kompas dated 9 November 1983. 

56  Refer to Weix (1995, p.22) for observations from a review of performance by Teater Gapit of Rol at 
the Indonesian Theatre Festival held at Taman Ismail Marzuki (TIM) in Jakarta in July 1993. 

Refer to Bouchier (1990), Pemberton (1994) and Soeharto (1989) for the campaigns of violence by 
Petrus, their background and the aftermath. 

58  In the story of the Mahabharata Kresna (Krisna) is the King Dwarawati, an incarnation of Wisnu, 
first cousin and advisor Pandhawas. Wisnu, in wayang, is the son of Guru, ancestor of the Pandhawas, 
and the source of the virtue reincarnated in Rama in the epic story of the Ramayana. He is also the first 
legendary ruler of the island of Java. Refer to Soedarsono (1984, pp.279-372) for a glossary of 
Javanese terms and names of wayang wong characters found in the Mahabharata and the Ramayana. 
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59  The Bharatayuda is pivotal to the epic story of the Mahabharata. It is the great war culminating with 
a decisive battle between the rival cousins, the Pandhawas and the Korawas, during which Kresna 
grants to Arjuna a divine truth that leads him to defeat his cousins the Korawas. But the victory of 
Arjuna is not achieved until he attained a divine weapon from Shiva after passing several trials while 
meditating on Mount Indrakila. 

60  The man gesari are tenants usually living in a traditional arrangement, which meant that in return for 
various services, such as working as household staff for a nobleman, they could maintain modest 
houses in his compound. Echols & Shadily (1997, p354) also describe mangesari as a fringe area. 

61  The popularity of dangdut is widespread throughout Indonesia. It is reminiscent of Hindi and Arabic 
music while the accompanying dance movements are sensual. National television programs devoted to 
dangdut have turned it into a current 'pop' craze and a household name. 

62  Teguh Pranoto wrote a B .A. theses (1991) for the Univeritas Sebelas Maret Surakarta titled "Naskah 
drama karya Bambang Widoyo SP: Sebuah tinjauan sosiologi sastra" (Plays of Bambang Widoyo SP: 
A sociological observation of literature). Joko Santosa wrote a B.A. thesis (1993) for the same 
university, "Konsep pen ggarapan naskah lakon Leng, karya Bambang Widoyo SP. Sebuah alternatif 
penyutradaraan" (The concept of making the play Leng, a work by Bambang Widoyo SP: An 
alternative direction). 

63  The essay I refer to by Goenawan Mohamad (1980), "Sebuah Pembelaan Untuk Teater Indonesia 
Mutakhir" (Defense of current Indonesian theatre), is published in Seks, Sastra, Kita (Sex, Literature, 
Us). 

64  The statement is taken from extracts in several written questions I wrote (in Indonesian) on the 
subject of postmodemism addressed to Tommy Awuy, Afrizal Malna and Goenawan Mohamad, 
speakers at a "Theatre Dialogue" held by the Jakarta Arts Council DJK (Dewan Kesenian Jakarta) at 
TIM, 28 February 2001. The occasion was a book launch of Homo Theatricus by Radhar Panca Dahana 
(2001). 

65  Refer to Sedyawati (1998, pp.88-89), Performing Arts, for a descriptive and pictorial view of 
gambuh. Sumardjo (1994, pp73-74), Perkembangan Teater Modern dan Sastra Drama Indonesia, and 
Bandem & Murgiyanto (1996, pp.1  15-127), Teater Daerah-Daerah Indonesia, provide respective 
descriptions of gambuh, particularly detailed is the latter account. 

66  The article from which I quote, "Gambuh Macbeth, Macbeth Gambuh...", appeared in Kompas, 24 
November 1999. 

67  The article written by Putu Fajar Arcana, "Gambuh Baru Berlakon "Macbeth", (New Gambuh 
Performs "Macbeth"), appeared in Kompas, 20 November 1999 (p11). 

68  In my discussion on Wisran Hadi's play, Anggun Nan Tongga, I use extracts from the Later 
belakang (Background) of the play in the printed edition by Teater Bumi, 1994, pp.1  -5. The references 
are noted in the text by pagination. 

69  In the published edition (1996) of Wisran Hadi's play, Jalan Lurus (Direct Road), footnotes are used 
to explain idiom, language and cultural tradition of the Minangkabau people. 

° Sedyawati (1998, pp.100-101) provides pictorial references of randai. Sumarjdo (1994), pp.67-68, 
and Bandem & Murgiyanto (1996), pp.179-182, give descriptive versions of randai. 

71  On 29 October 1997 I was invited by Wisran Hadi to give a critique on his work-in-progress 
(untitled) performed by students of the Faculty of Literature at the University of Andalas (UNAS), 
Padang. On 6 March 1999, I witnessed a performance by Teater Bumi of Wisran Hadi's Mandi Angin 
(A Shower of Wind) presented at the Tenth Theatre Meeting (Pertemuan Teater X) in Yogyakarta. 
Both presentations were held in the open. Atmosphere and structural style on both occasions was 
similar to that described for Anggun Nan Tongga. 
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Figure 7.1. Karto Loewak, an adaptation by 
Suyatna Anirun of Ben Jonson's Volpone. 
Directed by Suyatna Anirun for Studikiub 
Teater Bandung (STB), 1982. Photo by 
courtesy of Studikiub Teater Bandung. 

Figure 7.2. Roneo dan Julia (Romeo and 
Juliet) by Shakespeare. Directed by Suyatna 
Anirun for Studikiub Teater Bandung (STB), 
1984. Source: Sugiyati S. A., Mohamad 
Sunjaya & Suyatna Anirun (1993). 

Figure 7.3. King Lear by Shakespeare. 
Directed by Suyatna Anirun for Studikiub 
Teater Bandung (STB), 1984. Source: Photo 
by courtesy of Studikiub Teater Bandung. 



Figure 7.4. Impian di Tengah Mi,siin (A Midsummer Night's Dream) by Shakespeare. Directed 
by Suyatna Anirun for Studikiub Teater Bandung (STB), 1991. Source: Sugiyati 
S. A., Mohamad Sunjaya & Suyatna Anirun (1993). 

Figure 7.5. Mak Comblang, an adptation of The Matchmaker by Gogol. Directed by Suyatna 
Anirun for Studikiub Teater Bandung, 1985. Source: Sugiyati S. A., Mohamad Sunjaya & 
Suyatna Anirun (1993). 
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Figure 7.6. Oedipus Sang Raja, an adaptation of Oedipus the King by Sophocles. Directed and 
performed by Rendra for Tearer Bengke/ Yog'akarta, 1974. Source: Sugiyati S. A., Mohamad Sunjaya 
& Suyatna Anirun (1993). 

[gure 7.7. Oedipus 
/?erpulang, an 
daptation of 

Oedipus at Co/onus 
by Sophocles. 
Directed and 
performed by Rendra 
for Teater Bengke/ 
}ogvakarta, 1974. 
Source: Tommy F. 
Awuy (1999). 
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Figure 7.8. Hamlet by 
Shakespeare. An adaptation by 
Teguh Karya for Teater Populer 
(undated). Source: Nano 
Riantiarno (1993). 

Figure 7.9. Drama gong, a 
vernacular theatre of Bali. 
Depicted are: (top left) the king 
and a servant in a comical scene; 
(top right) the king converses with 
the beautiful princess: (bottom 
left) the prince with his lover (the 
princess's servant) and the king 
with his lover, a princess; (bottom 
right) the king is angry with the 
princess. Source: Edi Sedyawati 
(1998). 

Figure 7.10. 

4ntigone by 

Sophocles. An 
adaptation by 
Teguh Karya 
for Tea ter 

Populer set in a 
Batak 
environment 
(undated). 
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Figure 7.11. Performance in Batavia of the longser. 
Considered older and more indigenous in character 
than the ubrug. Source: Edi Sedyawati (1998). 

Figure 7.12. A scene from ubrug, a folk theatre of Banten. Source: A. Kasim Achmad (undated). 

Figure 7.13 
Opera 
Primadona. 
Written and 
directed by Nano 
Riantiarno for 
Teater Koma, 
1994. Source: 
performance 
programme for 
Opera 
Primadona, 
August 2000. 
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:igure  7.14. 
Repub/ik 
Bagong. Written 
and directed by 
Nano Riantiarno 
or Teater Koma, 

May2001. 
source: 
performance 
programme for 
I? epublik 
Bagong. 

Figure 7.15. 

Partai Can tik by 
Saini K.M.. 
Performed by the 
group, Longser 

Intar Pu/au, 
November 2000. 
Source: Piki ran 
Ra/cyat, 30 
November 2000. 
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Figure 7.16. Orde 
Tabung. Written by 
leru Kesawa Murti 
md directed by 
Juuk Prabowo for 
I/ater Gandrik 
()gvakarta, 1989. 
murce: performance 
irugranirne for 
"igade Malang by 

ater Gandrik 
agyakarra, 
'dy/August 1999. 

Figure 7.17. lsyu. Written 
by Heru Kesawa Murti and 
directed by Jujuk Prabowo 
for Tearer Gandrik 
}ogyakarta (undated). 
Source: Edi Sedyawati. 

Figure 7.18. Dhernit. 
Written by Kesawa 
Murti and directed 
by Jujuk Prabowo 
or Tearer Gandrik 
(gvakarta, 1987. 

'ource: Photo by 
courtesy of Tearer 
Gandrik Yogakarra. 
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Figure 7.19. Balinese 
ambuh. Performed 

by I Made Bandem 
1975). Source: 

Soedarsono (1984). 

Figure 7.20. 
"A new 
gambuh 
performs 
Macbeth". 
Source: 
Kornpas, 20 
November 
1999. 



I 
-,' 

275 

Figure 7.21. 

Performance of 
randai. The players 
perform on a matted 

arena. Source: Edi 
Sedyawati (1998). 

Figure 7.22. Anggun 
Nan Ton gga. 

Written and directed 

by Wisran Hadi for 

Tea ter Burni, 
Padang, West 
Sumatra, 1994. 

Source: performance 
text, Anggun Nan 

Tongga, 1994. 
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CHAPTER 8: A SUMMARY DISCOURSE 

PROBLEMS AND PROSPECTS 

The entire history of the Indonesian Republic cannot 
be encompassed by just one viewpoint from one time. 
Nor is one individual's thought comprehensive 
enough to be comprehensively wrong. We will 
impoverish ourselves if we do not want to see their 
truths and their mistakes in relative terms. 
(Goenawan Mohamad - The thinkers) 

In this chapter, I intend to provide an overview of problems and prospects of modern 
theatre in Indonesia. It is undertaken within a sense of reality and through opinion deducted 
from the sensibility of Indonesian writers as well as from analysis through my own Western 
sensibility. This discourse is not to be considered as a summation per se, but rather a 
discussion that is open-ended, containing critical commentary addressing a wide range of 
issues, past, present and future. It also points in the direction of the need for future research 
and studies on many levels both from the Indonesian and the Western point of view.1  

Issues confronting Indonesian theatre are multi-facetted; they are collectively the 
cause and effect of its degeneration and regeneration. I confront here issues concerning the 
many challenges faced by theatre groups themselves. Among them are issues of management, 
funding, structures within a regional network, dialogue and education, practices of theatre 
artists, their responsibility toward a theatre public, and the question of national identity. 

The framework for this discourse is construed as a general referent of directions at a 
national level while its foundation is constructed on a regional base from which concrete 
examples are taken as directional referents. In the context of the discourse, generation implies 
birth, growth and development of modern theatre over past generations. Degeneration can 
ultimately result in disintegration, meaning dissolution, disorganisation, dispersion or 
ultimately loss of the dynamic that motivates the theatre. Regeneration is neither a 
reformative process in totality of that which has degenerated, or disintegrated. Nor is it wholly 
a rebirth of theatre from traditions developed over past generations. Regenerative processes 
are based on past traditions revitalised by visionaries of the theatre whose creative 
imaginations build bridges between the past and present preparing an inheritance for future 
generations. 

The development of modern Indonesian theatre is multi-directional, having not one 
singular generative source as its cultural base, yet through its generation and growth, it is a 
theatre characteristically Indonesian. It is a fragile cultural medium to sustain throughout the 
nation, which itself is often subjected to external (and internal) dynamics causative of 
degeneration. At the same time the medium of theatre has remarkable capacity for 
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regeneration, to develop new expressive and progressive forms by turning to its historic roots 

for inspiration (spiritual and secular) thus connecting it with traditions of the past. 

Once generated as a professional theatre that was self-sustaining financially through 

performance alone, past theatres like Miss Riboet's Orion and Dardanella in the 20's and 

30's, for example, gave concrete substance and meaning to the theatre of Indonesia. 

Regardless of their tradition as an imported construct of the popular entertainment from the 

Malay ban gsawan, they were independent theatres, strongly competitive publicly, well 

structured and managed, with resident writers and capabilities for training members in the 

theatre arts. In addition, these theatres had the capacity to reach a wide audience when 

performing in other regions. Through the legacy left by these theatres there is evidence of the 

substance that gave birth to future forms of a modern theatre that became identified with a 

nation and its people through its literature. 

The former strength of modern theatre developed within a momentum driven by 

external forces and resultant internal crisis. The period of Dutch colonisation was causative to 

the central issue of identity facing a culturally divided people ultimately driven politically by 

a will of nationalism. In this way, a platform was constructed for unification of diversity, and 

ultimately nationhood. The period of Japanese occupation was catalytic for both the spirit of 

nationalism and determinism of theatre artists to seek creativity from within the richness of 

their cultural heritage when revisiting past traditions for inspiration. Both periods had the 

effect of awakening a new literature for the theatre, either overtly or covertly nationalistic, 

while at the same time revitalising tradition through regional stories of myth and legend. 

National aspirations that emerged in the 1920's were at the core of the first texts 

written for the stage that we have seen in the examples of Rustam Effendi' s Bebasari and 

Muhammad Yamin's Ken Arok dan Ken Dedes. They were a reaction against Dutch 

colonialism. As a consequence of Japanese imperialism with its propagandist structures for 

the arts, the phenomenon of group theatre appeared. It commenced with the inception of the 

first identifiable theatre group, Maya, in 1944. Apart from performance, this group was 

introduced also to studies of theory and practice in the theatre arts. Differentiating Maya from 

the former professional theatres of bangsawan style, Jakob Sumardjo (1992, p.1  33) describes 

this group as amateur, but with a membership of the highly educated. That membership 

comprised mainly of youths with an education provided in Dutch schools. 

Challenges facing the existence of theatre groups today are multiple, complex and 

many layered echoed in their diversity and intricacy throughout the regions. Uncertainties of 

future prospects are constantly present for even the more prominent and profitable groups 

whose national (and international) recognition has been secured. They apply for example with 

similar measure to the theatre of Nano Riantiarno, Teater Koma in Jakarta, and to Teater 

Payung Hitam directed by Rachman Sabur in Bandung. In an atmosphere of constant 
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economic and political uncertainty, modern theatre of Indonesia has developed and grown 

with a stance of tolerance and flexibility that are properties of strength and determination of 

individual groups throughout the archipelago. 

There is never certainty that plans for a theatre production will result in a 

performance. Perhaps on that one account alone, it is usual for theatre groups not to have a 

programmed 'season' of new productions. Planning for even one year in advance carries with 

it the risk of not being able to reach expectations of a performance schedule. Therefore, 

program planning appears as if it is conducted on an ad hoc basis when in fact more than 

often it is conditioned by seemingly ad hoc funding provisions. 

Inability to conduct long term forward planning of performance schedules is one 

result of the many-facetted problems facing theatre groups in Indonesia which appears to have 

become the norm of their existence. Carried with it are implications of the many challenges 

the theatre generally faces. One fundamental challenge is to sustain existence and maintain a 

consistent presence for a theatre public. Consequences resulting from short-term planning 

possibilities for theatre groups are wide; particularly one effect has been noticeable in the area 

of advanced publicity and its content. 

Promotion of theatre events is often retarded and there are instances where public 

notices of a performance appear in the press after the event. Theatre performances by groups 

in Bandung are often the victim of late press notices or none at all. For example, when the 

weeldy arts section, Khazanah, in Bandung' s daily newspaper, Pikiran Rakyat, prints a 

schedule of arts events, one or more event may often have taken place. The print medium (or 

other media) is more than often unresponsive to theatre events unless they are explicitly 

media newsworthy. Nonetheless, there is a precipitating factor that is usually the cause; 

insufficient attention to the dramaturgy on the subject of the play and all its performance 

aspects is often the result of the inability to attract immediate media attention. 

There is a prime exemplar where promotion, marketing and publicity of the theatre 

have reached a peak of professionalism. The case is Teater Koma and the example is the 

production for Nano Riantiarno' s socio-political satire, Republic Bagong, performed in 

Jakarta during May 2001. Television reportage was extensive, its audience exceeded capacity, 

and the season was extended by public demand. This is an exceptional case when it is 

expected that this theatre group will usually receive wide media attention. This is not only 

because of the past reputation of Tearer Koma for its controversial presentations, but also the 

expectation that its theatre is renowned for the professional quality of its productions. 

The strength and determination of this theatre group is witnessed among the thirty-

two designated positions in production team. There was a special team charged with 

publication, and positions especially designated with the task of marketing and promotion 

when Tearer Koma produced Republik Bagong. The extent of dramaturgy was the keynote as 
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witnessed in the literature generated around the play's performance, particularly in 

programme literature itself. 

Generally, long established theatre groups in many provinces have developed a 

dedicated and substantial following; their events in many cases are broadcast by word of 

mouth. Nonetheless, well-managed groups also designate a member charged with the 

responsibility of publication and documentation. Often community support groups are formed 

able to reach a wider public as potential audience while providing general services supporting 

theatre performances. 

In the instance of Teater Payung Hitam, for example, there is a "family" of theatre 

students of STSI of Bandung, (Keluarga Mahasiswa Teater STSI Bandung) providing support 

services for production. It was active during performance by Teater Payung Hitam of 

Bersama Tengkorak (Together with the Skeletons), in May 2001, written and directed by 

Rachman Sabur. The same family provides support for other Bandung theatre groups 

performing in the theatre buildings at the College for the Arts (STSI), including visiting 

productions. 

However, Teater Payung Hitam is in a somewhat unique and privileged position in 

many respects when compared with the majority of theatre groups throughout other 

provinces. It is a resident theatre group on the campus of the College for the Arts, although 

the group maintains independence in managing its affairs. There is immediate availability of 

facilities, technical provisions, staff and students through the Department of Theatre of the 

College for Teater Payung Hitam to access. Furthermore, Bandung is the location for several 

branches of international cultural institutions that have provided, and continue to provide 

funding assistance to the city's resident theatre groups. 

Since its establishment in Bandung in the early 1970's, the Goethe Institut has 

supported many theatre groups in the city. In the past, for example, it supported a production 

by Teater Payung Hitam performance of Kaspar (Caspar) by the German playwright, Peter 

Handke in September 1994.2  In October 2001, the Goethe Institute sponsored a production of 

Goethe's Faust that also performed in Yogyakarta, Surabaya and Jakarta. The production was 

a collaboration of the groups, Mainteater and Aliansi Awak Panggung Independen Bandung, 

directed by Wawan Sofwan.3  

Alongside the assistance of the German institute, funding is provided by the Centre 

Cultural Francais (Pusat Budayaan Perancis), or CCP. The centre supported Studikiub 

Teater Bandung (STB) in May 1999 for a performance of Art by the French playwright, 

Yasmina Reza. Another Bandung theatre group formed in 2000, Actors Unlimited, received 

assistance form CCP when it performed in its theatre venue, Suara-Suara Mati (Dead 

Voices), a work by the group's director (and dramaturg), Fathal A. Husein. In addition to the 

cultural institutions directly involved in theatre productions, the Netherlands government 
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funded a collaborative project with the groups and artists through the assistance of STSI in 
Bandung in the field of dramaturgy.4  

Lack of funding (and a funding strategy) is a major problem for the many theatre 
groups throughout the provinces of Indonesia. Despite financial assistance and resources 
provisions from resident international institutions forthcoming to those groups fortunate to be 
recipients, levels of funding are insufficient. Box office receipts alone from performances are 
never the solution to any theatre's need to face the ongoing global financial crisis, and 
Indonesia is no exception. Costs of theatre tickets in Indonesia appear to be maintained at a 
low and thus affordable level, but it is generally considered a luxury to attend the theatre. In 
contradiction to that, it is more usual for the public to attend the cinema for their 
entertainment and pay the price of a ticket in the order of 10,000-15,000 Rupiah. 

For performances of Teater Payung Hitam, such as Bersama Tengkorak in Bandung 
during 2001, admission price was 5,000 Rupiah. In sharp contrast was the cost of tickets for 
example for a performance by Teater Koma of Sampek Engtay in 1999. Prices ranged from 
25,000-75,000 Rupiah, with a special price for students and teachers of 10,000 Rupiah, but 
not including a booking fee if purchased at a commercial agency rather than at the box office 
itself. As an indication of the desire of Jakarta audiences to attend their performances, they 
are prepared to wait in long queues for several hours in front of the box office every night 
hoping for the opportunity to secure a ticket or at least a place to sit in the aisles. For those 
who have not booked in advance or are not prepared to await that opportunity, and are 
desperate to get a seat, they can take advantage of securing a ticket at triple the price from 
waiting scalpers.5  

As a theatre group that is both commercial and professional with respect to marketing 
and management, Teater Koma is not indicative of the mainstream of theatre groups 
throughout Indonesia. However, it shares the same problems with those groups in their quest 
for finance, particularly from private sponsorship. Sponsors have responded to the high level 
professionalism long demonstrated through the business acumen of Teater Koma. As 
evidence of the "sponsor-worthiness" of its productions, Republik Bagong attracted major 
sponsors from the private sector, their full-page coloured advertisements appearing in the 
program. Among them were newspapers (The Jakarta Post, Kompas, Media Indonesia), the 
tabloid Citra, the cigarette-maker Sampoerna, telecommunications giant Siemans, radio 
stations (Hard Rock FM, 97'4 News FM) and even three catering companies. 

Away from nation's business capital, Jakarta, prospects of private sector sponsorship 
are more remote since theatre groups are at a greater distance from a wide cross-section of 
business enterprises like those found in major metropolitan areas. This is one of the problems 
faced by those groups in provincial cities of the outer islands far removed from Jakarta. 
Nonetheless, for Teater Payung Hitam in Bandung, private sector support has played a vital 
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role to varying degrees and at various stages of development since 1982. For the 

performances of Bersama Tengkorak in 2001, private sector sponsorship appeared not to be 

paramount, only the daily newspaper, Pikiran Rakyar, was acknowledged. In this instance, 

importance was placed on the support of the Japan Foundation and the pivotal role played by 

the Jakarta Arts Council enabling the performance to be presented at both TIM and the Japan 

Foundation's premises in the capital. 

The extensive level of sponsorship secured by Tearer Payung Hiram was more 

significant in 1993. The program for Binatusaurus, Rachman Sabur's version of The Laundry 

by the French playwright David Guerdon, carried full-page advertisements by sponsors on par 

with those of Teater Koma. The magazine Tempo and the weekly tabloid Detik were among 

sixteen of the business sector sponsors. Collaboration between Peter Sternagel, the Goethe 

Institute of Bandung together with Saini K.M., director of the former Academy of Arts 

(ASTI), was an important factor in that production. In their singular and collective capacity, 

both Sternagel and Saini K.M. were responsible for the generation of the theatre in Bandung 

that was visionary and progressive. 

Through the dedication of Saini K.M., in his capacities as both artist and arts 

bureaucrat, the theatre groups in Bandung and throughout the provinces of Indonesia profited 

immensely by his visions. Within the former bureaucracy of the Department of Education and 

Culture as the Director of Arts through its Director-General, Dr. Edy Sedyawati, Saini K.M. '5 

spirit and idealism generated new initiatives and created progressive programs for the 

performing arts. They were advanced for the regeneration of all areas in the practice and 

performance of theatre, but importantly provided specific benefits for theatre groups in the 

outer provinces far removed from the direct benefits accessible in the large cities of Java. 

One prime initiative undertaken was the emphasis placed on the urgent need for the 

function of a dramaturg within communities of theatre groups isolated from the mainstream 

development of theatre. For example in Pontianak, West Kalimantan, the theatre arts 

community lacked structure, direction, and knowledge of theatre craft. Funded by the central 

office, a position was created for a dramaturg who worked with theatre groups that conducted 

their activities at the province's Art Centre. 

For example, one such group that benefited was Tearer Topeng, and in itself 

demonstrates how generation of theatre can be achieved through idealism and challenge 

within an environment of limited practical and financial resources. The group, established in 

May 1998, began with a professional attitude in the practice of theatre from sound 

management principles and production expertise witnessed on a larger scale in Tearer Koma 

for example. The head of the group, Akmad Benyamin (Beben), ensured accountability for all 

aspects of the first production by Tearer Topeng, Drakula, written and directed by Beben and 

performed at the art centre on 5 September 1998. 
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Post-performance financial accountability by Teater Topeng reveals exactly how they 

were able to fund the cost for production at a total cost of 2,015,000 Rupiah and make a 
modest profit of Rp. 115.000. Within their production budget were two areas of contribution 
that are important indicators of the way in which funding levels can be achieved, particularly 

for groups like Teater Topeng throughout the provinces. 

Provided by art centre was an "art appreciative funding package" (dana paket 
apresiatif seni) of 500,000 Rupiah while the balance of contributions came from individuals, 
"membership obligation" (wajib anggota), "voluntary" (sukarela) collections by members as 
well as sponsors or donators. Sponsorship contributions were the largest level of income for 
the group (Rp. 1.080.000), the major sources in the private sector being the only star-rated 
tourist hotel in Pontianak, Mahkota, and a leading travel agent.6  The significance of the above 
funding model (albeit simplistic) is not to be overlooked. A similar model could be followed 
by groups in other outer regions where there are many modern theatre groups in cities larger 
than Pontianak competing for the "arts Rupiah". 

It is necessary stress the importance of private sector sponsorship of the theatre; the 
subsidy provision for Teater Topeng is one example of how theatre groups in Indonesia can 
fulfill their aspirations and achieve their goals. There is little basic difference in principle the 
approach of funding procedures required to sustain theatre universally. In reality, the fact 
remains that the arts require subsidy through patronage and support of the state, a historic 
tradition of the role of the patron for the arts. Indonesia is a developing nation and one that is 
constantly undergoing the processes of reformation (toward democracy) and restructuring 
(toward autonomy). On that account, development of the arts must be structured nationally in 
a way that they can profit through democracy and autonomy while at the same time remaining 
within the framework of national unity. 

Problems for the regeneration of the theatre exist in Indonesia within its tiered 
framework of ubiquitous arts bureaucracies, both government and non-government. They are 
further exacerbated by the geographical and cultural disparateness of the regions within the 
archipelago as well as the ubiquity and copiousness of theatre groups. Bureaucratic 
management within the geographical disparateness on a national scale from the centralist 
stance by the government (and other authorities) in Jakarta is constantly fraught with 
difficulties. The overall effect of basic centralisation of arts management often results in a 
lack of parity with respect to provision of resources and funding. In addition, an insufficient 
flow of information is caused through the inability of clear communication to be efficiently 
transmitted by means of direct network channels using appropriate systems of technology in 
order to bridge geographical (and cultural) disparateness. 

On 1 June 2001 the eleventh GT- 15 membership meeting of govermnents from 
fifteen developing nations concluded in Jakarta. They exchanged views on information 
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technology as a medium for economic and cultural cooperation between their respective 

nations in the era of globalisation dominated by major power brokers. It was resolved to work 

together to revitalise the form of cooperation within the member nations and the international 

sphere to develop telecommunications technology. Inside Indonesia, regional cooperation in 

the medium of theatre is retarded not only through the paucity of technology provision at 

centres of arts administration, but also there is not the structure of a sufficiently effective 

networking system to employ this technology. 

Administration of the arts within the government sector was the responsibility of a 

director of art. Prior to 2000, the director was head of the Directorate of Art through the office 

Directorate General for Culture of the Department of Education and Culture or 

DEPDIKBUD. Currently, there is the Directorate for Aesthetic Values within a newly 

structured department, the Department of National Education (Departemen Pendidikan 

Nasiona[) or DEPDIKNAS. Dr. Sri Hastanto is the first director of this department. Branch 

offices of the department are located in every region of the provinces, but it is only in 

branches of the provincial capitals that an arts division or sector (Bidang Kesenian) is 

operative. 

Generation of the arts was given a major impetus when arts centres (Tanuin Budaya) 

were developed in most provinces under the aegis of the central office of DEPDIKBUD. They 

share a degree of autonomy, but are accountable to, and funded by, DEPDIKBUD through its 

regional office in the provincial capital. The centres provide public access to a wide spectrum 

of the arts through education, practice and exhibition. At the level of performing arts, they 

have often played a catalytic role assisting the generation of new theatre groups. The example 

above of Teater Topeng in Pontianak is evidence of the way in which a new theatre group was 

generated through the auspices of a provincial arts centre. 

At the same time as the arts centre for the province of West Kalimantan was capable 

of generating potential to create new theatre, it was unable to provide adequate theatre 

facilities or basic technology for theatre performance. There were no backstage provisions or 

side-wings and the low level of the ceiling over the raised stage prohibited the installation of 

stage lighting; there were no special lighting or media effects. Therefore, the group was not 

able to communicate to its audience a theatrical aesthetic seen on the stage of better-equipped 

centres such as those throughout Java for example. In addition, without provision of video 

recording facilities, theatre performances and others arts presentations at the centre were only 

recorded photographically.7  

These factors alone prevent the standards of their performance progressing to levels 

that are commensurate, and competitive, with those of other theatre groups. Also prevented 

are opportunities for other regional theatre groups when touring to perform in a venue that is 

not technically capable of staging their theatrical techniques and effects. Opportunities of 
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staging special theatre events such as theatre festivals are diminished because of lack of parity 
of basic theatre facilities. On that account, there is loss of inter-regional communication, 
cross-cultural interaction and progressive education in the theatre since physical networking 

on a proactive basis is rendered impractical. 

At a significant distance from departments and institutions of the government sector, 

non-government bodies of arts councils (Dewan Kesenian) are capable of functioning within a 
wide range of entrepreneurial roles. Distinguished and respected is the extensive service 

extended to the performing arts by the Jakarta Arts Council (Dewan Kesenian Jakarta) or 
DKJ, an independent arts body inaugurated in May 1968. Professional management of the 
performing arts has become a hallmark of DKJ currently under the direction of its head, Ratna 
Riantiarno, whose business acumen (and artistry) is at the root of commercial success 

witnessed by Teater Koma. Consequently, the entrepreneurial undertakings of DKJ are 
effective and widespread, particularly throughout Java. 

In Jakarta, there is direct benefit for theatre groups from the provinces through 
support of DKJ when performing at TIM since DKJ is represented on its executive. There are 
many examples of provincial theatre groups, as discussed in previous chapters, having 
benefited through the entrepreneurial role of DKJ. Not only are theatre performances the 
recipients of aid from DKJ. There is also support for writers on theatre such as the launching 

of a book, Homo Theatricus, by Radhar Panca Dahama in the Galeri Cipta II (one of two art 
galleries) at TIM on 28 February 2001. The occasion was used by DKJ to motivate theatre 
dialogue through its Indonesian Study and Data Centre (Pusat Studi dan Data Teater 
Indonesia). 

Away from Jakarta, DKJ' s collaborative assistance has been extensive in creating 
opportunity for theatre dialogue and performance. The tenth Indonesian Theatre Meeting 

(Pertemuan Teater Indonesia ke X) held in Yogyakarta during March 1999 brought together 
nineteen theatre groups for performance from a total of seventeen provinces and special 
districts of Indonesia and invited forty-six speakers to take part in panel discussions. 

However, even an event of this magnitude undertaken by a non-government arts 
organisation could not parallel the National Festival Theatre held in Bandung in October 
1996. This national event was managed and financed by the government through the 
Directorate of Art in the Directorate-General of Culture of DEPDIKBUD. All twenty-seven 
provinces and special districts were represented. Direct involvement of DKJ was not 
witnessed. Nonetheless, in 1998 DKJ's strength of entreprenuership and tenaciousness of 
events management resulted in an extended dialogue on the performing arts of Indonesia. The 
event, Seni Pertunjukan Indonesia 1998-2001 (Performing Arts of Indonesia 1998-2001), a 

series of nine seminars, concluded in June 2001, was a collaboration between the Ford 
Foundation and the College for the Arts (STSI), Surakarta. 
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Performing arts events such as the examples above conducted by DKJ are of national 

importance and significance, but the problem is that they are not necessarily nationally 

focussed. They are conducted on Java soliciting an audience from the educated elite or those 

in the privileged position to attend. Their audience is not composite of those who stand to 

directly benefit from the dialogue. They are the theatre groups, theatre artists and theatre arts 

workers generally of government and non-government institutions left behind in remote 

provincial cities of Pontianak, Palu and Jayapura for example who had participated in the 

National Festival of Theatre in 1996. 

Within most provinces there are regional arts councils (Dewan Kesenian Daerah) or 

DKD, West Kalimantan is one exception.8  However, their association with DKJ is usually 

ambiguous since no evidence has been uncovered pointing to direct collaborative links. It is 

evident that DKD is capable of entrepreneurial and management roles staging similar events 

on an equitable basis and scale at regional level. I have provided evidence of those roles in 

various parts of this dissertation. There is awareness in the outer provinces that theatre needs 

further impetus to regenerate and further itself at not only at an artistic level but also a 

technological level. 

As an exemplar of this, the Dewan Kesenian Daerah Nusa Tenggara Barat (Regional 

Arts Council of West Nusa Tenggara) or DKDNTB organised the Festival Teater '98 held in 

the provincial capital of Mataram on Lombok between 6-11 July 1998. Ostensibly, it was a 

theatre festival to provide opportunity for participant theatre groups to exercise (and compete 

with) their technical skills of performance in the theatre venue at the province's arts centre. 

The general head of DKD, Mustakim Biawan, had set out general terms of the 

background for the festival event most pertinent in this discourse. They included salient 

points regarding development of theatre in the province and the growth of new groups 

balanced within a fertile climate created by visionary theatre artists and skilled management. 

Emphasis of the festival was placed on the development new theatre groups. 

Development that shapes the standard as well as quality of a performance is 
mostly determined by the capabilities of the theatre group's management. 
[ ... ] However, the weakness of a group's management or insufficient 
perspective of the motivator within a group, means that such theatre groups to 
have little chance of survivale.1  

The strength of management of the theatre is an attribute requiring professional skills 

and that means education in the theatre arts at all levels from "front of house" operations to 

"backstage" technology. Indonesia is abundant with visionary motivators in the theatre. For 

Perkembangan yang men gacu pada mutu serta kualitas sebuah pertunjukan ditentukan oleh 
kemampuan managemen kelompok teater. . . .1 Namun, karena lemahnya managemen kelompok, atau 
kurangnya visi seorang pen ggerak di dalam kelompok, menyebabkan grup-grup tersebut kurang 
survive. 
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the theatre (and its groups) to survive, vision is needed to put the arts under an umbrella 
organisation able to "housekeep" for their best interests, survival and growth. The visionary 
motivators required in this instance are those who are able to work within a management 
structure (regional and national) with a duel professional sensibility, that of the artist and that 

of the bureaucrat. 

Management skills, business acumen and the wide area of arts knowledge through the 
DKJ, the Jakarta Arts Council (Dewan Kesenian Jakarta), as a centralised arts body, 
including the strategic locations of DKD in the provinces, point to one possible direction for 
future prospects of theatre. So far in Indonesia, it is apparent there is not one independent arts 
body with the structural capacity to manage an arts network and to coordinate activities that 
result from the function of other arts bodies, government and non-government. 

Taking into account the geographical and cultural diversity of the nation, the structure 
of the Jakarta Arts Council and regional arts councils appears to be well placed, and 
sufficiently independent of government, to be adapted into an arts body with the charter for 
arts development and funding. These councils have a membership that draws from both the 
artistic and bureaucrat echelon. Adapting these councils is not beyond the boundaries of 
practical consideration; there are long established similar models found in the British Council 
and the Australia, for example.'°  

Currently, the majority of funds allocated appear to be monopolised by the authority 
of the Directorate General for Culture within the monolithic structure of DEPDIKNAS, which 
is responsible for its development throughout the provinces of the nation. This is despite the 
existence another government department with an arts mandate, the Department of Culture 
and Tourism (Departemen Kebudayaan dan Parawisata). Major regional recipients of fund 
allocations are the regional offices of DEPDIKNAS, the Arts Centres and the government 
colleges and institutes for education in the arts as well as major festivals such as the triennial 
international Art Summit. From this illustration, the arts are firmly in the control of 
government, an issue constantly debated from within and without Indonesia. 

Education in theatre arts and performance is obtained from two directions, formal 
and informal. Formal studies are conducted at diploma level at government academies, 
institutes or the more advanced colleges for the arts in a theatre department (Jurusan Teater). 
Currently in Indonesia, there are six government institutions for the arts. In the cities of 
Padang Panjang (West Sumatra), Denpasar (Bali), Surakarta (Central Java) and in Bandung 
(West Java) is STSI (Sekolah Tinggi Seni Indonesia), the College for the Arts. In the Special 
District of Yogyakarta is located 1ST (Institut Seni Indonesia), the Institute of Arts. In Jakarta, 
located at the rear of TIM, is IKJ (lnstitut Kesenian Jakarta), the Jakarta Institute of Arts. 

Informal education in theatre arts and performance exists at two levels. At one level, 
theatre groups train their membership through regular exercises in theatre practice or even 
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conduct fonnal classes that extend beyond practical stagecraft and technique. This has been a 

tradition in the development of modern theatre in Indonesia before government institutions 

were established in the 1970's. 

A prime example of theatre group education of long-standing tradition is Studikiub 

Teater Bandung (STB) established by Jim Lim and Suyatna Anirun in 1958. In the true 

Indonesian meaning of "study club" (studikiub), students of Suyatna were instructed in the 

literature of theatre as well as classic and modern literature generally, both Indonesian and 

Western. It is also the practice of other theatre groups in the provinces of the outer islands to 

conduct their own informal education in the theatre arts. For example in Pontianak, West 

Kalimantan, Teater Topeng conducts a strict training regime and a routine study group at the 

arts centre. 

At the other level, many universities throughout Indonesia are the home for campus 

or 'attached' theatre groups generated through faculties of philosophy or literature, for 

example. Although most of these groups rarely achieve the degree of prominence in the 

public arena as their independent counterparts, their contribution to theatre in the community 

nonetheless is significant. This is particularly the case from a literary and educative 

standpoint, apart from their entertainment value common to all theatre group performances. 

For example, in Padang Panjang, West Sumatra, the Faculty of Literature at the University of 

Andalas had formed a theatre group, Teater Facultas Sastra, under the artistic tutelage of 

Wisran Hadi. 

Theatre groups attached to universities benefit from the academic background of 

individuals in the group's membership while at the same time drawing upon literary and 

scientific resources as well as advanced communications technology available on campus. In 

this respect, theatre literature can be enriched and the science of the theatre advanced through 

inter-disciplinary scholarship and practice. An example of interactivity and the scholarship it 

generates is seen in the case of Teater Re-Publik in Bandung whose attachment to UNPAR 

(University of Parahyangan) is through Benny Yohanes (Benjon), writer, director and actor 

for the group. He is lecturer in the Faculty of Philosophy and at the same time is on the 

teaching staff in the Theatre Department at the College for the Arts (STSI) in Bandung. 

One of his plays, duBur, prompted analysis in a philosophical essay, "Bila Bibir Sama 

dengan Dubur", by Dr. I (Ignatius) Bambang Sugiharto, also a lecturer in the Faculty of 

Philosophy at UNPAR. 11  The direction of analytical scholarship focussed on the linguistic 

treatment in the text of the play with the "body as "counter-memory" of language"(Tubuh 

sebagai "counter-memory" bahasa). The text of duBur is an exploration of a stage language, a 

body language (bahasa tubuh), 

[ ... ] a type of spiritual game, which by stripping the language from the entire 
apparel of its finalisation and by stirring up sense and non-sense, clarity and 
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enigma, has the opportunity to attract all patterns of thinking to the realm of 
possibility by a new way of experiencing and by a new way of viewing that 
could never be predicted. With that was imparted as well, every possibility in 
the direction of the revitalisation of language.11  

Another play by Benjon for Teater Re-Publik provoked scholarly inclinations, 

Galileo/Gigolo, described in the program notes as a "marriage of texts" (perkawinan teks). 
The work is a juxtaposition of Bertolt Brecht's view of mankind's schizophrenia in his play, 
Galileo, and Benjon's own views of what is meant by "being Indonesian" (ke-Indonesia-an). 

The literary marriage of Brecht's Galileo and Benjon's text of Gigolo is his point of view of 
the political demystification of the word Java in the context of Indonesian consciousness. 

Java has been demystified as the centre for Indonesia. Criticising 
Javaneseness will not just cause Indonesian disharmony, but in psychological 
way be considered as a schizophrenic influence that is counter productive.tm 12 

Educational prospects for both university campus and independent and theatre groups 
are solely dependent on individual leadership, its intellectual stimulus and the vision it imbues 

into the group's membership. The case of Teater Re-Publik is an example, but not an isolated 
example. Both groups, Studiklub Teater Bandung and Teater Re-Publik, are dependent 
educationally upon interactive engagement with external influential figures of the theatre and 
resource sharing between theatre communities. 

Theatre educators, prominent practitioners and expert critics, leading Indonesian and 
international figures, are among those generating influence the theatre community. Their 
stimulating presence and pragmatic contribution is a pivotal factor for the success of the many 
theatre arts events for which theatre meetings (pertemuan reater), theatre dialogues (dialog 
teater), theatre festivals and art summits play a pivotal role. These events are a distinctive trait 
in the tradition of the theatre in Indonesia, both nationally and regionally. 

Resource sharing between theatre communities is also part of tradition. It embraces a 
national principle of gotong-royong, (community self-help or mutual cooperation). Sharing of 
resources is affinned by the fact that no single theatre group ever works in isolation; it is 
dependent upon a wide spectrum of collaboration. In regions of the provinces, where 
problems of limited resources are ever present, the art centres make provision of a varying 
range of facilities at their disposal, while the theatre community and its public provide support 
services. Groups in the outer regions do not share the same prospects as those located in cities 

11[• 
. .1 sejenis spiritual game yang dengan melucuti bahasa dari sengenap baju finalitasnya dan dengan 

men gaduk-aduk sense dan non-sense, claritas dan enigma, berpeluang menarik segala pola pikir ke 
medan kemungkinan cara merasa dan cara pandang baru yang tak terduga. Dengan itu tersibak pula 
barang sejenak kemungkinan ke arah revitalisasi bahasa. 
lil Jawa telah dimistijikasi sebagai pusat Indonesia. Menggugat ke-Jawa-an bukan saja akan 
menyebabkan disharmoni, tetapi secara psikoligis dianggap sebagai gajala schizoprenic, yang bersifat 
kontra produktif. 
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of Java where theatre institutions are established. Bandung, Surakarta, Yogakarta, and Jakarta, 

are major centres where there is always wide opportunity for new prospects to emerge. 

There is also a current atmosphere in the theatre that often carries with it a danger in 

the sense of déjà vu, something tediously familiar about performances being presented on 

(and off) the stage. In my opinion and from direct observation, Bandung is currently the scene 

where complacency is creating a certain familiarity. Although we can witness in Bandung the 

generation of new theatrical experiences, at the same time there is marked degeneration 

within literature of the theatre and lack of focus on directions of dramaturgy. The theatre itself 

appears to be exhibiting theatre as if it were in a theatre art gallery to be viewed by patrons, 

rather than a theatre performed in a multi-dimensional space to be participated by an 

audience. 

In support of my critical statements, there are two theatre events at the College for the 

Arts in Bandung that took place in 2001, both of which may be considered as new theatrical 

experiences. However, I believe they are symptomatic of the generation of new problems 

from old prospects caught between degeneration and regeneration of form and style as well as 

substance. Therefore, these events are worthy of elaboration in this summary discourse. The 

theatre events were the presentations of Jeprut and Bersama Ten gkorak. Both shared a 

common property - there was no spoken dialogue in either performance. 13  

As performance art exhibited in a series of unstructured (non-programmed) and 

unrelated events, Jeprut displayed spontaneous ideas of artists from a mixture of art 

disciplines individually or individually within a group. Jeprut was humorous in part of the 

overall presentation, for example, the washing of female underwear (a bra) in a mixture of 

fruit in a juice-blender. In another part, Jeprut appeared sacral with rituals performed using 

the four elements of earth, water, wind and fire conducted by near-naked performers. At the 

same time, there was an atmosphere of the irreverent created through a parody of women by a 

transvestite 'village' musical group who followed the events as they unfolded throughout 

various locations of the College for the Arts. 

This theatre event seemed to be searching for a contemporary place in the construct of 

Sundanese artistic tradition. Jeprut appeared to be seeking justification and acceptance as a 

new form of art, and even in quest of definition and identification within itself and its own 

name. This new theatrical experience brought with it a form that had not changed since the 

middle of the 1990's. The aesthetic style, for example, was the same as I had witnessed at that 

time with bodies clad (or unclad bodies) in a slathering of mud or various liquid daubing 

during the conduct of ritual performance.'4  

Even by another name, a theatre form cannot be called a genus of tradition, as a 

recognised art genre, unless it is expressively rooted in tradition. Jeprut remains within the 

style of performance art that is universal and not conceptually new in form. Nonetheless, its 
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creative style is distinctive since it is sited within the cultural framework that is both 

Sundanese and Indonesian. That the event was significant was apparent from the considerable 

attention the performance received and the intrigue it created. 

Local press coverage generated was extensive following the event that concluded 

with a public meeting with participants of Jeprut and a discussion panel at the College for the 

Arts. Several articles written on Jeprut by leading Bandung artists and academics were 

published in Pikiran Rakyat, 10 May 2001, their titles alone reveal much of the art's 

ambiguity. Wawan S. Husin writes "Jeprut; Awalnya Soal Cara Berpikir" (Jeprut; the 

beginning of a way of thinking). Dr. I Bambang Sugiharto defines the art event as "Jeprut" 

yang Anti Definisi" (Jeprut that is anti-definition) and Benny Yohanes obfuscates his 

definition of Jeprut as "Jep (plusminus) "Root". 15  The event of Jeprut was a collaboration 

of artists of Bandung' s leading arts institutions, the College and the Institute of Technology 

(ITB), renowned for its discipline of fine arts. 

Rachman Sabur' s presentation of Bersama Tengkorak (Together with the Skeletons) 

is a political journey through anarchy exhibiting theatrical sketches filled with sounds and 

human puppetry mostly in a skeletal form. It is a portrayal of tragic events that always are 

done in the name of "democratic righteousness" (kebenaran demokrasi), in the name of 

"violence" (kekerasan), "burning" (pembakaran), "beheadings" (pen ggal kepala), 

"shootings" (penembakan) and "killing" (pembunuhan). 

All of them [the events] become a part of a tragic event that cannot be 
separated from the foul acrobatic role of the elite political clowns. [ ... ] The 
irony of the sounds of shooting, sounds of bomb explosions, the voices of the 
police bodies are outside of or even inside the council/parliament building 
[]IV 16 

Sounds of violence, of shooting, bombing, and voices of political bodies broadcasting 

meaningless righteous speeches on law and justice resound throughout the presentation. 

Performers are manipulated as the oppressed and the oppressors, as clowns, militia, the blind, 

and skeletons are paraded across the stage as comic-book characters in a series of news- like 

or comniercial-like sketches. The script consists of cues for lighting, sound and back-

projection; there is no text since Bersama Tengkorak is a presentation without the use of 

words. Language of technology has displaced literature of theatre; performance style is 

replaced by stage mechanics. 

The presence of theatre literature for theatre performance has degenerated for the sake 

of expediency (and inmiediacy) of theatrical presentation riding on the wave of current social 

and political crisis in Indonesia. The case of Rachman's Sabur's Bersama Tengkorak is an 

IV  Sernuanya menjadi bagian peristiwa tragis yang tak terpisahkan dari permain akrobat busuk para 
badut elit politik kita. [  . .. ] Ironisnya suara-suara tembakan, suara-suara ledakan born, suara-suara 
Bapol diluar ataupun di dalam gedung dewan/parlemen [ ... J. 
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example where the written play has vanished from the stage. Here is a new problem for 

theatre in Indonesia if reasoned that theatrical performances do not leave a legacy of theatre 

literature for future generations. Prospects of presentation of such a work again without the 

immediacy of events that had surrounded its creation render it impotent. 

There is also the matter of prospects for education through the medium of theatre on 

behalf of both audience and actor that raises an important question as to whether the 'news' as 

the 'story' in Rachman's presentation is educative or more informative than news presented in 

other media. Or furthermore, it can be asked whether Rachman is presenting his own 

theatrical rhetoric through symbols of sounds and language of visual symbols. Does "a nation 

that journeys in blindness, looking forward eagerly for a long time for the sky to collapse on 

itself' tell us a new story in the history of the nation, or is it old news retold in a new form?'7  

Old news retold in new form requires the technique of editing; a new story in the 

history of a nation requires the art practice of dramaturgy for literary development and 

educative processes in the theatre. This was a practice intensified through the institution of the 

College for the Arts in collaboration with Saini K.M. as senior lecturer and the Dutch 

dramaturg, Emile Schra, during April to June 2001. 

Institutionalised theatre education has both advantages and disadvantages for students 

(and graduates) and the prospects of theatre itself in Indonesia. Although not disadvantaged, 

graduates from a theatre department of an institution simply do not have career prospects in 

the theatre. At present, there is not one theatre group or company in Indonesia performing 

modern theatre employing full-time management, actors or technical staff. However, 

graduates do have the advantage of not only a broad influence in knowledge of the 

humanities, but also wide area of confluence with human resources to pursue career 

opportunities more than one single discipline of science may afford. For this reason, theatre 

artists are able to readily diversify in their creative pursuits. 

Most prominent theatre artists - Teguh Karya, Rendra, Nano Riantiarno and Wisran 

Hadi, for example - were educated at the institutional level. But they are not the "now 

generation" (generasi kini) who are graduating every year after three years of study for 

diploma faced with the old problem of how to continue in the practice of the theatre. Only 

through tenaciousness and dedication to the art will they place themselves in theatre groups 

already established with prospects of at least to continue the practice of their stagecraft or else 

resort to the medium of television with the remote opportunity of entering the competitive 

world of sinetron or film. 

New prospects are arising for a minority of young graduates to find job placements in 

the outer provinces where there is generation of new theatre groups and employment 

opportunities are more promising. Government art centres and arts divisions of DEPDIKNAS 

in the provincial cities have provided work opportunities for theatre workers as either 
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practicing artists or as arts administrators. There are also cases where graduate actors have 
succeeded in securing a stage career enabling them to provide for daily needs. One known 
case is the provision made for two actors and assistant directors for Teater Payung Hiram in 
Bandung, that's Tony Broer and Rush Keleeng.'8  Part of the success for these theatre artists is 
often attributed to their ability to attract grants from overseas arts foundations located in 
Indonesia and undertake theatre collaborations outside of Indonesia. 

The problems of employment in the arts, including the theatre, points to the need for 
attention to be given to regional prospects for management and structure of the arts that are 
based on industry development principles and network systems. Prospects for an industry of 
growth in the provinces is likely to follow as more autonomy is granted. And in the same 
manner, theatre perceived as a growth industry must be granted more autonomy from its 
centralist management and structure in Jakarta that is government controlled. 

Having identified briefly problems in the theatre as an industry base, the problems 
within institutionalised theatre education need identification. To begin with, let us recognise 
the lack of parity in arts institutions throughout the provinces. The more remote provinces in 
the islands of Kalimantan and Sulawesi as well as the province of Irian, for example, are 
clearly disadvantaged. In those provinces, educational needs for theatre are met through 
limited resources provided by the government for management of the provincial art centres. 

Long established government institutions of theatre education have a tradition of 
generating their own theatre groups for curriculum purposes. In Bandung for example, the 
theatre group, Tearer Payung Hiram, is attached to the College for the Arts whose theatre 
department manages Studio Tearer, the in-house theatre group for students. Unlike many 
overseas models, the Indonesian performing arts institutions are not associated with a 
university where students of theatre performance undertake direct academic studies 
graduating at degree level. Educationally, there is some advantage in this structure, 
particularly by enrichment of knowledge through immediate access to world literature in 
faculties of social sciences. There is the availability of facilities with advanced infonnation 
technology through other allied faculties. Therefore, theatre education is undertaken in a 
global environment composite of the arts and sciences. 

Conversely, theatre studies at Indonesian art institutions of education draw on the 
richness of traditional performing arts for which they are internationally renowned. In this 
respect, modern theatre studies and performance is advantaged and enhanced by the presence 
of tradition through historic sensibility of regional performing arts. New theatre forms are 
generated, such as Longser Antar Pulau and new ideas are explored in presentations like 
Bersama Ten gkorak, for example. In addition, the tradition of modern Indonesian theatre 
itself is regenerated with student performances of works by master playwrights such as Arifin 
C. Noer that are steeped in a richness of theatre literature. At the same time, the tradition of 
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modern Western theatre and its literature is maintained in performance studies and practices 

through government arts education institutions.19  

I have placed particular emphasis in the foregoing discourse on education in the 

theatre arts and specifically with respect to literature of the theatre. Current theatre practices 

are disadvantaged by the lack of theatre literature and the lack of literature in the theatre 

performed on the stage. This is indeed a reality in the provinces not served by arts institutions 

and isolated from access to theatre literature resources. Theatre groups in many provinces are 

seriously disadvantaged. However, the theatre that is associated with arts education 

institutions, with their wealth of literary sources, is not creating a new literature for the stage. 

It is a theatre of expediency and immediacy of event that often degenerates into an 

unstructured or disjointed presentation of symbols. 

New prospects are not clear for the future state of the theatre in Indonesia; they are 

clearly dependent on the ultimate state of Indonesian governance of the nation. Prospects 

remain between the extremes of optimism and pessimism, the substances of generation and 

degeneration of theatre universally. For Indonesia, its capacity for regeneration as a nation is 

found in the recorded history of nation building through the integration and disintegration of 

cultural states. It is clear that theatre in Indonesia is capable of transcending old problems, to 

continue with degrees of prosperity within the rise and fall of political leadership and constant 

downturns of economic climates. 

In the discourse on modern theatre of Indonesia, the old problem of identity is posited 

in the question of what exactly is interpreted within the meaning that theatre. The answer to 

that question is found in tradition through the history of its development that this dissertation 

has set out to define. However, tradition itself is subject to the dynamic of change as new 

prospects appear on the horizon. One prospect carrying the dynamic of change is autonomy 

for the regions of Indonesia that will redefine social, cultural, and political climes of modern 

Indonesia theatre. 

With optimism, regional autonomy will regenerate new opportunities in the theatre 

for improved resource provision, more education and research potential, and provide a 

professional structure of management for the theatre arts across the regions of the nation. In 

that respect, the theatre will have the potential to generate a new growth industry, one that 

carries with it professional employment opportunities. Through autonomy, the theatre will 

face new problems of identification. New challenges will have to be met by individual states 

as the theatre of Indonesia advances through processes of regeneration that have been 

witnessed throughout the developmental period of its modern history. 
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ENDNOTES FOR CHAPTER 8 

I take full responsibility for all statements made during my analysis of the developments in modern 
theatre of Indonesia. My statements throughout this dissertation may not necessarily reflect the 
opinions of my Indonesian colleagues or Western counterparts. They are supported by the fact that I 
have frequently visited Indonesia since 1972, but in 1995 began research on modem theatre of 
Indonesia resulting in a paper, "Theatre Horizons Bandung: Some Observations and Impressions" 
(1996, unpublished). In October 1996 I attended The National Festival of Theatre of Indonesia 
(Festival Teater Nasional Indonesia) in Bandung and since April 1997 I have lived in Bandung 
undertaking research and the writing this dissertation. 

2  Since the performance of Kaspar by Teater Payung Hiram in 1994, their version of Peter Handke's 
play has remained in the repertoire and performed on many occasions such as at the National Festival 
of Theatre in Bandung, October 1996. In August 2001, it toured to three cities of West Java including 
its performance at the third international Art Sunmit in Jakarta in September 2001 as Indonesia's 
contribution to multi culturali sm in the performing arts. 

Behind the production of Faust was Dr. Manfred Linke as literary consultant bought to Bandung also 
to conduct theatre workshops on Brecht. He had first visited Bandung in to participate in a seminar on 
"Theater as a Political Instrument" on 15 June 2001, which I attended. Dr. Linke is world director for 
the International Forum of Young Theatre Workers. 

Theatre workshops on dramaturgy were undertaken at STSI by a leading Dutch dramaturg, Emile 
Schra, during May-June 2001. 

Before the performance of Republic Bagong by Teater Koma at TIM on 6 May 2001, scalpers selling 
tickets for Rp.60.000 approached me; the normal price was Rp.25.000. 

6  take the information from two reports provided by Teater Topeng. One contains a general preamble 
of the performance details and the text of Drakula by Beben dated 5 September 1998. The other titled 
"Sanggar Teater Topeng" gives full account of the group's financial statement for the performance. 

References to conditions of the Art Centre for the province of West Kalimantan are taken from my 
observations when visiting Pontianak in September 1998 to conduct a public lecture and theatre 
workshops and while observing training sessions by Teater Topeng. 

8  Regional arts councils are listed throughout Sapardi's Direktori Seni dan Budaya Indonesia 2000. 
There is no listing of a regional arts council in Pontianak, West Kalimantan for example. 

The reference is taken from a technical information sheet, Petunjuk Teknis Festival Teater '98 NTB, 
given to all jurors for the festival. I received a copy when attending the festival to conduct a public 
lecture and theatre workshop with all participant groups, which was a collaboration of the Arts Division 
of DEPDIKBTJD for the province, the Arts Centre and the Regional Arts Council of West Nusa 
Tenggara. 

10  For Information concerning the Australia Council, refer to publication, 2001 Support for the arts 
handbook. 

In Echols & Shadily, (1997, p.1  50), dubur is translated as "anus". The literal translation of the essay 
title is "If Lips (bibir) were the Same as the Anus (dubur)". Echols & Shadily also give an alternative 
meaning to bibir as "genital labia" (p.78). The essay of I. Bambang Sugiharto was published in Piki ran 
Rakvat, 3 April 1998. I attended a performance of duBur on 1 April 1998 at the College for the Arts, 
Bandung. The quotations used to describe the text of duBur are taken from Bambang's essay also 
included in the program notes. 

12  The quotations are taken from the program for the play Galileo/Gigolo, which I attended on 29 July 
2000. 
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13  I attended the presentation of Jeprut performed around the grounds and at various locations within 
the buildings of the College for the Arts (STSI), Bandung, 2 May 2001. I also attended a performance 
of Bersanw Tengkorak in the main theatre venue of the College on 19 May 2001. My critical 
commentary on both presentations is solely based on personal responses and perceptions, particularly 
my past experience in Bandung of performance art events, which at the time that were not articulated in 
the theatrical context of Jeprut. 

" I had lived in the guesthouse of the College for the Arts (then the Academy, ASTI) during January-
March 1995 at the invitation of its director, Saini K.M.. There I witnessed events of performance art 
precisely of the same form, style and substance as seen in much of the presentation of Jeprut in May 
2001. 

' All press articles written in Pikiran Rakwt indicate the various levels of ambiguity surrounding the 
presentation of Jeprut. Benny Yohanes is most ambiguous, or indecisive, if the form of Jeprut did or 
did not have a "root", which he explains in his article is one that is the source of new dynamism or 
duplication of past inspiration. 

16  In Echols & Shadily, (1997, p.567), tengkorak is translated as "skull" or "cranium", but I take the 
license to interpret it as "skeleton". As a metaphor in the sense of skeletons in the closet, and as a 
signifier of the life-size puppet skeletons that appear in sketches of the presentation, the usage is 
considered more politically explicit. The quotations I have used are taken from the programme notes of 
Bersama Ten gkorak. 

17  I have translated the quotation taken from the last lines of an explanation of Bersama Ten gkorak 
provided in the program notes, May 2001. 

I became acquainted with Tony Broer and Rush Keleeng when conducting theatre studies at ASTI 
(STSI) in 1995 when both were associated with Kelompok Teater Payung Hitam. At that time, they 
were theatre students of the Academy. 

19  In August and December 2000, I attended two works of Arifin C. Noer, Sumur Tanpa Dasar (The 
Bottomless Well) and Wafatnva Rasulullah (The Passing Away of the Prophet) respectively performed 
by the student group, Studio Teater, at the College for the Arts, Bandung. I also attended a performance 
of Edward Albee's, Who's Afraid of Virginia Woolf (Siapa Takut pada Virginia Wolf) performed by 
students of Studio Teater on 25 June 2001. 
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APPENDICES 

SIGNIFICANCE OF REGIONAL THEATRE 
CASE SUDIES IN SOME INDONESIAN PROVINCES 

Background 

Modern Indonesian theatre is not the sole property of theatre groups from major cities 
on the island of Java. Throughout the eight chapters, we have viewed modern theatre from a 
distinctively Javanese perspective, that is, in terms of the cities like Jakarta, Bandung and 
Yogyakarta most prominent as centres of culture and most conducive to the flourishing of a 
modern theatre. As such, theatre in other major cities of the provinces, including other cities 
on Java, has received little attention earlier in this dissertation, thus mirroring a similar lack of 
attention in earlier cultural studies. These appendices take the form of general notes with 
observations on modern theatre as it has developed, and continues to develop, in the regions. 
They contain case studies demonstrating progressive attitudes by individual theatre artists, 
theatre groups and regional arts bodies. At the same time, there is a critique advanced of the 
many factors that have led to their relative lack of progress. 

The provincial case studies in these appendices contain a major part of the research 
for the dissertation and were carried out while conducting a series of public lectures and 
theatre workshops in a number of provinces. Therefore, since these appendices take the form 
of an itinerary for that research, they contain much that is anecdotal, and at times, relate to 
issues of a somewhat controversial nature. I conducted the activities at the Arts Centre 
(Taman Budaya) in each province in 1998 under the sponsorship of Drs. Saini K.M., Director 
of Arts for DEPDIKBUD (Department of Education and Culture) at that time. The public 
lecture and theatre workshops were held in collaboration with the regional office of 
DEDIKBUD and associated government and non-government regional arts bodies in the 
regions. Partial funding was provided by a grant from the Australia-Indonesia Association 
(All). 

Departing from Bandung, West Java (Jabar), the first leg of the journey extended far 
east to NTB (West Nusa Tenggara), Bali, East Java (Jatim) and Central Java (Jateng), which 
included the Special District of Yogyakarta (DIY). The provinces of the northern islands 
where the same activities were conducted included those of Kalimantan and Sulawesi. 
However, there were occasions where the lecture or the theatre workshops did not eventuate 
in several provinces due to specific regional problems, which are described below. 

Research was conducted in those provinces from 6 July to 29 November 1998 at a 
time following the aftermath of turmoil during student riots at the University of Trisakti in 
Jakarta on 17 May 1998. A political maelstrom continued leading to what was commonly 
described as 'Black Friday' on 13 November, which eventually led to the end of the New 
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Order regime of Suharto that same month. These events heralded an era reformasi (era of 

reformation) promised with the appointment of B.J. Habibie as president. Mindful of the 

current political and social upheaval in Jakarta at the time of the public lectures, they were a 

test of the regional government's tolerance to accommodate public meetings of intellectuals 

and theatre artists (and government officials) in an atmosphere of early reforms. 

Details contained in each case study demonstrate the measure of cooperation of all 

involved during the lecture and theatre workshop activities. The collection and exchange of 

resources was fundamental in the research methodology enabling direct contact on the ground 

with theatre artists, theatre groups and all parties mutually benefiting from those activities. 

After the formal approach of the lecture itself, complete with a moderator, and on most 

occasions the presence of the press, the workshops were conducted usually in an uninhibited 

environment. Both the lecture and the workshops were dependent on the prevailing attitude of 

all regional government authorities responsible for approval, planning and implementation, 

their success measured by the level of mutual interactivity of all authorities and individual 

participants alike. 

Due to the considerable body of research material generated in the case studies, it is 

the intentional to keep a format similar to that in the chapters of the dissertation. Namely, 

there are footnotes containing translations from additional bibliographical sources and 

comments bringing forward a considerable body of empirical information relevant to each 

appendix. Occasionally there are examples of regional theatre groups in the provinces having 

been briefly referred to, or illustrated in the appendices, but described in detail in an 

appropriate chapter of the dissertation. Nonetheless, at the same time, it is important to view 

these groups in the wider context of regional theatre. 
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APPENDIX A 

West Nusa Tenggara (NTB) - Mataram 

Mataram on the island of Lombok, the western island of insular NTB, is the 

traditional home of the Sasak ethnic group.' Since prehistoric times, they have been subjected 

to continuous domination. Over centuries, Lombok has experienced phases of Javanese 

cultural and political influence, domination by the Makasarese, the Balinese and later Dutch 

colonisation, and the Japanese occupation. 

The Javanese introduced Hinduism, Buddhism and later Islam in the form of Sufi 

teachings in the early 16th  Century while the Makasarese and the Javanese together introduced 

orthodox Islam. The Balinese brought their own form of Hinduism to Lombok in the late 16  th 

Century and Christianity was introduced in the 19th  Century. Despite past (and recent) 

religious conflicts, effects of syncretism through the cultural diversity of Lombok were visible 

in July 1998 during performances created in conjunction with theatre workshops. 

In fact, the workshops we conducted used forms of traditional performance arts found 

in the ethnic branches of Java, Bali and Malay groups on Lombok. These themes were woven 

into the fabric of the workshop theme that was based on conflict and harmony in the 

community. The workshops were practical exercises in interculturalism, a subject contained 

in the working paper presented at the public lecture. 2 

The public lecture and theatre workshops in Mataram were planned to coincide with 

the Festival Teater Nusa Tenggara Barat (Theatre Festival of West Nusa Tenggara) held on 

6-1 1 July at the Arts Centre for NTB. Festival activities were a joint venture with the Arts 

Council (Dewan Kesenian) and the Arts Division (Bidang Kesenian) of the regional office of 

DEPDIKBUD of NTB. One other long established (1972) arts organisation in NTB, the 

National Arts Coordinating Committee of Indonesia (Badan Kordinasi Kesenian Nasional 

Indonesia), was part of the cooperative effort. 

The same arts bodies were responsible for the lecture and theatre workshops. Fifty-

eight people attended the lecture; thirty participants followed a two-day workshop. They were 

a composite of theatre artists, high school and university students, as well as staff from the 

various arts bureaucracies and included members of all theatre groups participating in the 

festival. These groups were not only from Mataram but also came from the many towns in the 

'Refer to the essay by Harnish (1988, pp.123-137), "Music and Religion: Syncretism, Orthodox Islam 
and Musical Change in Lombok", for a discourse of both conflict and syncretism within the division of 
the Sasak community. The Waktu Telu, the Waktu Lima groups, and their disparate traditions of 
game/an performance are at the core of the essay. 
2 I presented a working paper at the public lectures based on a brief comparative study of group theatre 
in Indonesia and counterparts in Australia titled. "Beberapa Pen galaman Mutakhir orang Barat 
Terhadap Pertunjukan Teater Indonesia" (Some Current Experiences of a Westerner toward Theatre 
Performance of Indonesia) Refer to Brown (1998, pp.1-  14),  Bandung. (unpublished). 
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regions as far as Bima far to the east on the island of Sumbawa. The number of theatre groups 

participating in the festival was significant and their bravura when performing demanding 

plays of their choice from a number of works prescribed by the festival management was 

clear for all to see. (See figure A. 1). 

In the early development of theatre in NTB we find records of an arts organisation 

named Jong Lombok (Young Lombok), a group of youths, usually students of advanced 

education. It was formed in 1926 and located in the city of Ampenan in west Lombok now 

part of greater Mataram. Groups like Jong Lombok were modernist and became independent 

movements of nationalist fervour; similar to those described in Chapter 2 of this dissertation. 

Membership of Jong Lombok came from several ethnic groups including those of Chinese 

descent (keturunan Tionghoa) and other ethnic groups from as far as the island of Sumbawa. 

According to the map of theatre development in NTB prepared by Wahono, members 

of Jong Lombok began to tour the islands of NTB in 1936 performing such stories as Nyai 

Dasima, Ali Baba and the Forty Thieves and Prince Hamlet. In this respect, as a performance 

group, Jong Lombok shared similar traits of the theatres of bangsawan and stambul described 

earlier in this dissertation. Eko (1996, pp.3) describes such a group  as cikal bakal teater 

moderen tpioneers of modern theatre).3  

Other pioneers followed. Groups of performers from the Philippines toured the island 

group of NTB from 1939. According to Eko, a group named Manila Opera was very 

influential in the development of modern theatre on Lombok where new groups were formed 

following the principles of theatre management conducted by the Manila Opera. He also 

recorded an arts organisation named Artis Muda (Young Artists) formed in 1956, whose 

members began directing plays. But not long after the formation of Artis Muda, as Eko (1996, 

pp.4-5) states, "all arts organisations had to have an affiliation with one political party", 

meaning they had to follow the PKT and therefore adhere to the dictates of Lekra. For that 

reason, Artis Muda chose to disperse. 

However, the provincial capital of Mataram was not the only centre where theatre 

groups were established. In the city of Bima on the island of Sumbawa, a group named 

Cahahaya Bima Opera (CABIO) was established about the same time as Artis Muda. The 

group performed in centres of other districts such as Sumbawa Besar and Dompu. Max Arifin 

was a leading figure in theatre activities of Artis Muda from the time of its inception.4  

The map of theatre I refer to is the work of Eko R. Wahono (1996), "Catatan Kecil: Peta 
Perkembangan Teater Nusa Ten ggara Barat" (Brief notes: A map of development of theatre of West 
Nusa Tenggara). His notes are the only account of modem theatre of NTB and include traditional 
theatre. In that respect, although unpublished, they remain an invaluable resource. 

' Max Arifin is a respected playwright, essayist, translator and theatre critic born in Mataram now 
living in East Java. He was one of the jury members for the theatre festival of NTB at the time of my 
visit and acted as moderator for the public lecture I conducted in Denpasar, Bali. 
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In Eko's account of the rise of studios or groups of theatre in the period of the 70's it 

is noted that there existed two hundred and twenty-four throughout NTB, although only a 
small number still remain active. One group was started in 1972, Badan Pembina Teater, 
under the direction of the head of the Arts Division of DEPDIKBUD in the province. 
According to Eko (1996, PS), early in that period a theatre studio named Jayaprana 
performed Putu Wijaya' s Bila Malam Bertambah Malam (When Night Falls) and Pada Suatu 
Han (Once Upon a Time) by Arifin C. Noer. He notes that in the period of the 1980's the 
need for theatre in NTB grew witnessed by the emergence new groups in Mataram, Dompu 
and Bima. They were: 

• Sanggar Sastra Mataram (1983) 
• Ben gkel Aktor Mataram (1984) 
• Sangar Apresiasi Mataram (1985) 
• San ggar Pattakula 
• San ggar Remaja September 

The latter two groups were formed in Dompu and Bima during the same period. 
Theatre activities of these groups provided a healthy atmosphere of competition according to 
Eko (1996, p.fi). He lists examples of works performed by playwrights such as Nano, Putu, 
Arifin, Ikranagara, Emha Ainun Najib, Moliere, Beckett, Camus, Chekhov, Ibsen and 
lonesco. These playwrights had already been popularised by theatre groups on Java, 
particularly STB. 

Although it may appear that theatre was highly active and there were demands for 
more performances in Mataram, theatre groups usually could only sustain a two-night run to 
satisfactorily fill the theatre. Furthermore, a regular yearly 'season' of theatre could not be 
expected since performances often depended on sources of funding from government bodies, 
seeking such funding was often a protracted affair and sponsorship support was often illusive. 
However in the 90's, efforts were made to ease the financial and other burdens experienced 
by theatre artists and their performance groups. We will see following the effects this easing 
of difficulties has had on theatre activities in NTB. 

In the 1990's, theatre groups undertook new directions and initiatives in Mataram. 
Although theatre in the previous decade had mushroomed and was productive, it was a theatre 
identified with the director and the performer. For the new decade, it focussed attention on 
processes of stagecraft and principles of management for properly planned stage production. 
Theatre groups involved networks of the press in order that their theatre was more visible and 
valued by wider circles. 

One new initiative undertaken in 1992 resulted in the establishment in Mataram of a 
forum as an arena for communication, research and development of theatre with a name 
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fitting its description Forum Komunikasi Pengkajian dan Pengembangan Teater (Forum of 

Communication, Research and Development of Theatre) or FKPPT. As described by Eko, the 

forum was formed with the objective as a mediator to handle problems faced by theatre 

groups, which he lists (pp.7-1  1), with performances staged by them from the time of each 

group's establishment until 1996; the time Eko' s notes were printed. 

Five prominent theatre groups were established at that time, not including senior high 

school and university groups, which are of no lesser importance for future development and 

regeneration of theatre in Indonesia. For that reason, groups of students were willing 

participants alongside skilled theatre workers of mainstream performing groups in theatre 

workshops conducted. Students from the University of Mataram had formed three theatre 

groups. Teater Kampus Universitas Mataram was established in 1988, its repertoire included 

a work by Max Arifin for example, Balada Sandi Sandia (the Ballad of Sandi Sandia). 

Students of the Faculty of Education established Teater Putih in 1984 and those from the 

Faculty of Law established Teater Keadilan in 1993. Senior high schools students in Mataram 

established Sanggar Budaya Pelangi in 1985 and Teater Smansa in 1992. 

Eko (1996, pp.7-9) also lists independent theatre groups active up to 1996. The 

director and writer, Kongso Sukoco, formed Bengkel Aktor Mataram in 1984 and he was still 

active in 1999. The repertoire of the group included plays for example by lonesco, Schiller, 

Rendra, Max Arifin' s Matinya Demang Sandubaya (The Death of Demang Sandubaya) in 

1993 and Sisi-Didi (Sisi-Didi), a play by Kongso himself. 

In 1992, Eko Wahono formed Teater Lho Mataram performing mainly adaptations of 

Chekhov, O'Neill and Sartre directed by Eko himself. The exceptions were Babi (The Pig) by 

Putu Wijaya, which was the first work performed by Teater Lho. Eko's work, Teknologi "X ", 

a pantomime, was performed in 1994. Eko continued to write for the stage directing his later 

work, Kropos, for performance on Lombok, Bali and in Java during June 1997. (See figure 

A.2). 

Sukran Hasan and Lano Lukman became principle directors of Teater Toti Mon 

formed during the same year as Eko' s theatre group. In contrast to the repertoire of Teater 

Lho, this theatre group performed exclusively Indonesian plays, those of Nano Riantiarno, 

Danarto, Sularto, Putu Wijaya Arifin C. Noer, including Pewaris (The Heir), a play by 

Wisran Hadi from Padang, West Sumatra. 

Attending the festival of theatre of NTB in 1999, and participating in the theatre 

workshops were the following groups: 

Kongso Sukoco directed Kesaksian Zaman (Witness of the Time) by Zoanii Motokiyo for a 
collaborative group, Teater Mataram, which represented NTB during the Pertemuan Teater Indonesia 
X/1999 (The Tenth Meeting of Indonesian Theatre) held in Yogyakarta, 4-7 March 1999, which I 
attended. 
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• TeaterAlif (Central Lombok) 
• Teater Toti Mori 
• Teater Cemara Dua 
• Teater Putih (Bima) 
• Bengkel Aktor Mataram 
• Teater Kami 
• Teater Kamar (from the division of theatre at the Arts Centre) 
• Teater Hitam Putih (Dompu) 
• Teater Mentari (central district of Sumbawa) 

As mentioned above, all theatre groups participating in the festival were required to 
make a choice from the one-act plays selected as performance pieces by the regional Arts 
Council for NTB as listed as follows: 

• Petang di Taman (Darkness in the Park) Iwan Simatupang 
• Pen ggali Intan (The Diamond Miner) Kirdjomulyo 
• Bila Malam Bertambah Malam (When Night Falls) Putu Wijaya 
• Orang Kasar (A Crude Person), an adaptation of Chekhov's The Bear 
• Maunnya Terlalu Macam-macam (The Desire of Too Much), an adaptation of 

Moliere's Avarice 

For the performances of works of Moliere and Chekhov, Max Arifin had noted that 
foreign works would have to be adapted by the director in order to bring forward local colour 
(warna lokal) to the public, or cross-cultural aspects. 

Unlike some performances witnessed in other provinces, which are discussed later, 
there was no evidence of adaptations of folk stories (cerita rakyat) for the stage by theatre 
groups of NTB. Traditional theatre is abundant on Lombok itself because of the island's 
pluralistic society, which includes the traditions of the Javanese, Balinese and Sasak 
communities. Eko (1996, pp.11-14) identifies three main traditional performing art forms 
extant in 1996, Teater Topeng Gurantang, Teater Topeng Amaq Abir (both theatre forms use 
masks) and Teater Komedi Rudat, traditional theatre but influenced by Western theatre.6  

Activities of theatre in NTB toward the end of the 1990's, described in the above 
study, demonstrate how indeed theatre can grow to the proportion and strength witnessed at 
that time. This is not surprising when we consider the substantial work ethic of theatre artists 
who participated in the festival and the creative imagination they applied during the 
workshop. This application was evident when all five groups presented a work-in-progress, a 

6  In Sri Yaningsih, H.L.M. Azhar and H. Markarau H.A.R. (1996), Cerita Rakvat dari Nusa Tengara 
Barat (Folk Stories from West Nusa Tenggara) we find a number of versions of regional folk stories. 
For easy reference to the traditional performing arts of NTB, refer to Direktori Seni Pertunjukan 
Tradisional (Directory of Traditional Performing Arts), 1998, pp.79-89. Several traditional and modem 
forms of theatre are recorded on video produced by the Arts Centre of NTB titled "Apresiasi Seni dan 
Budava di Pu/au Lombok" (Appreciation of Art and Culture on the Island of Lombok). It was a gift 
from Arts Centre and includes excerpts of the public lecture and theatre workshops I conducted at the 
time. 
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result of their theatre workshop activities, during the final night of the festival on 10 July 

1998. 

One group presented an innovative satirical work that we titled "Western Exposure". 

The performance piece depicted the arrival of a passionate Western anthropologist in 

Mataram (the author) who was undertaking research of development of modern theatre 

throughout certain provinces of Indonesia for doctoral studies. Formerly a theatre artist, it was 

important that he became acquainted as quickly as possible with the wealth of traditional 

performing arts that were renowned on the island of Lombok. 

He met with many groups of performers, watched their performances, but became 

over-excited and absolutely bedazzled when confronted by the plethora of traditional 

performing arts on the island. Unable to discriminate between the cultural traditions of Java, 

Bali, Lombok or even Malaysia apparent in performances, he was overcome with 

bewilderment and utmost confusion. His excitability and outward expression of frustration 

drew the attention of a security officer from the arts bureaucracy who was overzealous in his 

duty to protect the artists from the risk of possible Western exploitation. 

The officer ordered the foreigner to surrender his passport concerned that the outward 

signs of the foreigner's somewhat irrational behavior could cause disturbance of civil order in 

Mataram. The passport needed to be checked by the authorities to discern whether the 

foreigner had permission to enter Indonesia and with what status entry had been permitted, 

namely, as a tourist or researcher. To avoid any bureaucratic entanglement, and to 

immediately retrieve the passport from the security officer, a considerable amount of money 

had to change hands. (See figure A.3). 

During my exposure in the ten-minute performance piece, that included not only 

improvisation of a mixture of traditional music and dance but also unscripted dialogue, I felt 

my "role" was less than that of an beguiled anthropologist but rather more that of a gullible 

tourist. In fact, I pictured myself as an intruder stepping on the sacred grounds of ritual 

performance a if stepping back into the past when traditional performing arts of Indonesia 

were brought before the Western gaze by the Dutch colonists. 

Theatre groups in NTB at that time maintained a spirit of community; there was an 

established network functioning between groups as far as Bima and Dompu witnessed in a 

wide participation during the festival in 1998. That spirit was also present in October 1996 

when a representative theatre group from NTB participated in the National Festival of Theatre 

held in Bandung. Kongso Sukoco directed the group in a performance of the 1976 adaptation 

by Rendra of Anouith's Antigone.7  

I was a guest of Drs. Saini KM., the Chairman of the Executive Comnuuee for the Festival Nasional 
Teater (National Festival of Theatre), 3-7 October 1996, Bandung, and saw the performance of 
Antigone by the group from NTB on 6 October 1996. 
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The plays performed by theatre groups in Mataram reflected a wide spectrum of 

approach to theatre performance by the various groups. Indonesian plays presented (apart 
from those of Max Arifin, Wisran Hadi and Eko mentioned before) included: 

• Kisah Perjuangan Suku Naga (The Struggle of the Naga Tribe) - Rendra 
• Opera Ikan Asin (Salt Fish Opera) or The Threepenny Opera, Opera Kecoa 

(Cockroach Opera), Cermin (Mirror) - Nano Riantiamo 
• Bila Malam Bertambah Malam (When Night Falls), Babi (Pig), Geer (Geer), Aib 

(Aib) - Putu Wijaya 
• Ben Gotun (Ben Gotun), Egon (Egon) and Serikat Kaca Mata Hitam (The Union 

of Dark Glasses) - Saini K.M. 
• Sang Nasib (Fate) - Arthur S. Nalan 
• Domba-domba Revolusi (Sheep of the Revolution) - B. Sularto 
• Kapai-kapai (Moths), Interogasi I (Interrogation I), Sumur Tanpa Dasar (The 

Bottomless Well) - Arifin C. Noer 
• Lautan Jilbab (Ocean of Jilbab) - Emha Ainun Nadjib 
• Godlob (Godlob) - Danarto 

Adaptations of Western plays performed included: 

• Pelajaran-pelajaran (The Lesson), Pot Bunga (The Flower Pot) - lonesco 
• Rampok (The Robbers) - Schiller 
• 0 rang Kasar (The Bear), Tuan Kondektur (The Conductor) - Chekhov 
• Pintu Tertutup (No Exit) - Sartre 
• Tanda Silang (Beyond the Horizon) - O'Neill 

Apart from the Indonesian and Western plays performed by the theatre groups in 
Mataram; much attention was paid to the encouragement of new writers from the province. In 
addition, there are noted above the experimental plays of Eko, and the works of Lano Lukman 
for Teater Smansa, one of student theatre groups still active on Lombok.8  

The survival and progress of theatre in NTB is accredited to the endeavours of the 
government arts bodies and non-government organisations previously described. They not 
only subsidise theatre activities and provide substantial facilities and equipment, but also have 
created an environment enabling theatre artists and their groups to interact freely between 
themselves, the public and press media. In fact, heads of those government arts organisations 
were not hesitant to express their opinions openly to the press. The following discussion is 
found in one of three press articles that appeared following the public lecture and theatre 

8  R. Eko Wahono (1996, pp.7-I1) lists the plays performed by the theatre groups, Bengkal Aktor 
Mataram (Teater BAM), San ggar Apresiasi Mataram, Teater Lho Mataram, Teater Toti Mon 
Mataram and Teater Kami Mataram up to 1996. Refer also to Sapardi (2000, ppL323-350), Direktori 
Seni dan Budaya Indonesia 2000 (Directory of Art and Culture of Indonesia 2000) for his list of theatre 
groups and arts organisations throughout NTB. 
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workshops in Mataram when both R. Eko Wahano and Mustakim Biawan were outspoken in 

their opinion.9  

When discussing issues of politics in the theatre, R. Eko Wahono is not only speaking 

from his position as playwright and theatre director but also as head of the Arts Division 

regional office of DEPDIKBUD. Despite his position of bureaucratic responsibility, Eko was 

most outspoken in the press: 

[ ... ] the national condition of theatre is in a serious condition just as it is in 
the regions. Here it is not free from the restraints of the political system. "The 
system in Indonesia is very stupid; it does not understand art and at the same 
time is trying to pretend it is clever" II ... 1.10  

When the current head of the regional Arts Council for NTB (formerly head of the 

Arts Centre for NTB), Mustakim Biawan, was questioned by the same press over past and 

present issues of requirements for permission to perform, he was equally outspoken. He made 

it quite clear that although there was once an issue with permission to perform in NTB, 

nowadays there is no problem of permission. Mustakim suggests: 

[ ... ] between the centre [Jakarta] and the region [Mataram]  there is a 
difference. The issue of the problem of performance was that there was not 
the same perception. "Artists desire to create, however officials precisely are 
obstructive" []11 

At the time of my attendance the arts centre in July 1998 to present the public lecture 

and conduct theatre workshops during the course of the theatre festival of NTB, there was an 

atmosphere charged with theatrical creativity. In retrospect, there is one aspect to be dawn to 

attention regarding the development of theatre in NTB. It is the need to provide stimulus and 

make provision for theatre artists to encourage them to create new works for performance. 

Artists such as R. Eko Wahono possess a vision sufficient to explore the cultural diversity of 

insular NTB within its historic framework and wealth of legendary stories to create a dynamic 

theatre. He is able to express a contemporary aesthetic that is regionally significant. Arts 

bureaucrats, such as Mustakim Biawan are the key players in the role for potential facilitation 

of methods and means whereby playwrights can advance new works and literature for the 

theatre in the regions of the province. 

The comments by R. Eko Wahono and Mustakim Biawan appear in an article published by the daily 
newspaper, Bali Post, on 8 July 1998 (p.4), titled "Jarvis Brown: Heran Teater bisa Tumbuh" (Jarvis 
Brown: Surprised theatre is able to develop). They appeared on the day after I had conducted the public 
lecture (7 July 1998) and before the two days of theatre workshops. 
10 

. .1 kondisi secara nasional sama parahnya dengan daerah. mi tidak lepas dari sistem politik yang 
men gekang. "Sistem di Indonesia sangat bodoh, tak mengerti kesenian serta mencoba pura-pura 
pintar" [...1. 
11  []antara di pusat dan daerah ada perbedaan. Persoalan dari masalah pertunjukan adalah tidak 
ada kesamaan persepsi. "Seniman in gin mengugah, namun pejabat justru terganggu" [ ... ]. 
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APPENDIX B 

Bali - Denpasar 

The Balinese-Hindu communities on Bali stand in sharp contrast to the 

pluralistic society of the Sasak, Javanese and Balinese communities on Lombok. In 

distinct contrast also is the state of modern theatre in Denpasar when viewed 

alongside the proliferation of Balinese traditional performing arts. Despite the 

presence today of such notable figures as Abu Bakar, founder of Teater Poliklinic, 

activities of modern theatre in the provincial capital of Bali are currently in a state of 

decline. This is the opinion of Sjahreza voiced in 1998, and it is my opinion affirmed 

below.'2  

Sjahreza has described the peak (boom) of modern activities that was reached by mid-
1980 when one of the first of Bali's theatre groups, Sanggar Putih, performed three to four 
times a month. Such capability was the result of its one hundred-strong membership of actors, 
which eventually had to be culled, inspiring a number of other groups to be formed. 
According to him, by the middle of the decade of the 1980s, Bali had a modern theatre scene 
to rival the cultural capitals of Yogyakarta and Bandung, but by the time of the nineties, this 
had died away. Groups folded, their members dispersed, connections that had been 
established during festivals of modern theatre broke down, the theatre community began to 
fray as networks dissolved and groups became more distanced from one another. In the 
opinion of Sjahreza (1998, pp.6-7), what had once had been once tremendously popular 
theatre scene seemed to go into "hibernation". 

My research conducted in Bali through a methodology of planned activities for a 
public lecture to be followed by theatre workshops at the Arts Centre in Denpasar suggested 
similar conclusions and revealed other symptoms of decline. The activities planned for that 
Centre were the same as those conducted in Mataram, but the methodology failed to be 
productive. Failure was not the result of bureaucratic intervention in this instance as witnessed 
later in another province; it failed in my opinion because of the arts bureaucrat's lack of 
commitment (and interest) toward modern theatre. At the arts centre, there was a feeling that 
my presence was merely tolerated and the overall cooperation was a token gesture toward the 
subject of modern theatre, not one that was received in a truly collaborative spirit by the arts 
bureaucracy. 

Kadek Suardana (cf. Sjahreza 1998, p.10), one of the founders of Sanggar Putih, 
complained that there was often a sense that the bureaucracy sidelined modern theatre. The 
presentation of my public lecture and desire to conduct theatre workshops was one more proof 
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that modern theatre has been marginalized in Bali. Cooperation from the head of the Arts 

Centre was barely adequate and provided little toward a productive and open discussion 

among theatre artists and their public in Denpasar. This was despite the request from 

Indonesia's leading arts bureaucrat, Drs. Saini K.M., as Director of Arts in Jakarta, for full 

support of the centre, and as well the presence of Max Arifin (as moderator for the lecture), 

respected for his knowledge of Indonesian and Western theatre. 

A discussion period did eventuate, but we were relegated to an upstairs backroom in a 

small building at the rear of the centre. In fact, it was located at the backyard of an extensive 

compound of impressive theatre (and administration) buildings resplendent in their traditional 

Balinese architectural style. Those attending the discussion numbered fifteen. The list of 

invitees was never seen or any record witnessed of those who registered their attendance for 

the lecture, which was standard bureaucratic practice at all other arts centres. The majority of 

those in attendance were civil servants from the centre who dressed accordingly in 

government uniform. However, there was one theatre artist present, Abu Bakar mentioned 

above. 

There was a curious absence from the meeting of both sound and video recording 

devices that were readily available at the arts centre in Mataram, and at most other 

presentations given at other arts centres. Lack of proper records kept during the meeting 

resulted in distortion of fact and inaccuracy of information, particularly in the hands of the 

press. Press interviews undertaken outside of the meeting were out of context with the subject 

matter under discussion. For example, "Ian Jarvis Brown was looking for input in Bali", 

according to a daily newspaper on the day after the meeting at the Arts Centre.13  

Actually, it was at the Arts Centre of Denpasar itself where I was looking, as was 

precisely expressed it, to obtain input as much as possible about theatre on Bali. In an 

interview by the same the newspaper the day before the public lecture, my words were more 

accurately recorded. I said that I was looking for more about developments of modern theatre 

in Bali.14  But there was irony in the headline of the press article of 17 July 1998 in Nusa 

Tenggara that quoted my words, "Kebenaran Teater Didapat di Daerah" (truth of the theatre 

is to be found in the region). 

Abu Bakar, a dramatist in Denpasar, comments in the same press article, 

12  refer to an article by Andre Sjahreza, "After the Boom", in the magazine Bali Echo, October 1998. 
(pp.7-il). 
13 quote from an article titled "Ian Jarvis Brown Cari Masukan di Bali: 'Kebenaran Teater Didapat di 
Daerah " (Ian Jarvis Brown is looking for input in Bali: 'The truth of theatre is to be found in the 
region'). It followed an interview by Harian Umum Nusa Tenggara with Max Arifin and myself and 
appeared in the press on Friday 17 July 1998 (p.6). 
14  This was a sentiment I expressed in interview by the daily newspaper Harian Umum Nusa Tenggara, 
15 July 1998 (p.6.)  resulting in an article published titled, "Drs Ian Jarvis Brown: Mencari Kelebihan" 
(Drs Ian Jarvis Brown: Looking for more). 



309 

[ ... ] the development of modern theatre in Bali is going along smoothly and 
also traditional theatre goes on whose institutions are in neighbourhood 
organisations at various outlying villages in the regions of Bali." 

Sjahreza (1998, p.11) quotes Abu as having stated, 

Modern theatre in Indonesia is now in a kind of post-orgasmic phase. After 
being active for so long, it is now retreating to the back lines and readying to 
reach future heights. 

There was no evidence before, during, or after the public discussion at the Arts Centre 

in Denpasar of "modern theatre institutions in neighbourhood organisations coming from 

outlying villages" as stated by Abu Bakar who himself was present. There certainly was no 

concrete evidence of the College for the Arts (Sekolah Tinggi Seni Indonesia) or STSI in 

Denpasar "having opened its doors wide to modern theatre activities" as stated by the head of 

that college in the article by Sjahreza (1998, p.11). 

In my opinion from direct experience, that was not evident; there was not one 

representative from STSI at the lecture. Sjahreza quotes Goes Martin, a former member of 

Sanggar Putih, but now a journalist, as having said, "Balinese society doesn't really need 

modern theatre." That statement is an immediate challenge for all theatre artists and arts 

bureaucrats to debate concerning the future role of the performing arts of Bali in this era of 

reformation in Indonesia.'6  

The Arts Centre responsible for the preservation, development and growth in all 

sectors of the arts for Bali, through its head, Drs. Nyoman Nikanaya, succeeded in sidelining 

an open debate on issues confronting modern theatre, not only on Bali but also throughout the 

provinces of Indonesia. . Its doors were not wide open for participants when conducting the 

public lecture. Its bureaucracy did not work together with other government and non-

government arts organisations, namely, the Arts Division of the regional office of 

DEPDIKBIJD or the Arts Council of Bali. Both institutions were active at that time. As 

Sjahreza (1998, p.10) rightly expresses, "bureaucracy is yet another obstacle on the long list 

plaguing modern Balinese theatre." ' 

My case study reveals evidence of a stalemate for the development of modern theatre 

on Bali, at least as witnessed at the end of the 1990's. There is no longer the proliferation of 

theatre groups that existed in the mid-80's. However, Sapardi (2000, pp.320  & 326) lists Abu 

15  E  .. . 1 perkembangan teater modern di Bali berjalan lancar, dan teater tradisional juga berjalan, yang 
institutisinya ada di banjar-banjar di berbagai pelosak desa di daerah Bali. 
16  The government arts education institution, STSI, is commonly referred to as a College for the Arts, 
not as a School of the Arts as named by Sjahreza, or by others, a conservatory. The head of STSI, 
Denpasar, at the time of Sjahreza's article was Dr. I Wayan Dibia, not Made Dibya. 
17  In Sapardi (2000, p.320) Direktori Seni dan Budaya Indonesia 2000, modem theatre is not listed as a 
primary level (or in other levels) of art activity at the Taman Budaya (Arts Centre) for the province of 
Bali. This is contrary to the practice of the arts I experienced at the arts centres in all other provinces. 
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Bakar' s Teater Poliklinik, established in 1978, and a group named Bali Experimental Theatre, 

established in 1993 and headed by Nanoq da Kansas as still active. But according to Abu, 

Teater Poliklinik remains dormant.18  

Although Abu is quoted above as having said that modern theatre (in Indonesia) was 

readying to reach future heights, proof of such readiness is rare. However, there is one known 

example that may prove the truth of his statement. The group noted above, Bali Experimental 

Theatre, performed at the Tenth Indonesian Theatre Meeting (Pertemuan Teater Indonesia ke 

X) organised by the Jakarta Arts Council and held in Yogakarta between 3-7 March 1999. 

Under the direction of Nanoq, the group performed an innovative work, Gerubug, written, 

directed and performed by a group of ten, including Nanoq himself.'9  

In the absence of current accounts concerning further developments of modern theatre 

on Bali, I suggest that this theatre remains marginalised in Balinese society without at this 

point a vision for the future. Greater emphasis placed on Balinese-Hindu traditional 

performing arts, their proliferation as well as their potential for the tourist industry, and the 

fact that they are intrinsic to everyday life, are contributing factors toward the perpetuation of 

modern theatre's marginal state. 

Modem theatre on the margin, a result of a "primadonna" role played by the arts 

bureaucrats whose dictates are seen as having produced a cultural time warp. Nonetheless, 

there are some redeeming factors for the regeneration of a modern theatre on Bali able to be 

accomplished in several ways. Among them are the ongoing activities of Nanoq da Kansas' 

Bali Experimental Theatre, the initiation of new directions by I Wayan Rai as director of 

STSI in Denpasar, and a change of the "old guard" approach at the Arts Centre for the 

province of Bali. 

18  contacted Abu Bakar at the time of first writing this section of the dissertation in January 2000 
asking if he could provide background information on his Teater Poliklinik. He promised to reply, but 
there was no response. 
19  The word in the title of the play, gerubug or gerabak-gerubuk is onomatopoetic. It represents sounds 
repeated, of thumping noises such as the rolling of heavy ocean waves crashing onto the shore. Such 
were the sounds heard at the opening of the play. I was a guest of the Arts Council at that Theatre 
Meeting and attended the performance of Gerubug on 5 March at the Puma Budaya, the Arts Centre in 
the complex of the University of Gadjah Mada in Yogyakarta. 
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APPENDIX C 

East Java (JATIM) - Surabaya 

Contrary to the case of Bali, bureaucracy was a major force contributing to the 
productivity of research through the public lecture and theatre workshops conducted at the 
Arts Centre for the province of East Java in Surabaya from 22-24 July 1998. Four major arts 

institutions serving East Java collaborated in the activities. They were the Arts Centre itself, 
the Arts Council (Dewan Kesenian), the Arts Division (Bidang Kesenian) of the regional 

office of DEPDIKBUD and the State Museum (Museum Empu Tantular). 

The coordinating committee (eighteen members) comprising representatives of all 
those institutions ensured that participants from the outer regions of the province were not 
excluded from attendance. All participants were transported to, and accommodated at, the 
Arts Centre free of cost. Because of the extensive regional representation, mutual cooperation 
from individual artists, an enthused arts community, and a wide theatre public in attendance, 
the success of the lecture and theatre workshops was assured. (See figures C.1 & C.2). 

Among the one hundred or more participants in attendance at the Sarasehan Teater 
(Informal Discussion) I conducted, thirty-three stayed on for the two-day theatre workshop, 
including groups from Surabaya, its immediate environs, and from outer regions of East Java. 
They were represented by: 

• Teaterirgan 
• Teater Ragil 
• Teater Cager (Gresik) 
• Teater Lektur (Sidoarjo) 
• Teater Beligombest (Malang) 
• Teater SMANTAP ((Bondowoso) 
• Teater Sinomburo (Bojonegoro) 
• Teater Tradisional "Sinar Sumekar" (Madura) 
• Teater Asmat (Blitar) 
• Teater Melah (Banyuwangi) 

Individual participants came from centres of other regions such as Malang, 
Probolingo, Jombang, Madiun and Ponogoro. According to the press, representatives from 
thirty-seven cities in East Java were present to Menggugar Teater Indonesia (to criticise 

Indonesian theatre). The daily newspaper, Surabaya Post, Thursday, 23 July 1998, released a 
press statement titled, "Ceramah Ian Jarvis di TBJ: Menggugat Teater Indonesia" (A lecture 

by Ian Jarvis at the Arts Centre of East Java: Criticising Indonesian theatre). 

History of theatre developed in Surabaya and the regions of the province of East Java 
is conspicuous by the generation of core groups of theatre and their ultimate degeneration. 
Because of this phenomenon, a process of regeneration occurred with the appearance of many 
new theatre groups, but they themselves were victims of the same fate. These new groups also 
degenerated. In published notes on the theatre by Solichin Jabbar (1995, p.25), he described 
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the course of theatre in Surabaya as "appearing to experience pasang surut (the rise and fall of 

the tide)." 

In Solichin' s notes, examples of the course of theatre also appeared to follow a 

lineage, or in a sense became dynastic. The lineage began to appear with the establishment of 

Teater Lekture (1955), a group whose style and concept was inclined to the conventional and 

chose the form of realism. As noted above in the list of theatre groups, Teater Lekture was 

still active in Sidoarjo. Nonetheless, from this theatre were 'born' Teater Not, Teater Kiop 

and Teater Ragil. Formed in 1984, Teater Not was inclined to the works of Putu Wijaya and 

Arifin C. Noer. According to Solichin (1995, p.27), Teater Not adapted as well matters of the 

mystic from the traditional arts, broke up in 1993, which afterwards was followed by the birth 

of Teater Kiop. However, it appeared again in December 1995 and jointly worked with Teater 

Crystal, Teater Jaguar and Teater Ragil in a new work by Meimura, Ziarah Flu Anak Hilang 

(To the Sacred Place of Flu a Child is Lost). 

Still active since its formation in 1985, Teater Ragil is credited with seventy-four 

plays in its repertoire of up to 1995. Fifty-four plays among them are by the hand of Meimura, 

one of the groups's founding members and the subject of some discussion below. Also 

according to Solichin (1995, p.26), in the course of Teater Ragil' s development, it remained 

intact even after Bambang Ginting had taken a group of its members to form his Teater Api 

Surabaya. Also currently listed is Teater Api Indonesia established in 1993 whose theatre 

activities include both traditional and modern forms. Pattah Hidayat is accredited as its head 

and Luhur Kafungga as its artistic director.2°  

Another lineage followed as Solichin (1995, p.25) describes. In 1970, Teater 

Merdeka was formed by a group of dedicated listeners to Radio Merdeka. This theatre group 

later produced the embryos of Teater Aksera, Teater Sandradekta (1973), Teater Dua Lima, 

Teater Rajawali, Teater Wah (1976), Teater Aku and Teater Nuansa. The latter group was 

formed in 1976, but in 1986 it activities fell into a vacuum and it later broke apart. 

Following the phenomenon of the rise and the fall of the tide of theatre activities, 

Teater Ben gkel Muda Surabaya was established in 1972 giving birth to Teater Remaja Yudha, 

Teater Muslim Surabaya. Teater Dilor while Teater Ladang Minor and Teater Star were the 

offspring of Teater Lesbumi following its formation in 1965. In addition to apparent dynastic 

growth of theatre groups, individual groups were formed (and disbanded) between the period 

of the 1980's and 1990's. Teater Star (1969), Teater PA VITA, Teater KENDI, Teater Angan-

Angan (Malang) and Teater Kelbin Terbang (Jombang), for example, today are merely names 

20  refer to the listing of Teater Api Indonesia in Damano, (2000, p.209), Direktori Seni dan Budaya 
Indonesia 2000, (Indonesian Directory of Art and Culture 2000). 
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in the sparsely recorded history of theatre development in Surabaya and the regions of East 

Java.2' 

The phenomenon of the rise of new theatre groups is not unique to theatre in 

Surabaya or to theatre in Indonesia. It is a symptom of the complex world of theatre, which is 

characteristically pluralistic, and very different from the singular characteristic of the world of 

applied arts, for example. In the words of Rudi Isbandi (1995 (a), p.23): 

Theatre possesses a dimension far more complicated and intricate, however 
every period will always pass through a transformation of values that 
continue to burst like a geyser and develop.22  

Akhudiat drew attention to a similar consideration when attending the public 

discussion conducted in Surabaya on 22 July 1998. Autar Abdillah (1998, p.2) recorded 

Achudiat' s observation that my working paper raised an important issue, namely, teater harus 

men yuarakan zaman (theatre must give voice to the period).23  

Questioning the existence of theatre in Surabaya by its artists in late 1995 revealed 

two aspects that partially explain the relative proliferation of active groups from the 1950's 

and the apparent dearth of theatre groups at the end of the decade.24  As Henri Nurcahyo 

(1995, p.6) explains: 

[ ... I there is something wrong in the world of theatre in Surabaya. Up to now, 
although in the way of quantity, the theatre performance in Surabaya still 
continues to throb, in the way of quality [it] is somewhat slipping. In its 
entirety, purportedly the life of theatre in Surabaya continues on a downward 
slide and is worrisome.25  

21  In the absence of any other substantial documentation of the history of theatre in East Java, articles in 
the January-February 1995 edition of the Buletin DKS provide a limited insight into theatre activities 
up to that time. I use various articles where applicable to the discussion that is appropriately cited. 
22  Teater memiliki dimensi yang jauh lebih pelik dan rumit, namun setiap ,jaman kan selalu melawati 
tranformasi nilai yang terus bergeser dan berkembang. 
23  Akhudiat was a playwright of the 1970's, a prominent writer, theatre critic and lecturer at the 
University of lAIN Sunan Ampel in Surabaya. Among his plays listed by Jakob Sumardjo (1992, 
pp.381-383) are Graffito (Graffiti), Jaka Tingkir (Tingkir the Bachelor), Bui (Jail) and RE (RE), 
written between 1972-1977. 
Autar Abdillah was moderator for my lecture held at the Arts Centre. Following the occasion he 
prepared a paper, "Resume.' Ceramah/Diskusi Ian Jarvis Brown tentang "Beberapa Pen glihatan 
Mutakhir Orang Barat terhadap Pertunjukan Teater Indonesia " (Resume: Lecture/Discussion 
concerning "Several views of a Westerner toward current performances of Indonesian theatre"), with 
introduction, discussions, replies and endnotes (pp.1-3). Autar is head of Lembaga Kajian Teater dan 
Seni dalam Kebudayaan dan Masyarakat (the Association of Theatre and Art Studies in Culture and 
Society) in Surabaya, an essayist and respected theatre critic. 
24  The quotation is taken from an article by Henri Nurcahyo (1995, pp.6-1  1), "Mempertanyakan Teater 
di Surabaya" (Questioning Theatre in Surabaya) in Buletin DKS (Bulletin of the Surabaya Arts 
Council)), Tahun Ke-Il, Nomor 12, Edisi Januari - Februari 1995. 
25  [,•,] ada something wrong dalam dunia teater di Surabaya. Sehingga, meski secara kuantatfpentas 
teater di Surabaya masih terus berdenyut, secara kualitas agak merosot. Bahkan secara keselurahan, 
konon kehidupan teater di Surabaya terus menurus meluncur turun dan memprihatinkan. 
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Argument at the time focussed on theatre directors, the lack of their numbers, and 

their lack of quality skills to create theatre of high standard and vision. Conversely, the 

number of groups in existence at one time, and their exacting stage activities, created greater 

demand for the individual director whose creative skills were sufficiently developed and 

visionary. In Henri Nurcahyo (1995, p.11), Meimura of Teater Ragil disagrees and maintains 

that no problem crisis of director existed. He contends the problem of the theatre, its lack of 

quality and vision, 

[ ... ] precisely had to be returned to the individual people of the theatre 
themselves. They are the ones having to make the effort alone to look for the 
way to solve the problem that obstructs the work of the theatre 26 

While not directly questioning the existence of theatre in Surabaya, but theatre on a 

national scale, through my public lecture at the Arts Centre there were revealed many facets 

of a theatre both regional and national. As noted previously, Autar Abdillah had prepared a 

resume of proceedings while the majority of the discussion and questions by prime speakers 

in the audience was recorded on video. Clearly, it is not possible in a case study to address all 

issues raised, but simply to draw attention to several matters that were singularly relevant. 

Therefore, the comments by several participants at the lecture noted in the resume of Autar 

(1998) are cited this instance.27  As mentioned above, Akhudiat had accorded that theatre must 

speak for the period. On the issue of a national theatre (a theatre capable of speaking to the 

people in the nation of Indonesia), Syaiful Hajar from Surabaya comments: 

(1) The people do not possess the word national in Indonesia; the word 
national is only the possession of a bureaucrat. A theatre that speaks of 
nationalism, like Ratna Sarumpaet's Marsinah may not be performed.28  (2) 
Why in looking for a national theatre, you look to Teguh Karya, Rendra or 
even Putu Wijaya. Why not [look] to the group of listeners, readers, 
television audience? (p.1) 29  

26  ...1 justru harus dikembalikan pada individu-individu orang teater sendiri. Merekalah yang harus 
berusaha sendiri untuk mencari jalan keluar bagaimana memecahkan persoalan yang men gganjal 
kerja teaternya. 
27  The various comments of participants at the public lecture in Surabaya on 22 July 1998 are taken 
from a resume prepared by Autar Abdillah, Resume: CeramahiDiskusi Ian Jarvis Brown (refer to 
endnote iv), and are noted in the text by their pagination. 
28  The theatre of Ratna Sarumpaet and her group, Satu Panggung Merah, speaks for the period and to 
the people of Indonesia on socio-political issues. Her play, Marsinah (Marsinah) 1994, and Marsinah 
Menggugat (Marsinah Accuses) 1999, speaks of the absence of justice and action of the law when a 
female factory was mysteriously killed following her advocacy for rights of fellow workers. Another of 
her plays, Alia (Alia) 2001, tells of the plight of Alia as she is called upon by the men and women of 
Aceh to act in the cause for peace for all in the province stricken by years of violence and bloodshed. 
Both plays have toured extensively throughout the provinces beyond Java. For example, Alia was 
performed in Aceh and travelled to Bali. I attended a performance of Marsinah Menggugat on 2 
September 1999 at TIM in Jakarta and Alia on 18 August 2001 at STSI in Bandung. Ratna is a 
founding member of Forum Indonesia Damai (Indonesian Peace Forum). My interview with Ratna 
Sarumpaet on 3 September is recorded on mini-cassette. 
29  (1) Rakyat tidak meme/iki kata nasiona/ di Indonesia. Kata nasiona/ hanya milik birokrat. Teater 
yang bicara nationa/isme, seperti Ratna Sarampaet tentang Marsinah, tidak bo/eh dipertunjukkan. (2) 
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In the press article of the Surabaya Post, referred to above, Syaiful said "this group 
could develop ideology and composure (in the theatre), not cause opposition to surface". 

Another participant, Yogya, also from Surabaya, shares an opinion similar to that of 
Hajar: 

(1) [ ... ] there happened a change [in the theatre] of the 70's, where formerly 
there had been story and action, so that it had a 'subversive' character, the 
collective now 'giving voice' to its social life. (2) Theatre today has the same 
as the group of listeners, readers and the television audience; the only 
difference is the aspirations that rise within it. This represent a retreat. (p.2).30  

Eko, from the district of Banyuwangi, comments on and questions several aspects 
discussed in my lecture paper: 

(1) [you] position the theatre as an institution; whereas theatre in Indonesia as 
such is really a hobby. (2) [ ... ] the obstacle for development of theatre [in 
Indonesia] is its competition with the media such as television and other 
entertainment as well as the minimal (low) level of knowledge concerning 
theatre. Is there the need of a consultant institution for theatre [in Indonesia]? 

1). 31  (p.  

Competing directly with television is not a conscious course taken by theatre and its 
artists in Indonesia, or for that matter, theatre throughout the rest of the world. Theatre is 
occupied with its own set of rules, its own immediacy of existence and potency to arrest the 
attention of a particular audience. This is despite the many productions of sinetron seen on 
every Indonesian commercial television channel, which is a more lucrative occupation for 
actors. In fact, quite the reverse phenomenon occurred when film became a major competitor 
for the theatre. The medium of film attracted notable theatre artists such as Usmar Ismail, 
Asrul Sani, Teguh Karya and Arifin C. Noer from their stage careers to a burgeoning (and 
lucrative) industry in the early 70's. The theatre and films (and television films) of these 
artists shared an audience among the "kelompencapir" mentioned previously. 

With respect to need for consultative institutions, world theatre cannot function 
without their presence, whether these are government or non-government bodies. Theatre in 
Indonesia is no exception. This is witnessed in the history of development of modern theatre 
throughout the nation when these bodies were (and remain) core sources for the dissemination 
of theatre arts education as well as for motivating theatre festivals and public forums. We 

Men gapa mencari teater nasional, dan mencarinva pada Teguh Karva, Rendra ataupun Putu W(jaya? 
Men gapa tidak pada "Kelompencapir" (Kelompok Pendengar-Pembaca-Pirsawan). ° (1) [ ... ] terjadi perubahan dari tahun 70-an, dan dulu ada lakon dan laku, jadi bersifat 'subversif, 
sekarang kolektifmenvuarakan kehidupan sosial. (2) Teater sekarang sama dengan "Kelompencapir", 
bedanya hanya pada aspirasi yang dimulculkannya. mi merupakan kemunduran. 
31  (1) [anda] menemepatkan teater sebagai lembaga, sementara di Indonesia teater sebagai hobbi. (2) 
[ ... ] kendelanya adalah persaingan dengan media-media lain, seperti televisi dan hibu ran lainnya 
serta pen getahunan yang minum (rendah) tenrang teater. (3) Apakah diperlukan lembaga konsultasi 
untuk teater? 
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have already witnessed functions of the many past and present arts institutions in this 

dissertation. They are themselves prime examples within the framework of consultative 

institutions in donesia. 32 h  

Proof of the efficacy of arts institutions to function efficiently and work together was 

apparent through the wide-reaching interest generated during the 1998 public discussion and a 

two-day theatre workshop conducted in Surabaya organised and funded by four major 

institutions of East Java. Those institutions demonstrated the true meaning of the Indonesian 

adage, gotong-royong (community self-help and mutual cooperation). 

Among members of the core organising committee from the four institutions were 

two prominent theatre directors, Anang Hanani and Meimura. Both happen to work within 

government (or semi-government) institutions. Anang works in the government office of the 

Arts Division of DEPDIKBUD while Mei works within the Arts Council of East Java, a semi-

government institution. As stated above, Mei contended in 1995, when there appeared 

apprehension concerning the current directions of theatre, that responsibility for quality and a 

vision for the future of the theatre rested with individual artists. Anang expressed his more 

specific concerns to the press in July 1998. 33 

It is necessary to confess that one of our deficiencies in the world of the 
theatre is not enough discussions, readings of literature, workshops, public 
discussions and dialogues on culture.34  

Further questions and comments raised during the public lecture (as listed in the 

Autar' s resume) entered the domain of politics, culture and religion viewed from a national 

standpoint. Nurhadi from the district of Tulungagung contended: 

(1) The theatre is not free of politics and the economy. (2) The theatre does 
not need definition, but has to be felt. (3) Why not look for a rough theatre 
like the works from sculptors of statues. (4) Culture is an idea, a movement 
and a motion. (p.1).35  

According to Subekti of Tuban: 

32  refer to the following institutions. The National Academy of Theatre (ATM), Taman Ismail 
Mazurki (TIM) in Jakarta, the Academy of Drama and Film (ASDRAFI) in Yogyakarta, and the Jakarta 
Arts Council (DKJ). Included also are their provincial counterparts, the government institutions of arts 
education (STSI and ISI) in several provinces, and the Arts Centres (Taman Budaya) in most of the 
provinces. 

I refer to the press article, "Ceramah Teater Modern Ian Jarvis" (Ian Jarvis' lecture of modem 
theatre) in the Surabaya Post, 22 July 1998. 
34  Perlu diakui, salah saW kekurangan kita di dunia teater adalah kurang diskusi, workshop, membaca 
literatur, dan dialog kebudayaan [ ... ]. 
35  (1) Teater tidak lepas dari politik dan ekonomi. (2) Teater tidak perlu defenisi, tapi dirasakan. (3) 
Mengapa tidak mencari teater yang kasar (seperti para pemahat patung). (4) Kebudayaan merupakan 
ide, gerak dan motion. 
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Society is not free from cultural changes. In the "Third World", there is 

not clarity of the structure of culture. (3) Culture in Indonesia is dominated by 
the world of Islam. (P.  36 

However, in a discussion regarding cultural diversity in the context of a national 
theatre, Max Arifin notes a regional limitation. 

Comprehending diversity fully by art groups in the regions is not is not 
something that is traditional. (p.2) ' 

Cahyono from Ngawi questions the concept of a national theatre. 

(2) A national theatre is merely a thematic identification. There is not that 
unity in diversity, therefore only diversity. (3) A concrete framework is 
needed to discuss a national theatre. (p2) 38  

In effect, he is questioning the effectiveness of unity under the national motto, 
Bhinneka Tunggal Ika (Unity in Diversity), not denying its place within the ideology of the 
Republic of Indonesia. 

All conm-ients from the above participants pointed to the background of a modern 
theatre of Indonesia that is unique. It is a product of the way of life of a people so diverse in 
ethnic tradition and value systems but unified through nationhood. This theatre is quite 
distinct from the modern theatre developed in the Western world, yet it occupies a foreground 
of similar dynamism. With respect to the participants comments I put forward several points 
of view. 

Matters of politics, economic and religious climes are the dynamics of a world 
theatre. The idea of culture is perceived dialectically by the individual and the state and is 
constantly in motion moving within the forces of change. The understanding of culture in 
Indonesia is often distorted by misconceptions of other individuals and states that are witness 
to a nation compelled to meet the needs of constant and rapid change. 

The theatre becomes the window of perceptions and expression for both the 
individual and the state; an instrument also empowered to correct misconceived world-views. 
Indonesian theatre itself is often the instrument at the centre of misconceptions by the 
individual in the West, an issue later illustrated. 

No one religion is the property of the developed world nor does it wholly possess the 
world of developing nations. Indonesia is not a state of Islam. Islam exists in the same state of 
Indonesia as do the multiplicity of global religious belief systems as well as systems of 
traditional belief predating the Buddhist-Hindu period and Islam. Cultivation of theatre in 

36  (1) Masvarakat tidak lepas dari perubaan peradaban. (2) Di "dunia ketiga", tidak ada kejelasan 
struktur kebudayaan. (3) Kebudayaan di Indonesia didominasi oleh Islam. 
37  (2) Menghayati kebhinekaan oleh kelompok seni di daerah, bukan merupakan yang tnadisional. 
38  (2) Teater nasional hanya merupakan identijIkasi tematik saja. Kebhinnekaan itu tidak ada ika-nya, 
jadi hanya bhinneka. (3) Per/u kerangka teori yang konkret untuk mengungkapkan teater nasional. 
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Indonesia, both traditional and modern forms, is not seeded by religious precepts but rather by 

the creed of universal humanism common to theatre of the world. 

Perceptions of culture in Indonesia are as diverse as the ethnic groups in a nation that 

unites the people; theatre in Indonesia is perceived and created from within that diversity. It is 

not necessary to look for a rough theatre as suggested by the participant from Tulungagung; it 

had long been the property of the people even before European influence on theatre became 

predominant. Rough theatre in Indonesia shares an expansive space within Peter Brook's 

perceptions of the theatre that is deadly, holy and immediate while even precipitating all. As 

Brook (1968, p.73) describes in his opening to the chapter of 'The Rough Theatre": 

II . .. 1 it is the popular theatre having one factor in common - roughness - of 
heat, sweat, salt, noise and smell - the theatre that is not in a theatre. It is 
found in halls, back rooms or upstairs rooms during one-night stands with the 
audience standing around, drinking and eating, joining in and answering back 
as battered screens or torn sheets conceal quick changes. That one generic 
term, theatre, covers all of this and the sparkling chandeliers too. 

In "The Final Notes of the Moderator" (Catatan akhir moderator) by Autar Abdillah 

(p.3) from his resume of the public lecture, he reveals several pertinent factors on the subject 

of a Westerner's current views toward performance of Indonesian theatre. Autar concludes 

that there was consensus among the participants at the lecture: 

[ ... ] that the theatre [Indonesian] has its origin in the spirit and the aspirations 
of the people in a vast culture, however, reality in Indonesia indicates that 
those aspirations have been muzzled [ ... ]. The polemic has ceased. [ ... ] 
Likewise, with the aspirations of the theatre community that is not capable of 
penetrating the inner power.39  

In addition, Autar expresses a personal concern toward theatre researchers, many of 

whom constantly experience misconceptions and explains in his own words, 

[ ... ] the concept of creative power brought about by a researcher who did not 
return to the earth [Indonesia] for the truth of Indonesian theatre itself. [ ... ] A 
concept is created long beforehand, a concept that is possessed in order to 
enter the 'concept' within the meaning of reality that gives birth to the 
concept itself. Because, if departing from the concept itself, then a reality will 
be created without touching the truth from that reality. This is what hapens 
in the misconceptions of a number researchers who come to Indonesia. 

39  [...] bahwa teater berasal dari jiwa dan aspirasi masyarakat dalam kebudayaan yang luas, namun 
realitis di Indonesia menunjukkan bahwa aspirasi itu telah terberangus 1...]. Polemik terhenti. [...] 
Begitu pula dengan aspirasi masyarakat teater yang tak mampu nurani kekuasaan. 
40 penciptaan konsepsi yang dibuat oleh seorang peneliti yang tidak membumi pada kenyataan 
teater Indonesia itu sendiri. [ ... ] Konsep tercipta terlebih dahulu, konsep yang dimiliki untuk 
memamsuki 'konsep' dalam arti realitas yang melahirkan konsep itu sendiri. Karena, bila berangkat 
dari konsepnya sendiri, maka realitas akan tercipta tanpa menyentuh kenyataan dari realitas tersebut. 
Itulah yang terjadi pada miskonsepsi sejumlah peneliti yang datang ke Indonesia. 
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As an example, Autar cites the theatre of Budi S. Otong which, through a 

misconception, has been categorised as teater eksperimental (experimental theatre).41  Evident 

in my accompanying footnote concerning Budi S. Otong is the reality that his form of theatre 

is within the framework of modemtheatre among that of his peers.42  

Indonesian critics, essayists and theatre artists themselves describe the theatre that is 

not of traditional or folk form, modem theatre (teater modem), or at times contemporary 

theatre (teater kontemporer). Experimentation in Indonesian theatre is the result of a natural 

progression of theatre development when exploring new grounds of creativity outside of (and 

within) the borders of tradition and beyond. 

Theatre groups throughout East Java and in the provincial capital of Surabaya have 

risen and fallen since the establishment of Teater Lekture in 1955 with its leanings toward the 

conventional form of realism. In this respect, it is very much the counterpart of Studikiub 

Teater Bandung predating it by several years. Teater Lekture is still active in Sidoarjo and 

was represented by Mulyono during my public lecture and theatre workshop in 1998. This 

theatre group is not listed in the directory of art and culture edited by Sapardi. This was also 

true of a number of other theatre groups that participated at the time.43  

As a case study of one progressive theatre group in Surabaya, which is consistent, 

highly creative, and efficiently managed, I have chosen Teater Ragil headed by Meimura. In 

its formative years, this group performed the plays of Arifin C. Noer such as Dalam 

Bayangan Tuhan (In the Shadow of God), Umang- Umang (Hermit Crabs) and Prita Istri Kita 

41  In the endnotes of his resume Autar (1998, p.3) mentions the name of Barbara Hatley as an example 
of a researcher constantly experiencing misconceptions. His criticism of Hatley was in reference to her 
categorisation of the theatre of Boedi S. Otong as experimental. Although Hatley has detractors, both in 
Indonesia and without, she is widely respected for her copious publications on the performing arts in 
Indonesia and dedication to research on theatre artists and their groups with particular emphasis on 
theatre in Java, both traditional and modem forms. 
42  I refer to Direktori Seni Pertunjukan Kontemporer (Directory of Contemporary Performance), 1999 
(p.79) for a brief description Budi S. Otong's theatre. Budi is described as a self-taught director whose 
works use the language of the actors' bodies themselves to arrive at the dialogue for the text. His works 
have the impression of a quest in themselves through the exploitation of the body, inanimate objects 
and the relationship between the performers as an organised structure. Among the plays directed by 
Budi are Rurnah Yang Dikuburkan (The Buried House), Ekstase Kematian Orang-Orang (Ecstasy of 
People's Death) and Swinie Tod (Sweeny Todd). They were a collaborative effort with Afrizal Malna 
of Teater SAE in Jakarta. I refer also to Tommy F. Awiy (1999, pp.61, 248, 249, 282 & 300) and a 
description of his form of theatre as a prime exponent of the use of rujak-teks (an underscore), in 
contrast to a tecl-mical performance using a "score" or text. (p.248) In Awuy (1999, p.fll), Budi S. 
Otong shares a place among Indonesia's leading exponents of modem theatre, Rendra, Arifin C. Noer, 
Putu Wijaya and Nano Riantiarno. He is a respected theatre artist and critic among his peers, Wisran 
Hadi, Akhudiat, Ikranagara, Saini K.M., Prof. Dr. Mursal Esten and Dr. Sal Murgiyanto, all prolific 
essayists of modem (and traditional) theatre. Budi S. Otong's theatre is also mentioned in the context 
of prominent theatre groups like W.S. Dindon's Teater Kubur (Jakarta), Benny Yohannes' Teater 
Republik (Bandung), Rachman Sabur's Teater Payung Hitam (Bandung) and Teater Gandrik of Butet 
Kartaredjasa in Yogyakarta. 

Although the Direktori Seni dan Budaya Indonesia 2000 (Indonesian Directory of Art and Culture 
2000), edited by Sapardi Djoko Damono, is a guide to the existence of modem (Kontemporer) theatre 
groups, I have found at times its theatre listings to be inaccurate or incomplete. 
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(Prita Our Wife) in the years 1987-1990. From 1990, Mei began directing his own works, but 

in 1993, he and Teater Ragil participated in a week's program of Japanese plays presented in 

Malang. Mei directed Orang Gila di Atas Atap (Crazy Person on the Roof); his adaptation of 

a play by Kikuchi Kan. Teater Ragil celebrated its 51st  performance (in 1995) with Mei's 

adaptation of an essay by a young poet of Surabaya, Arifin B. PraSetyo. It was titled, Bukan 

Milik Batu-Batu (Not Possessed of Stones), described by the press as a poetic satire.ZW 

Although Teater Ragil appeared to be most active with the fifty-one performances up 

1995, in 1997 Mci confessed experiencing difficulties looking for new members to join his 

theatre. His confession appeared in a press article, "Kita Butuh Orang Gila Teater..." (We 

need people who are crazy about theatre...) when interviewed with Anang Hanani and Robin 

Al Kautar by the Jawa Pos, 16 March 1997. Several extracts from that interview appear in the 

commentary below. 

According to Mci, involvement in the entertainment industry through the television 

medium of sinetron was the hope of aspiring actors upon joining a theatre group. Formerly, 

Teater Nol was successful with its works presented in that medium. In the 1970's, Mci 

considered there was much pride by those who participated in the medium of theatre, however 

in the 90's, theatre could not offer hope to its members of potential to enter sinetron. 

Mci also reflected on his personal experience during 1984 and 1985 when finding that 

he was in a theatre vacuum, nevertheless, he chose to continue pursuits in the theatre. 

Individual determination overcame one problem of funding; it was derived from his personal 

resources and sponsorship. However, Mci's own artistic resources alone were able to 

overcome the deficiencies his theatre was experiencing. In 1997, he appeared in a 

"monoplay", it attracted a substantial audience and profited from ticket sales. 

Monologues, or even performance-like poetry readings, are phenomena for the stage 

in Indonesia. Putu Wijaya and Rendra for example are renowned exponents of the art of the 

monologue and public poetry readings respectively. However, the monologue as a monoplay 

is a unique performance style that demands all stagecraft required of theatre production. In the 

instance of Mci' s monoplay, it required distinctive skills of writer, director and actor inherent 

in the one person. A. Basuki Babussalam, the head of performance production for Teater 

Ragil, comments on the peculiarity of the monoplay. 45  

[ ... ] in Surabaya there was not yet a theatre group that included this 
performance [the monoplay] in its repertoire. The concept [of the monoplay], 
at the least, can create a new alternative for the actor because the actor can 

44  Rudi Isbandi wrote the article "Catatan Teater: Satir Puitis Meimura Bukan Milik Batu-Batu" 
(Theatre notes: The poetic satire of Meimura is not possessed of stones) in the Surabaya Post, 29 
January 1995. 
45  Basuki BabussaJam is quoted from a newspaper article, "Monoplay Masyarakat Tertodong" 
(Monoplay of society most threatening), in the Surabaya Post, 7 January 1997. 
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continue to rehearse and process the work without the presence of a 
director.46  

As noted previously. Mei was outspoken in 1995 over problems in theatre at the time, 
not concerning a lack directors, which he considered sufficient, but asserted there was lack of 
skill and vision of theatre workers calling for theatre be to returned to responsible individuals. 

These assertions carried weight when Mei set out to create his monoplay, Lingka ran 
(The Circle). Performed on neatly raked multi-coloured concentric circles of coarse sand on 
the stage, the setting was dominated by a large white screen-cloth dropped from above to the 
centre of the circle. At the front, in the middle of the circle, was a heap of rubbish formed 
from shredded newspaper waste. The mise en scene had the appearance at one time of a 
Japanese-like garden sculpture, at another it appeared as a piece of Dadaist art. Mei's 
movements during the presentation of four themes were uncannily characteristic of the 
Japanese performance style of butoh, not unfamiliar to audiences in Indonesia after it was 
introduced to Indonesian audiences under the auspices of the Japan Foundation. Around the 
circle of sand, behind (in sithouette) and through the screen-cloth, as well as from within the 
heap of rubbish, Mei performed four interconnected themes. Ditodong (Threatened), 
Menunggu Ratu Adil (Waiting for Ratu Adil), Berperahu di Kali Mas (Sailing on the Golden 
River) and Anak yang Hilang (Lost Child).47  (See figures C.3 & C.4). 

Dreams (aspirations) and reality (truth) are the basic substance of the themes. The 
first theme expresses the condition of those who are upholders of the law (penegak hukum) 
who are threatened, pressured and forced not to take effective action against authority. Their 
position is that of a dilemma seldom known by the public. The second theme starts from a 
conversation with several people Mei has apprehended, at first in a casual manner; then 
gradually he extracts the truth of their confessions. The third is a dream (an aspiration) that 
once belonged to history; the desire of sailing on the Golden River that in former times 
became the pulse-beat of life. Today, because of the rise of waste, the urban population and 
trash, the river becomes a spectre itself. Mei with those dreams wishes to re-enter the cheerful 
joy of sailing on the Golden River again, in the presentation of the final theme, Mei leaves the 
world of dreams returning to the harsh reality of the spectre above in the world of the lost 
child. It concerns the existence of children of mankind who were born in the centre of 
metropolitan cities' cruelty. They exist in the middle of the waste and harshness of the city 
people as well as in the harsh spotlight of their own development. This theme is today's 

46 di Surabaya belum ada kelompok teater yang membuat pertunjukan mi dalam berbagai 
repertoar. Konsep seperti mi baru bagi aktor teater. Sebab dengan konsep mi aktor bisa terus berlatih 
dan men golah diri tanpa kehadiran seorang sutradara. 
47  Ratu Adil is the "just king" in Javanese legend. 
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absolute reality, but the dream of greater prosperity is ever present in the lost child's 

existence.48  

The conceptualisation of Lingkaran, although derived primarily from Mei's 

distinctive Indonesian (and Javanese sensibility), embodied much empathy toward the form 

and style of Western theatre (and the visual arts) that in itself would have attracted the 

attention of comparativists.49  

Mei continued to practise his skills and assert his visions to maintain the standard of 

theatre in Surabaya when Teater Ragil performed Bapak dalam Akuarium (Father in the 

Aquarium) in October 1997. 0  Mei' s idea for the performance was also to spotlight the crisis 

of leadership. The figure of the Father might well allude to the tentative position of the 

leaders (para pemimpin) of group theatre that Mei had expressed concern in past years. At the 

same time, the Father could metaphorically express doubt of the nation's leadership after the 

'stepping aside' of Pak (Bapak) Suharto. There is relevance of both when Mei scripted, 

"[leading] is father's task. So that when father was old, there was not anyone capable as a 

replacement to continue his task." 51 

The vision of Meimura was further extended when the Arts Council of East Java 

(DKJT) and the Theatre Forum of East Java (FTJT) presented the Festval Teater Monoplay 

Keliling Jawa Timur (Theatre Festival of Monoplays of the areas of East Java) or (FT'MKJT). 

Malang was the centre chosen for the presentations held in the first week of October 1998. 

The head of planning for the festival was Meimura. Representative theatre groups came from 

the cities of Malang, Gresik, Bangkalan, the island of Madura and Surabaya. Mei' s monoplay 

was not among those performed. All works presented were locally written with the exception 

of Arifin C. Noer' s Prita Istri Kita, one of the works performed by two of the theatre groups 

from Malang. 

Performances of the monoplays during the festival, according to Mei, through their 

proper planning and management, would lead to better works created in the world of theatre 

48  have taken the synopsis of the four themes of the monoplay, Lingkaran, from two press articles. 
"Permainan Tunggal 'Lingkaran', Meimura Eksistensi di Ten gah Kesepian" (One-man performance of 
Meimura's 'Lingkaran', existence in the midst of solitude) in Memorandum, 3 January 1997 and 
"Monoplay Masyarakat Tertodong" (A Monoplay of society most threatening). These articles also 
include commentary by Meimura himself. 
49  Although I had not seen a stage performance of Meimura's Lingkaran (The Circle), my observations 
and impressions are the result of analysis from the video recording and lengthy discussions with him. I 
had also written a comparative case study of the performance, "Pen glihatan perbandingan pen gamat 
teater di Indonesia: Terhadap Monoplay 'Lingkaran...  (A comparative view of a follower of theatre in 
Indonesia: toward the monoplay, 'Lingkaran'), March 1999 (unpublished). 
50  According to Henri Nurcahyo's article, "Bapak dalam Akuariam" (Father in the aquarium), in the 
Jawa Pos, 31 August 1997, the performance of the play was a reflection of Mei' s statement that the 
heartbeat (denyutjantung) of the theatre in Surabaya was still beating. 
51  The quotation from the performance script is taken from the newspaper article, "Kejenuhan' Teater 
Ragil kepada Sang Bapak" (Teater Ragil's 'surfeit' of the Father) in the Surabaya Post, 2 September 
1997. 
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of East Java. "The province actually has the potential for a sufficient standard of theatre", 
however he stressed at the time that he "saw that potential as yet not unearthed to the 
maximum."52  

According to Aribowo, head of the Arts Council for East Java, a most important 
activity resulting from the festival was the regional interaction. 53 

[ ... ] the occurrence of artist's dialogue between the regions. It was an 
indicator of the creative development from one city to another where can be 
seen creative thinking, ideas and values as well as social formations that 
accompany the birth of every regional work.54  

The case study provided above of developments in modern theatre of East Java, since 
the establishment of Teater Lekture in 1955, uncovers certain characteristics that are specific 
to the province and others that can also be witnessed in other provinces. Most predominant 
was the presence of arts bureaucracies, government, semi-government and non-government 
bodies that act as a catalyst to maintain and to advance the status of theatre in the community. 
Their pivotal role in the development of theatre not only concentrated in the provincial city of 
Surabaya and its immediate environs. There was also equitable emphasis placed on regional 
development in order to create unification of theatre communities throughout the province. 

At no time during the public discussion was there intervention or any trace of artistic 
dictates by authorities despite debate centred on controversial issues of government's role as a 
functionary of art and culture. Workshops were conducted in a liberal environment, the 
authorities ensuring that the activities were conducted to maximise the opportunity for all 
participants (including government officials) to interact freely and profit by mutual exchange 
of knowledge and ideas through the cultural diversity of theatre practices. 

Rather than dictating artistic directions taken by theatre groups in the regions, 
government arts bodies were seen to be inviting criticism, providing opportunity for dialogue 
in an open environment of debate. The Festival of Monoplays, for example, held in a non-
competitive atmosphere unlike other festivals, was the result of support from all arts 
organisations "acting to perfect (pen yempurnaan) the future of art and culture in East Java."55  

It is curious that documentation uncovered during my research in the province of East 
Java reveals a conspicuous absence of Western plays in the repertoire of the many theatre 

52  Meimura is quoted from an article, "6 Teater Monoplay Beraksi di Malang" (6 monoplay theatres in 
action in Malang), in the Surabaya Post, 29 September 1998. 
53  Aribowo is quoted from an extract in "Menggugat Kreativitas Daerah" (Criticising regional 
creativity) in the journal, Standar Budava, Surabaya, No.8, Week III, October 1998. 
14  [ ... ] terjadinya dialog seniman antar daerah. Sebab itu merupakan indikator perkembangan 
kreativitas dari kota satu kota lainnya, demi menemukan indikator seni budaya di Jawa Timur. Dan 
sana/ah kita bisa melihat pikiran, gagasan, nilai kreatifltas, serta formasi sosial yang mengiringi 
lahirnya setiap karva daerah. 
55  1 quote from the journal, StandarBudaya, Surabaya, No.8, Week III, October 1998. 
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groups, both past and present However, one exception is noted in the press. Teater Angan-

Angan from Malang performed Cerita Kebun Binatang, an adaptation of Edward Albee's Zoo 

Story, during the Temu Karya Teater (Theatre Gathering) held in Surabaya in January 1995.56 

Regional writers are predominant in the little-chronicled history of the development 

of theatre in East Java. They are proof of artists in the theatre who are imbued with creative 

thinking, with new ideas and values. At the same time, these artists are able create theatrical 

events that accompany the birth of every work that provides the means to progress and 

express their regional sensibilities. 

56The  adaptation of Edward Albee's Zoo Story is listed in the Surabaya Post, 29 January 1995. 
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APPENDiX D 

Central Java (JATENG) 

Surakarta 

Formality of proceedings was not the case when conducting the public lecture and 

theatre workshops in the Arts Centre for Central Java located in the city of Surakarta (Solo) 

held during 29-30 July 1998. Unlike the collaboration by the several arts bureaucracies at 

work in the province of East Java, they were entirely absent in the planning and facilitation 

process of events held at the Arts Centre for the province of Central Java. The regional office 

of DEDIKBLJD were not involved in planning procedures, although the Arts Centre itself is 

under the aegis of the central office in Jakarta. Instead, the head of the centre, Drs. 

Murtidjono, seemingly took a very 'laid back' approach toward all proceedings. 

Unlike other arts centres that are located in the provincial capital, the centre for 

Central Java is located in the heartland of palace culture, the city of Surakarta, not the 

provincial city of Semarang. The centre's pride of possession is the magnificent structure of a 

pendopo, an open performance pavilion of traditional architecture in the style of Javanese 

palaces (kraton). It also possesses an arena theatre venue with a conventional proscenium arch 

stage. The centre's administration operates from offices neatly concealed at the rear of the 

pendopo. Idiosyncratically, Murtidjono chose to conduct all office business equipped with a 

mobile phone while seated on the floor of the coffee shop (warung) at the back of the centre's 

compound. 

Despite the wide representation of members from local theatre groups, the 

methodology of the public discussion and the workshops failed to uncover sufficient 

information on the development of theatre in the province. There was a demonstration and 

much confusion over the centre's provision for a one-day only workshop, although two days 

of workshops did eventuate. Regional representation by theatre groups was non-existent, 

particularly from the provincial capital of Semarang. 

The sessions recorded on video are at times without picture and the sound quality is at 

most times inaudible. Therefore, it is impossible to obtain a transcript of general discussions 

during the lecture presentation and witness the full extent of workshop activities. Nonetheless, 

there was much creative input into the workshops at various levels of skills from all 

participants. Sixty-four participants began the first day session, only fifteen followed the 

second day because of the confusion of time allocated by the arts centre's administration. 

Theatre groups that registered on the first day were: 

• Teater Klungsu 
• Teater Gidag-Gidig 
• Teater Peron 
• Teater Cekal 
• Teater Kidung 
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• Teater Gendewa 
• Teater Sopo 

• Teater Tera 

• Teater Beteng 
• Teater Wejang 
• Teater Jejak 
• Bengkel Seni Sansekerta 
• Kelompok Sejinah 
• Wiswa Karman 
• Wayang Gremeng 
• Teater Gapit 
• Teater Ruang 

The majority of members of these groups were students from the campus of a 

university or at an advanced level in high schools, a common factor in the many theatre 

groups throughout the provinces. 

However in Surakarta, the existence of the College for the Arts (Sekolah Tinggi Seni 

Indonesia), or STSI, meant that its students were active in theatre groups. For example, 

students of STSI formed the groups of Teater Gendewa and Teater Jejak. In addition, other 

groups existed at the time but did not participate in the workshop activities. Apparently, there 

were other groups in existence at the time, according to the listings of contemporary theatre 

groups by Sapardi, but they did not appear during the sessions conducted.57  

Although it appears that there are a large number of theatre groups in the city of 

Surakarta alone, it is not expected that theatre performed before the public is presented on a 

regular basis within a jointly planned regular schedule. Long term planning of repertoire is 

not yet a privilege of small theatre groups. The future is always uncertain with respect to 

availability of sponsorship as funding sources and the capability of each group to maintain a 

disciplined core of theatre artists. Furthermore, it is not expected that the standard of 

performance from individual groups be maintained at the same level of presentation within 

the spectrum of works staged. Standards are relative to the creative skill of individual artists 

to work regularly in close ensemble within the group and the capability of the group to 

efficiently market and manage all aspects of theatre production. 

Highly creative standards consistently sustained by certain theatre groups may be 

measured in several respects. There are benchmarks to the extent (and consistency) of a 

particular public attracted by the group and the level of sponsorship support engendered. In 

addition, there is the measure of the group's general recognition in regional, national, and 

57  In Sapardi (2000, pp.173-174), Direktori Seni dan Budaya Indonesia 2000 (Indonesian Directory of 
Art and Culture 2000), there are listed groups in the province of Central Java whose activities include 
contemporary (kontemporer) theatre not discussed in this section. 
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international spheres as well as the specific attention received by entrepreneurial bodies in 
Indonesia including those of Western origin. 

Not withstanding the foregoing, prominence (or notoriety) is met when theatre groups 
seek to distinguish themselves by developing form and content, aesthetically individual and 
socially or politically distinctive. At the same time, those theatre groups are capable of 

expressing a microcosmic reality of lifestyles while cognisant of constantly shifting borders 
of cultural identity within Indonesia on the margins of the macrocosm. Two groups in 
Surakarta are prominent and distinguish themselves with regard to the various measures 
above. They are Teater Gapit with a history of performance since 1981, and more recently 
Teater Ruang, established in 1994. The case study of Teater Gapit is significant in the debate 
on interculturalism in contemporary Indonesia in the context of Javanese performance 
traditions and language. Consequently, the rationale of Teater Gapit is debated at length in 
Chapter 7 fitting its application of acculturation. 

In striking contrast to the aesthetic applied in the Javaneseness of Teater Gapit, an 
alternative approach to theatricality is witnessed in the performances of Teater Ruang 
established in Surakarta in 1994. Present at the theatre workshop in 1998 at the Arts Centre 
were three core artists of the group, Rony Noviyanto, Lanjar Sarwanto and Helmi Prasetyo; 
its founder, writer and director, Joko Bibit Santoso (usually referred to as Bibit) was absent. 
Alongside the conventional forms of realism performed by other groups in Surakarta, Teater 
Gendewa for example as later illustrated, Teater Ruang presents an aesthetic in the form of 
"body theatre" (teater tubuh) according to Mh. Zaelani Tammaka.58  

The group's highly creative approach to sensitive social issues and political 
commentary has earned them a reputation regionally and nationally and attracted sponsorship 
not only from arts bodies in the regions. Their artistic prominence also gained the support for 
example of a leading international association, Centre Culturel Francais (the French Cultural 
Centre), or CCF, in Jakarta drawing wider national attention. CCF chose Bibit' s Sang 
Pencinta (The Lovers) for presentation in its arts program titled Panggung Indonesia Baru 

(the New Indonesian Stage) during April, May and June 1999. The work was first performed 
in September 1994 and is discussed in detail later. 

Bibit continued to explore the use of movement and symbols to express the text in his 
performance of Doran in May 1995. Triyanto describes the scenario of the play.59  Two 
farmers, husband and wife, are symbols of a people struggling to reach their expectations. On 

58  Zaelam has describes the performance of Bibit's work, Perang Bubat (The Battle of Bubat), by 
Teater Ruang as "Teater tubuh" (body theatre) in his critique, ""Perang Bubat", menggugat 
primitivisme kekuasaan" (The Battle of Bubat", claiming primitivism of power), in the SOLOPOS, 19 
March 1998. 
59  Triyanto's review of Doran titled "Ketika Kata Kalah oleh Gerak" (When words are defeated by 
movement) appeared in Suara Merdeka, 6 May 1995. 
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stage they are literally digging into mud from below the ground, they are not strong as they 

continue to fall headlong into their diggings. They are physically engaged in lifting "burden" 

(beban) from the mud, not so much as if preparing the land to plant rice, but more as if 

resurrecting their hopes from the soil. In the literary context of the Indonesian language, 

beban carries the meaning of "responsibility". At the same time, the couple appears to be 

digging a grave. 

The couple's destiny had to be changed, dreams have to be realised, expectations met, 

but the reality is that the unfortunate farmers started their journey into the mud since 1945, the 

year Indonesia obtained nationhood, and were still occupied with their task of digging until 

the end of the play. In Triyanto' s words, "there was still hope which caused them to be 

revived . .. revival appeared when both of them realised that adverse destiny needed to be 

treated with toil." 

Other characters in the play accompanied the farming couple throughout their 

struggle. Bibit introduced Dewi Sri (goddess of the rice crop, the wife of Vishnu), Anak 

Bajang (Dwarfs) and three mummies symbolically representing those who both hampered and 

spirited the journey of the people. Bibit leaves behind a message of life (pesan kehidupan) in 

the play quoted by Triyanto; "if a choice occurs in life, it must continue to be sought in order 

to reach the maximum possibility." 

Ancient history of kingdoms was symbolised through the "body theatre" form of 

Bibit in his production of Perang Bubat (The Battle of Bubat) in March 1998 when performed 

in Surakarta, Bandung and Yogyakarta. As described by Bibit in a newspaper article, the story 

is compiled from frequent exegesis (tafsir ulang) concerning the Majapahit kingdom's golden 

period (zaman keemasan) during the reign of Patih Gadjahmada. At the mid-point of his reign 

around 1357, the battle of Bubat took place. As Bibit describes in a press account, the play 

was written from sources taken from ballads (kidung). Namely, Kidung Sunda, Kidung 

Sundayana, and Kitab Negara Kerta, the book (kitab) by Empu Prapanca. However, Bibit' s 

exegesis is based on Gadjahmada' s greater prioritisation of political directions than the ways 

of humanity. The case in question is centred upon the tragedy of Hayam Wuruk' s marriage.60  

According to one other newspaper article, the marriage tragedy arose following the 

intervention of Mahapatih (Patih) Gadjahmada, an arranged marriage between Hayam and the 

Sundanese princess (Puteri Sunda), Dyah Pitaloka. He exploited the marriage for political 

aims, to bring down the Sundanese kingdom armed having foresworn an oath, Sumpah 

60  refer to Bibit's description of the historic context of his play in the article, "Lakon "Perang Bubat" 
Dipentaskan di TBS" (The story of the battle of Bubat to be performed at the TBS), in Bernas, 13 
March 1998. 
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Palapa, not to rest he had united the archipelago (Nusantara).6' Gadjahmada influenced 

Hayam Wuruk making Dyah Pitaloka to appear as if she was not a consort of a king 

(permaisuri) but a concubine (selir). In the promise of marriage with Hayam Wuruk and the 

Sundanese king, Raja Sunda Sri Baduga, it was made clear she was to be the consort. 

Gadj ahmada' s insinuations offended Sri Baduga leading to the battle of Bubat and the 

slaughter of the Sundanese including the king himself. His daughter, the princess Dyah 

Pitaloka and her mother, when told of the bitter truth committed suicide. They drew upon the 

tradition of preparedness of Sundanese women who were always armed with a sword (keris) 

for self-sacrifice (bela pati) to defend their dignity and respect.62  

The suicide was a means of moral resistance (perlawanan moral) against arbitrary 

authority (kesewenangan) and the arrogance of power (keangkuhan kekuasaan), according to 

Bibit quoted in the article mentioned above. He talked of the greatness and glory of power of 

the Majapahit kingdom without the opinion of the people, the elevation to hero status of 

Gadjahmada by the people as blind, hiding in history smeared with blood and tears. As a 

rhetorical question centred on Perang Bubat, Bibit asked in the article, "will we repeat history 

of that kind in the period now?" 

Echoes from the story of six hundred and forty-one years ago (the conflict between 

Gadjah Mada and the Sundanese king, Sri Baduga, still are conspicuous today according to 

Bersihar Lubis and Joko Syahban in a magazine article that provides insight to the staging and 

performance of Perang Bubat. The March production of Perang Bubat was repeated in June 

of the same year supported by the Indonesian and French Association (Lembaga Indonesia 

Perancis) in Yogyakarta. The account in the above magazine demonstrates Bibit's minimalist 

approach to convey a legendary story in the history of Majapahit rule.63  

Five players performed on an arena stage scattered with sawdust waste surrounded by 

the audience. Two male members wore only underpants; one other wore a bra in the role of 

Dyah Pitakola's mother while Pitakola wore only a loose wrapping. Costumes were minimal 

to maximise Bibit's body theatre form as a medium of expression within the text. Bibit 

maintains that the body of mankind is not only of flesh, but rather it is a totality to express 

sensitivity, movement, emotion, and gender. 

61  Sumpah Palapa was the oath sworn by Gadjahmada not to eat palapa fruit until the kingdom of the 
Majapahit was united. 
62  The newspaper article I refer to from which the extract of the play Perang Bubat has been taken is 
"Tragedi Pernikahan Havam Wuruk akan Diangkat lagi ke Teater" (The tragedy of Hayam Wuruk's 
marriage will be raised again to the stage) in Republika, 18 March 1998. 

63  refer to the article, "Hayam Wuruk Tanpa Kelamin: Nasionalisme Gajah Mada patut diteladani. 
Tragisnya, ia menilai cinta kasih dengan kacamata politik" (Hayam Wuruk Unwedded: Nationalism of 
Gajah Mada should set an example. It is tragic, it evaluates love with the lens of politics), by Besihar 
Lubis and Joko Syahban in Gatra, 27 June 1998 (p.79). 
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Symbolic visualisation threaded throughout the performance provided a climactic 

opening of the performance conjecturing how smitten with love was Hayam Wuruk toward 

the sweet virgin, Dyah. She was unable to sleep unnerved by his close presence at night in the 

adjoining field of Bubat. In the opening scene, they are visualised mutually wooing shadows. 

Both embrace in erotic and acrobatic movements. Stark symbols are created not only through 

the bodies of the actors; the arena stage becomes at one time the palace (keraton), at another 

the battlefield of Bubat. Around its girth are aligned keris, the swords of nobility and of war. 

Only one piece of stage property is used, a picture frame that symbolises the wedding pact. 

Formally, it contained a painting of the princess sent by her father to Gadjah Mada sealing the 

marriage promise between the Sundanese and Majapahit kingdoms. 

Teater Ruang, through the form of theatre created by Joko Bibit Santoso, realised the 

contemporaneity of messages contained in Sundanese literature applying them in a non-literal 

context. His theatre is also one of economy, not in need of cumbersome stage accoutrement, 

therefore capable of portability when travelling throughout the regions. However, it is the 

contemporary social context, the boldness of visual presentation and explicit symbolism that 

immediately draws attention to its theatre from not only the audience, but also from resident 

Western arts bodies such as those of the French. 

As mentioned above, the French Cultural Centre in Jakarta chose Bibit's Sang 

Pencinta (The Lovers) to be presented in their April, May and June 1999 arts program. In 

Jakarta, it was performed during April in the premise of Teater Utan Kayu.M  After Jakarta it 

was performed in Bandung in the Studio Theatre at the College for the Arts (STSI) Teater 

Ruang was assisted by the Keluarga Mahasiswa Teater (Community of Theatre Students), 

Studio Teater, the student theatre group of the College. The mainstream resident group of 

STSI, Teater Payung Hitam (Black Umbrella Theatre) provided technical production.65  

When performed in Surakarta in 1994, Teater Ruang required a team of up to thirty-

five persons for the one-hour long performance of Sang Pencinta with a complex lighting 

plot. For performances in Jakarta and Bandung, Joko was "looking for a minimalist 

alternative concerned with the strength within ourselves". Agung Rulianto and Mas'ad T. 

wrote, "with a minimalist concept, Teater Ruang optimalised the visible body and spotlights 

as prime media means of expression."66  (See figures D. 1 & D.2) 

64  Activities of Teater Utan Kayu are more entrepreneurial, not those of a theatre group, such as hosting 
art exhibitions, film screenings, visiting theatre groups and forums for example. 
65  Within the description of Sang Pencinta (The Lovers), I use notes from my interview in Bandung on 
6 April 1999 with the performers, Helmi Prasetyo and Tabah, and members of the production crew 
from Teater Ruang, Roni Murnianto, Tria Vita and Warto and Joko Bibit himself. I attended the 
performance of Sang Pencinta at the Studio Theatre, STSI, Bandung, on 5 April 1999. 
66 refer to the article by Agung Rulianto and Mas'ad T., "Ujung Kesahajaan" (The Point of 
Simplicity), in Panji Masvarakat, No.52 Tahun II, 14 April 1999 (p.63). Simplicity and effect of 
medium of the body and of light I have described within the context and content of the play in my 
essay (unpublished), "Who's Afraid of...? Genet or Teater Ruang's "The Lovers"? A Comparative 
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Under the title, Sang Pencinta, in the program literature was a subtitle, Homoseks, 

Aids dan Diskriminasi (Homosexuality, Aids and Discrimination). The story is sufficiently 

simple, at one time an endearing fantasy, at another realistically brutal. It relates to the love of 

the stage characters, Sodom and Gomorrah, who curse God as they appear in near naked 

form. The love is between two men who are "drunk" with a forbidden love when their 

"marriage" occurs. Through their act of copulation, social terror threatens, further heightened 

by the deadly disease that has infected Sodom. 

Economy of stagecraft and effects was now the hallmark in the presentation of Sang 

Pencinta in Jakarta and Bandung during April 1999. Particularly economic was the effect of a 

second dimension of performance by the actors created through images of shadows 

throughout the performance space. The audience, in the confinement of the performance 

spaces provided at Teater Utan Kayu and the Studio Teater at STSJ in Bandung, is blanketted 

by a shroud-like white cyclorama. Surrealistic shadowy forms are projected from the bodies 

of Sodom and Gomorrah appearing at times as pornographic silhouettes. But at the same time, 

while listening to the narrative, shadows appeared as though they themselves were bearers of 

stark presages, thus heightening the sense of tenor, which is thematically carried through the 

text. 

The spoken word is at once a metamorphosis of those shadows (of life, birth and 

death) throughout the space. The shadows are in fact a manifestation of the bodies of the 

actors themselves created using hand-held torches. But at the moment of creation and rapid 

growth, the shadows instantly die, discarded forever, thrown out like waste objects never to 

be recycled, in the course of the narrative, Sodom delivers a compelling indictment of their 

fate. 
67 

 

We are indeed trash that is waiting for incineration and to become ash, which 
is insignificant.68  

The performance of Sang Pencinta is physically confrontational. Its spectators are 

only several metres away from the action of the play, although they are never addressed 

directly by the actors but are able to be engaged psychologically by the performance. The text 

of the work is far from a didactic vein. It provides a platform for deep reflection and lingering 

thought on issues of homosexuality, AIDS and the discriminatory cause and effect upon its 

Study of Sex, Aids and Discrimination in Indonesia."(1999). In the essay I analyse also the significance 
of social and political commentary in Sang Pencinta in the context Western theatre and its writers in a 
world of sexual discrimination. 
67  The words of Sodom appeared in an article, "Kita Memang Sampah: Teater Ruang dari Solo 
menmanpilkan keinbali naskah lama mereka. Lebih minimal dan menggugat. Moralitas 
homoseksualiras masih mencari dalam kegelapan" (We are Indeed Trash: Teater Ruang from Solo 
brings to the public again a longstanding play. It is more minimal, more accusing. Morality of 
homosexuality is still searching in the darkness). It was published in ADIL (Tabloid Berita Mingguan) 
No.27, Tahun Ke-67, 7-13 April 1999 (p.24.). 
68  Kita memang sampah yang menunggu pembakaran dan menjadi abu yang tak berarti segalanya. 
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sufferers; the victims of ultimate death whose demise is not only physical but also 

psychological. 

Despite the effect of a close physical proximity of the audience to the actors, a reverse 

effect becomes apparent. There is an alienation effect because of the majority Muslim 

audience's inability to identify readily with the biblical characters of Sodom and Gomorrah. 

They are signifiers as part of the human condition with a set of characteristics outside of the 

norms expected of society. However, regardless of the Christian referents, the two characters 

become implanted in the emotions of the audience as symbols of members belonging to a 

certain group in society, that of the homosexual. As symbols, they are not merely referents 

defining the role of the soldier, the politician, the office worker, and the student or even 

husband and wife. The names, Sodom and Gomorrah, are related to all referential roles in the 

wider community regardless of societal status giving a greater potency to the play's 

performance. 

Their story tells of a homosexual world and its terror, not only menaced by infection 

of the killer disease, but also a menace that terronses by means of social intolerance. In order 

to bring forward a more direct perception of Sang Pencinta by Teater Ruang, extracts from 

the programme are taken from the Sinopsis - Konsep pen ggarapan (Synopsis - The process 

of concept) for the performance in Bandung. 

The characters of Sodom and Gomorrah explain the reality as homosexuals 
with their sighs and regrets [...]. It is not their choice of life that they have 
become homosexual, but a divine fate which has been received [ ... ]. 

Within [their] isolation and bitterness has grown an impressive noble 
seed of love in their souls. [ ... ] finally, death separates their love [ ... ] not 
hastened by the disease they have contracted but brought about by societal 
behavior, which the form of discrimination and psychological social terror 
which they experience. 

[ ... ] Is this then new form of discrimination that ostracises moral 
choice and individual behavior, which deviates [from the norm]? Not to 
mention the lifestyle that is thus put aside exists indeed in reality [...]. 

All forms of discrimination prove the truth of Darwin's theory 
[concerning] the selection of the species. That is, those who are strong live, 
while those who are weak are oppressed and reduced to nothingness. And 
discrimination too creates a psychological terror that is simply cruelty in 
disguise [ ... ]. 

This play is only a means to expose the equivalence of all forms of 
discriminatory bias. Whether that be discrimination based on unjust laws, 
race, religion or something else. It is up to you! No more or no less, we wish 
to share the feelings. Is it true in this country [Indonesia] there is no 
psychological social terror or discrimination? 69  

69 Tokoh Sodom dan Gomorah memaparkan kenyataan sebagai homoseks dengan sega/a keluh 
kesahnya. Bukan lantaran pilihan hidup mere/ca menjadi homoseks, melainkan lebih berupa suratan 
takdir yang harus diterima. [...]. 

Dalam keterasingan dan kegetirannya telah tumbuh benih cinta yang agung dalam jiwa mere/ca. 
[...] akhirnya kematian memisahkan cinta mere/ca [.] bukan dipercepat oleh penyakit yang diidapnya, 



333 

Concerns over the disease of AIDS itself in society of Indonesia, is a relevant subtext 

of Sang Pencinta to be addressed in tandem with society's discriminatory behavior. 
According to Dede Oetomo (1996, p.25), AIDS was a pertinent and pressing issue of sex 
education for the media (the theatre) to elucidate. The issue of "HIV/AIDS was first heard in 
Indonesia) in the mid-80's. Around 1987-89 there was coverage on the disease almost every 
month. But, apparently there was a "reaction from the ulama (Muslim religious leaders), by 
some Christian leaders and by the middle classes." 70 

Dede tells of the extortion and of the bashing of homosexuals by members of the 
police as well as the army, but he also mentions the phenomenon of homosexual activity 
occurring among their own membership. As far as the effect of the law is concerned, whose 
physical effects were unknown as stated in the synopsis of Sang Pencinta, Dede states, "The 
Indonesian criminal code was revised when the Dutch East Indies was colonised ... so we've 
never had to decriminalise homosexual acts." On the issue of religion he writes, "some of the 
fundamental Muslims would like to criminalise it.... In Indonesia, there are many varieties of 
Is lam. If you can get orthodox Muslims.. . to be honest about their sex lives when they were 
young, they have actually performed a lot of sex [homosexual] acts." The statements above 
regarding elements of intolerance (and facade) in certain sectors of society were made by 
Dede under the heading in his article, "Southeast Asian Tolerance". 

In addition, there is a another agendum in the performance of Sang Pencinta by 
Tearer Ruang attesting to prevailing intolerance. The biting issues of the play, homosexuality, 
AIDS and discrimination are marginalised on the government's social agenda. These issues 
are not brought to us as direct initiative of government, but are the social and political agenda 
of Joko and his group's own sense of conscience. It remained for the French to take the 
initiative by opening up those issues in 1999 to a wider public in Yogyakarta, Jakarta and 
Bandung. In January of that year, Joko was preparing another marginalised work (naskah 
marginal), Kamar-Kamar Pelacur (Rooms of Prostitutes). S.J.S. and Blonthank Poer note this 

tetapi lebih dikarenakan oleh perlakuan masvarakat yang berupa diskriminasi dan teror-teror 
psikologi sosial yang dialami. 

.1. Lalu, apakah mi merupakan diskriminasi bentuk baru yang men gucilkan pilihan moral dan 
perilaku individu yang menyimpang? Kendati tak dipungkiri kehidupan semacam itu ada dalam realita. 
F ... ]. 
Semua bentuk diskriminasi membuktikan kebena ran teori Darwin tentang seleksi spesies dalam 
masyarakat, bahwa yang kuat akan terus hidup dan yang lemah terus ditindas dan ditiadakan. Ia pun 
menciptakan teror-teror psikologi social yang keji tersamar. [ ... ]. 

Lakon mi hanyalah untuk men guak persamaan bias-bias diskriminasi. Entah diskriminasi 
cacat hukum, polirik, rasial, agama, atau yang lain. Terserah! Tak lebih dan tak kurang, kami ingin 
berbagi rasa. Benarkah di negara mi tak ada teror psikologi sosial atau diskriminasi. 
° In the discussion that follows, I quote from the article "Gay Identities" in Inside Indonesia, No.45, 

March 1996, (pp.24-26), extracted from an original article written by Dede Oetomo originally 
published in Gayzerte, Melbourne, Australia. At the time, he was National Coordinator of Indonesia's 
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new play for Teater Ruang in their critique of Sang Pencinta titled, "Dan Kaum Homo pun 

Menangis" (And even homosexuals cried).7' 

Agendas of Teater Gapit and Teater Ruang share a common ground within an overtly 

social and political repertoire of plays written specifically for the group. However, forms of 

both theatres are polarised by disparate approach to an aesthetic of language and performance 

style. Use of the Javanese language, realistic performance style and naturalistic settings is the 

aesthetic of Teater Gapit. Teater Ruang uses Indonesian, a style of stark body movement and 

a minimalist setting. Together they represent the diversity of modern Indonesian theatre that is 

engendered in Central Java but also share a place with other theatre groups in the province 

that may appear more conservative in repertoire. 

During the two-day theatre workshop conducted at the Arts Centre in Surakarta, 

members of Teater Gendewa attended, a theatre group formed in 1995 by Zaenal Huda. He 

had directed Utuy Tatang Sontani' s Sayang Ada Orang Lain (A Pity there are Other People) 

at the Muhammadiyah University in Surakarta (Universitas Muhammadiyah Surakarta), 

although it had been performed at the Arts Centre in 1994. By the end of 1998, Teater 

Gendewa had performed Perhiasan Gelas, an adaptation of Tennessee Williams' The Glass 

Menagerie, Arifin C. Noer's Kapai-Kapai (Moths), Putu Wijaya's Bila Malam Bertambah 

Malam (When Night Falls), Ibsen's Ghosts as Hantu-hantu, and the plays by lonesco, The 

Chairs (Kereta Kencana) and The Lesson (Pelajaran).72  

Realism in on the stage, through both Indonesian and Western plays performed by 

Teater Gendewa, remains an important theatrical form in the theatre of Surakarta, and indeed 

throughout the cities of other provinces. Plays of that form offer the theatre public a further 

choice with respect to the disparate forms of Teater Gapit and Teater Ruang to exercise 

critical faculties and judgement that bear relevance to the sustainability of groups active in 

Surakarta. 

Developments in modern theatre discussed in this section and the appearance of the 

large number of theatre groups at the lecture and theatre workshops conducted no doubt 

indicate a potential for a high level of theatre activity in Surakarta. But as experienced in 

gay network, Gaya Nusantara, and a member of the Council of Representatives, Asia-Pacific Council 
of MDS Service Organisations. 
71  According to the critique, "Dan Kaum Homo pun Menangis" (And even homosexuals cried) in DR, 
pp.4-9, January 1999 (p.73), Teater Ruang also performed Sang Pencinta in the Hotel Sheraton, Solo, 
on 15 September 1998, for a 'gay party' (pesta gay) attracting a crowd of some three hundred 
homosexuals. 
72  Zaenal Huda was a freelance journalist with the tabloid Opini, as well as theatre director. He 
provided notes on the development of Teater Gendewa (7 September 1998) that I use in the discussion 
of this group. Zaenal took me to rehearsals of Teater Cekal, a theatre group with a membership of 
twenty-five students from the faculties of Law, Economics, Social Science and Philosophy at the 
TJNISRI (Universitas Sebelas Maret Indonesia). The group always chose a natural environment to 
meditate and then rehearse. On 31 July 1998, we met with Teater Cekal at a tea plantation in the village 
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many other provinces, where many theatre groups are present and active, there appears to be a 

lack of coordination among those groups to plan a season of theatre activities that is able to 

sustained annually and thus ensured of an audience. This is certainly true when groups have to 

compete for audience attention in less populated major cities such as Surakarta when 

compared with the population of Bandung and Jakarta for example. 

Semarang 

Although Semarang is the provincial capital city of Central Java and the seat of 

provincial government, the presence of theatre groups there is seemingly overshadowed by 

the attention received by groups such as Teater Gapit and Teater Ruang in Surakarta. This is 

despite the fact that the Arts Division of DEPDIKBUD as well as the Arts Council for the 

province is located in Semarang. An Arts Centre (Taman Budaya Raden Saleh), established in 

1990, serves also the interests of the arts communities in the immediate regions of Semarang. 

Modern theatre is one of the centre's primary activities for a community of theatre groups 

regardless of their wide geographical dispersion. During a three-day visit to Semarang, from 

13-15 July 1998, public lecture or theatre workshops were not conducted at the centre and 

thus no meetings with any of the theatres that Sapardi lists as follows: 

• Teater Linkgar, Teater SS IKIP (Semarang) 
• Teater Gong (Pati) 
• Teater Gum yek (Salatiga) 
• Teater Kecik (Purowejo) 
• Teater Kora Wali (Demak) 
• Teater Tubuh (Purwokerta) 
• Teater Massa Hisbuma, Teater Puber, Teater Wong Indonesia (Tegal) 

One group not identified by Sapardi is Teater Waktu Semarang established in 1987 

Agus Maladi Irianto (Ami), with his fellow artists, created the name Teater Waktu carrying 

the slogan, "siap bubar sewakru-waktu" (ready to disperse from time to time).73  

The first production by Teater Waktu, Bulan Sepotong (A Slice of the Moon), was 

presented in the "Stardust Disco" in Semarang in 1988. The auditorium of Radio Republik 

Indonesia (RRI) then became a common venue for future performances beginning with Opera 

Jalanan in 1990 and Opera Caligula in 1991. Agus wrote Opera Sapu Tangan in 1991, 

acclaimed by the public of Semarang in a first reading leading to its performance in 1992. In 

1993, with a successful performance of Opera Dukun Tiban by Ami Irianto at RRJ in 

Semarang, it received acclaim at the Arts Centre in Surakarta. The works are from a book 

of Kemuning-Ngargoyoso some thirty kilometres from Surakarta. They were rehearsing Shakespeare's 
A Midsummer-Nighr's Dream. 
73  I met with Agus Maladi Irianto in Semarang on several occasions between 13 and 15 July 1998 and 
use notes from our discussions to describe theatre activities of Teater Waktu. 
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titled Opera Bulan Sepotong from which a book of serials was written that Teater Waktu 

titled Opera Baghdad and a trilogy of plays was created. The first two plays in the trilogy 

performed, Opera Bulan Sepotong and Opera Dukun Tiban, were followed by Opera Pesta 

Pelangi. The latter was written by Agus and directed by him in the auditorium of RRT in June 

1994. 

The operas are serials in themselves surrounding the life and afterlife of a Javanese 

noble, a wealthy but miserly factory owner. The dukun tiban is a shaman posing as a man of 

science, a professor, who received his powers through some mystical experience that 

suddenly befell him. The plays are concerned with fakery, deceits, treachery, terror and 

infidelity in the life of the nobleman, his secretary, wife, two disloyal assistants and his 

factory workers. Full truth is always hidden away because it is "off the record", as the 

characters continuously state. Opera Dukun Tiban, written by Agus, but directed by Nasrun 

M. Yunus. Agus explained that the "operas are the substance of dreams and the format in the 

body of the operas as serials are minimalist as drama scripts." 

The performance of Opera Pesta Pelangi is a grotesquerie and a clownerie of masked 

cartoon characters bloated with body prosthesis whose stage movements parody classical 

ballet steps and positions. Ever present are the mocking tones of the two women (wife and 

mistress) struggling for power of possession of the deceased nobleman's estate projects 

becoming a menacing image maintained throughout the brevity of the performance. Liturgical 

music and choir voices underlay the tension between the dialogue in each of the many short 

comic strip-like scenes each terminated by an epilogue of song.74  (See figure D.3) 

The example above indicates similar approaches threading through the other operas in 

the trilogy of plays by Teater Waktu. There is also a similarity of style adopted by this 

recently formed theatre group in the vein of plays written by Nano Riantiarno for Teater 

Koma. They are the quartet, Bomb Waktu, Opera Kecoa, Opera Juliana and Banci Gugat, 

which appeared between 1982-1989. These plays of Nano trace the lives of people who live at 

the margin of society using song and music between the dialogue akin to the style seen in 

Brecht's The Threepenny Opera, which Nano had adapted and directed in 1983 as Opera Ikan 

Asin (The Salt Fish Opera). 

Clearly there is need for more focus of attention to developments in the theatre 

occurring in Semarang and its immediate regions if the number of groups listed above are in 

fact active in theatre performance. Semarang is unique for the reason that it is not only the 

provincial city of Central Java, but also by the fact that there is an arts centre capable of 

generating a theatre. Furthermore, Semarang is port-city for the province and thus it can be 

74  I take my observations of the performance of Pesta Pelangi by Teater Waktu from a video recording 
of the performance at the Arts Centre in Surakarta during 1998 given to me by Agus Maladi Irianto. 
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expected that its population is likely more broad-based than Surakarta but with a different set 
artistic values. Therefore there is need for the theatre of Semarang to be seen in parity with 
counterpart developments taking place in the ancient court capital of Surakarta and that of 
Yogyakarta. 
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APPENDIX E 
Special District of Yogyakarta (DIY) - Yogyakarta 

A former Dutch recreation centre was the premise used for the public discussion and 

theatre workshops held in Yogyakarta from 8-9 August 1998. It was the gedung kesenian 

tertutup Sositet Militer, the arts building for the Military Social Club, a recreation centre of 

the Dutch during the colonial period. The Arts Centre for DIY now uses the building as a 

theatre venue in addition to their main premise located on the campus at the University of 

Gadjah Mada. Sixty participants attended the public lecture and twenty-six actively 

participated in the workshops. Most of them were members from independent theatre groups, 

those on university or institute campuses, and groups formed within existing arts institutions. 

Independent groups are: 
• Teater Sila 
• Teater Lobby Dua 
• Teater Garasi 
• SanggarBambu 
• Teater San ggar Anom 
• Teater Kanvas 
• Teater Mandiri 
• Teater Semero. 

Groups from various institutions include: 
• Teater UNSTRAT (Teacher's College) 
• Teater Hima (ISI, the Institute for the Arts) 
• Teater Asdrafi (Academy of Drama and Film) 
• Teater Apakah (Faculty of Law, University of Gadjah Mada) 
• Teater Sanggar "NUUN", Teater ESKA (both from lAIN (Institut Agama Islam 

Negeri), the Government Institute for Islamic Studies. 

Afrizal Mama draws attention to two plays written by Zak Sorga when director of 

Teater Kanvas of Yogyakarta, Berbiak Dalam Asbak (Bred in an Ashtray) in 1991, and Di 

Luar Ruang (Outside of the Room) in 1993. His point of reference for the plays he describes 

in a working paper is viewed from their texts. That is, the manner in which the way of theatre 

had changed direction from "story" (cerita) to "news" (berita) from the decade of the 70's to 

the decades of the 1980's and 1990's.75  

During the last decades, Afrizal (1995, p.1) describes "the social-political situation as 

all the more uniform through the formation of associations only at the national level." This 

situation arose when the life of politics on campus was abolished and student councils were 

abolished. 

75  During an informal discussion on theatre (Sarasehan Teater) held in Surabaya on 14 June 1995, 
Afrizal Mama presented as a working paper, "Teks-Teks Teater Mutakhir: Jalan Teater Dari Cerita ke 
Berita" (Current theatre texts: the way of theatre from story to news). He also wrote scripts used by 
Boedi S. Otong for Teater SAE in Jakarta. 
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The form of literature in the theatre had changed from story to news witnessed in the 

larger part of the works of Teater Kanvas. According to Afrizal (1995, p.4), what we see 

presented in Berbiak Dalam Asbak is: 

Life which is becoming more pragmatic has created mobilisation of similar 
form in our society. It has not just altered personal relationships so that they 
become relationships full of transactions, but also altered the moral views, 
religion, and the appearance of metaphysical problems from the loss of 
direction of living together.76  

In the desultory world of Berbiak dalam Asbak, where interpersonal relationships 

were breaking down through an irreversible external force at play, the characters were tidak 

sanggupjadi manusia (not capable of becoming human beings). 

Zak Sorba's Berbiak dalam Asbak shares a similar theme with Samuel Beckett's 

Endgame. The play is set in a claustrophobic interior. According to an account by Esslin, 

(1987, p.62) the play "shows of a running down of a mechanism until it comes to a stop. The 

world outside is dead. Some great catastrophe has killed all living beings." Berbiak dalam 

Asbak was performed by Teater Garasi in December 1998, presented under the auspices of 

the Indonesia French Association and directed by Landung R. Simatupang. 

The relationship between two of the play's characters had broken down from the 

outset. The servant of the wheelchair-bound master had been trying to leave him, as he said, 

"ever since he had been whelped." The aged parents of the master are relegated to life in 

dustbins having lost their limbs in an accident. The servant is always forced out but can never 

leave due to uncertainty of how to survive in whatever life exists outside. But if he leaves, his 

master will die from deprivation, and he himself must die, as there is no one else in the 

world.77  

Set in the social and political context of Indonesia, the backgrounding of Beckett's 

play as a metaphor is not far from the reality of events marked in history during the more 

brutal periods under the administrations of both Soekarno and Suharto. In Endgame, the 

master considers himself somewhat the writer. On the particular day in the play, he is writing 

a story about a catastrophe that caused the death of a large number of people while burdened 

with a heaviness of guilt. The burden is a result of the masses pleading for help. "The place 

was crawling with them!" wrote Beckett (1985, p.68). But only the master could have saved 

them. 

76  Kehidupan yang kian pragmatis, telah menciptakan mobilasi sedemikian rupa dalam masyarakat. Ia 
tidak hanya men gubah hubungan-hubungan personal, jadi hubungan penuh dengan transaksi, tetapi 
juga men gubah pandangan-pandangan moral, agama, dan munculnya problem-problem metafisik dan 
hilangnya tujuan hidup bersama. 
77  I have taken the synopsis of the play from my reading of Endgame. The quotation is the utterance of 
the play's character Cloy. Refer to Beckett (1958, p.14). 
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Uncertainty of death faces all in Endgame, the death of the world without and the 

death of master, servant and parental relationships within. It approximated the uncertainty of 

the characters in Berbiak dalam Asbak. Afrizal (1995, p.4) says of the life-world portrayed in 

Berbiak dalam Asbak: 

Religion, ideology and morals were bought and sold. The confusion that they 
faced they continued to carry until death. In the realm of death, they see again 
various roles that possibly were carried out during life. And in reality, all of it 
was nonsense.78  

Negation of the existence of life outside the world of master and servant in Endgame 

was profuse. In his view of Berbiak dalam Asbak, Afrizal (1995,p.5) discovers: 

[ ... ] a spirit that was enthusiastic to repel the world and the reality that was 
not desired, because the existential problems were already irreversibly 
obscure.79  

Often forgotten amongst the independent and prominent theatre groups in Yogyakarta 

such as Teater Kanvas, Teater Garasi and Teater Gandrik are the smaller fry or junior groups 

that are diverse in their theatre activities.80  

An exemplar of diversity is found in the activities of Teater ESK4 at the Govermnent 

Institute of Islamic Studies (lAIN). Stage performances of a rock band and choir, poetry 

readings, presentation of study papers and hosting performances of theatre groups from the 

regions are the many functions undertaken by the group since its establishment in 1980. 

As a theatre group, there were performances of plays by established playwrights such 

as Saini K.M. (Ken Arok), Putu Wijaya (DOR), Arifin C. Noer (Tengul) and Ikranegara (Tok 

Tok Tok). There were also new works by writers (and directors) of Teater ESKA. Among 

these were Otto Sukatno' s Kunci Surga (Heaven's Key), Kajey Habeb' s Untitled (Untitled) 

and . . . dan Anak-anak pun Bertaring (...and Children even have Fangs). Two works by 

Hamdy Salad were performed, Wahsyi (Wahsyi) and Berdiri di Tengah Hujan (Standing in 

the Middle of the Rain). 

Agama, ideologi dan moral telah diperjualbelikan. Kebingunan yang mereka hadapi, mereka terus 
bawa hingga sampai mati. Dan semuanya tern yata adalah nonsen. 
79  [ ... ] semangat yang meluap-luap untuk menolak dunia dan kenyataan yang tak diingini, karena soal-
soal ekistensial yang sudah terlanjur gelap. 
80  The tenns, "smaller fry" and "junior" were terms applied to theatre groups generally by Hatley. The 
first term appeared in her article, "Not by Royal Command: Peoples Theatre in Yogya and Solo", in 
context with those who were among the many amateur groups made up of high-school students, 
dropouts and young unemployed'. Refer to Inside Indonesia (1988, No.13, p.29). The second term was 
applied to Teater SAE and Teater Kubur of Jakarta. Refer to Hatley's article, "Teater Kontemporer 
Indonesia di Daerah: Idiom Pentas dan Rujukan Sosialnya" ("Contemporary Indonesian Theatre in the 
Regions: Stage Idiom and Social Referentiality"), a working paper for an informal discussion of theatre 
(Sarasehan Teater) held in Surabaya, 14 June 1995. These groups described in the manner of Hatley 
add a varied, but nonetheless relevant, dimension of arts activities within the communities of theatre in 
Yogyakarta. Usually their performance repertoire contains a diversity of works and the group's 
function is multi-dimensional. 
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On one other campus in Yogyakarta, at the Institute for the Arts (ISI), the student 
from the Department of Theatre performed Utuy Tatang Sontani' s Sankuriang, directed by 

Ngurah 'Art' Ray, in December 1998.81  The Department formed its own theatre group, Tearer 
ISI, as is the practice of other government arts education institutions. Theatre students at 151 
performed in a style moving between naturalism and realism endeavouring to bring the legend 
of Sangkuriang into a contemporary context. At the same time, the overall form appeared to 
approximate performances of Greek tragedy. As noted earlier the legend itself has association 
with Sophocles' Oedipus Rex.82  

One theatre group that stands out among the many active groups in Yogyakarta is 
Tearer Gandrik. Because of this theatre group's distinctive performance style of acculturating 
the performance traditions of the region, it is discussed at length in Chapter 7 fitting the 
subject of that chapter. 

The case studies of theatre groups discussed in this appendix for Special District of 
Yogyakarta affirm the generation of a theatre that moves within an ever-expanding 
framework of performance innovation. However, that theatre never lost sight of its 
indebtedness to the history in developments of modem theatre styles. Not to be forgotten is 
that Rendra' s Ben gkel Tearer in Yogyakarta was a shifting point in the direction of a modern 
theatre of the late 1960's. Similarly, the theatre of Saini K.M., Putu Wijaya and Arifin C. 
Noer occupies a place on the stage with Utuy Tatang Sontani, for example, in the repertoire of 
theatre groups in Yogyakarta. In addition, adaptation of Western plays, such as those of 
Beckett and lonesco, which in themselves are traditionally characteristic of the process of 
modernisation also fill the performance space. Developments in modern Indonesian theatre in 
Yogyakarta have created conduits through which Indonesian mores, and regional sensibilities, 
have found their way onto the stage. 

81! attended the performance of Sangkuriang by Teater ISI on 1 December 1998 as part of a two-day 
theatre workshop with students of the Department of Theatre at ISI, Yogyakarta. 
12  Refer Bonnefoy 1991, pp.286-287, for a brief comparative description of Oedipus and Sangkuriang. 
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APPENDIX F 

West Kahmantan (KALBAR) - Pontianak 

At the time the public lecture and theatre workshops at the Arts Centre during 10-11 

September 1998, the provincial city of Pontianak was the scene of inter-ethnic fighting. 

Constant street battles, and destruction of private and public property were the result of 

continuous clashes between the indigenous Dayak and the transmigrant Madurese. Despite the 

menacing atmosphere in the city, its population in the order of 600,000 at the time, the above 

activities at the Centre were well attended. Forty-seven participants joined the first day of the 

public lecture and general workshop activities, thirty-five continued during the second day. 

In addition, it must be noted that Pontianak is by degree physically isolated from 

other provinces of Kalimantan; there are no road links through the mountainous hinterland 

and coastal wetlands. Coastal shipping and aircraft is the only means of transportation to 

reach other provincial cities as well as Jakarta across the Java Sea. A main highway links 

Pontianak to the capital city of Kucing in Sarawak, Malaysia, but that is a distance of some 

four hundred and twenty kilometres from Pontianak. Isolation from wider influences of 

modern theatre practices, practitioners and access to facilities, such as commonly available to 

theatre groups on Java, had noticeable effect on those dedicated to establish their own theatre 

in Pontianak. That effect was ultimately one of creative determination and pragmatic 

management of limited theatre resources provided by the centre and the leadership of its head, 

Drs. Musni Umberan. 

There is no known history of sustained modern theatre practices by any one group in 

Pontianak, but on 22 May 1998 Sanggar Teater "Topeng" was established. It is known today 

as simply, Teater Topeng.83  The group was the initiative of Akmad Benyamin (Beben), 

university colleagues and artists. At the time of the group's constitution, the total membership 

was thirty-two comprising an organisational structure with distinct managerial, administrative 

and artistic responsibilities. Without its own premise provided at the Arts Centre, which was 

also its main performance venue and studio, Teater Topeng conducts workshops and 

rehearsals and a twice weekly four-hour exercise routine. 

In addition, the Department of Education and Culture (DEPDIKBUD) at that time 

had created positions for dramaturgs in several of its regional offices through the Arts 

Division of that Department; KALBAR was a recipient of one position. Ricky Silalahi was 

the appointee for the region, his pendopo (open performance pavilion) was an alternative 

rehearsal space and his skills were applied to a wide community arts base. His participation 

83  The change of name was on recommendation of Sopar Darma Tambunan, my research assistant 
when attending a training sessions by San ggar Teater Topeng All members agreed with him that the 
simplicity of name was more readily identified with theatre groups throughout Indonesia. 
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and creative leadership during my theatre workshops at the Arts Centre created an interactive 
environment for all participants. 

They comprised for example, Dayak, Madurese and Chinese who worked together 
creatively on the stated workshop theme of tolerance and harmony in society within a 
framework of its ethnic and religious diversity as well as its conflicts. A prominent theatre 
artist from Jakarta attended who happened to be in Pontianak at the time. Jajang C. Noer, the 
actress wife of the late Arifin C. Noer, provided a rare opportunity for workshop participants 
to discuss the work of Teater Ketjil, the initiative of the writer, director and actor, Arifin C. 
Noer. 

The inaugural performance of Teater Topeng at the Arts Centre on 5 September 1998 
used the theme of Tranquility and community Unity (Ketentraman dan Persatuan 
Masayarakat) at the height of communal clashes between the Dayak and Madurese. As a 
comedy-cum- parody, Drakula was written and directed by Beben for a cast of sixteen. Set in 
a family inn (losmen), the guests are beset with the problem of having discovered a corpse 
that had been the victim of the bloodsucking creature, Dracula. As is common in family inns, 
guests were from different cultural backgrounds. Through his play, Beben cast accusations 
against each of them. All of them were suspects in the murder case and consequently the 
substance of ridicule by Dracula. Furthermore, through the character of Dracula, Beben 
parodies the infiltration of an external "foreign party" as a disturbing force of unity and 
tranquility. (See figure F.1). 

Beben' s ultimate dramatic polemic constructs a unity of strength at the centre of the 
community, although culturally diverse, its unity is capable of overcoming all disputes that 
overwhelm everyday lives. Through the character of the life-blood sucking Dracula, Beben 
also parodies the Indonesian people's inclination of choice to request aid from the "foreign 
side", meaning the West. 

Concerning the background of the play, Beben commented that it inculcated the spirit 
of unity and integrity, an eternal inheritance of ancestors, that remains strongly rooted in 
society. It is a healthy model in the advancement of the faithful and the pious to Tuhan Yang 
Maha Esa (the one God). But spirituality is not the only essence Beben attached importance 
to in his work. As the creator of this version of the story of Dracula, Beben unabashedly 
admitted to the picture of life being "poured out" in the form of a light comedy through his 
conscious choice of the title Drakula. He unashamedly confessed that this choice was readily 
made for the reason of its commercial value and the potential level of audience attraction.  84 

84  In the discussion on the play of Drakula and general commentary on Teater Topeng, I have used two 
documents provided by Beben. They are, "Laporan Pertunjukan Lakon Parodi 'Drakula" 
(Performance report of the parody play 'Drakula') containing the script and "Sanggar Teater Topeng" 
(Teater Topeng) containing the group's charter and artist's profiles of Teater Topeng. 
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Teater Topeng also inherited a form of theatre that had long been of popular tradition 

in West Kalimantan, which culturally is of Malay ancestral roots. In the province of West 

Kalimantan, it is a form of folk theatre (teater rakyat) known as mendu. According to Jacob 

Sumardjo (1994, pp.68-69), mendu developed as a modern form of theatre in the 

predominantly Malay cultural regions of the archipelago since the end of the 1800's as a 

carry-over of a theatre group named Mendu created by Indian performers on the island of 

Penang. Traditionally, a presentation of mendu opened with the entrance of a magician 

(pawang) to pray for welfare (keselamatan), approval (izin) and the blessing (berkah) of the 

god Mendu. 

Formerly stories were of Arabic and Hindu origin taken from the many tales of The 

One Thousand and One Nights (Seribu Satu Malam), Ramayana, the Panji romances and 

historical accounts of ancient kingdoms as well as local folk stories all of which were 

improvised from a set story-line. Sumardjo noted the style of performance, apart from the 

dialogue, used music, song, and dance. These elements were characteristic in the performance 

of Drakula by Teater Topeng. According to Beben, his two-hour version of Drakula, 

although succinctly scripted, demanded much improvisation where occasionally he introduced 

the regional Dyak language as a theatrical idiom. 

According to I Made Bandem (1995, pp.170-175), stories of the folk theatre, Mandu, 

formerly told of historic accounts of the god Mandu. He noted there is opinion that its name 

was derived from the word meng-Hindu-kan (to "Hinduise") because most of the stories 

originally presented were from the zaman Hindu (Hindu period). Bandem reported the 

appearance of Mandu in Sambas, West Kalimantan, in 1812, fairy tales, legends, stories from 

Arabic and Hindu kingdoms and those described by Sumardjo were added during its 

development. Bandem also pointed out that although the language used for dialogue and 

singing was Indonesian, in the witty clown scenes, the regional language was often present. 

Mandu was performed as an entertainment for its audience of farmers, fishermen and the 

everyday village or suburban dweller for the occasion of national and religious holidays or for 

a marriage festival and circumcision for example. From the description of mendu, we can see 

a close association of performance style with Beben' s presentation of Drakula .85  

Regardless of the subtext that parodies the ill effects of negative intervention through 

foreign presence, signified by Dracula blood sucking on his prey at the family urn, Teater 

Topeng set out to entertain its audience and achieved commercial success. Aspirations to 

create a high standard theatre production in Pontianak are the result of Teater Topeng 

resolving to develop full accountability for management and administrative procedures of the 

group's daily business affairs. Beben and its members possess a high degree of business 



345 

management skills and sense of reality. From the outset, Teater Topeng set out to sell their 

theatre while the mask of any pretension that Drakula was anything else than an 

entertainment had disappeared.86  

At the first public performance of Drakula by Teater Topeng of two hour's duration, 
it attracted an audience in the order of three hundred, although it was performed for one night 

only. The auditorium at the Arts Centre has a seating capacity for only two hundred and fifty 
patrons. The extraordinary response was a result of Beben' s own efforts as the creative 

inspiration and prime motivator of innovative scripts for the group. He already had adapted 
Sinderela (as a parody of Cinderella), Romi & Yuli from Shakespeare's Romeo and Juliet, in 

addition to new works, Pesta Reuni (Reunion Party), Indonesia Negeriku (Indonesia My 

Land) and Harapan (Hope), none of which at the time (1998) had been performed by Teater 

Topeng. 

In September 1998 there were rehearsals for Saini K.M.'s play, Ben Gotun, by the 

theatre group, Lembaga Seni Rakyat (People's Art Society) or LASER, a group based at the 
Arts Centre. Future development of modern theatre in Pontianak and for the province of West 
Kalimantan rests with the membership capabilities of Teater Topeng to sustain its initial 
momentum and maintain future levels of both managerial acumen and creative initiative. In 
January 1999, Beben reported that Teater Topeng had reached a membership of sixty-eight, 
eighteen of these representing more mature age members, the remainder from secondary high 
school.87  

There is a substantial function yet to be played by regional arts authorities, including 
those of government, as well as the theatre community itself in Pontianak. Performances held 
at the Arts Centre, specifically those of theatre, were restricted in their standard of theatrical 
presentation and innovative stage techniques could not be accommodated. Very basic 
facilities for theatre, an adequate performance stage with a functionally planned auditorium 
and conventional stage technology, were lacking in Pontianak. At the time, the Arts Centre 
lacked basic sound and video recording equipment and thus was unable to record theatre 
performances or meetings held by theatre artists such as the public discussion and theatre 
workshop in September 1998. There were plans for renovation of the Arts Centre for 

85 Refer also to Edi Sedyawati (1998, p.85  & 95) Performing Arts, for mendu and its Malay cultural 
background. 
86  After conducting the lecture and theatre workshops in Pontianak, I was interviewed by Yudi Yusmili 
of the Banjarmasin Post (11 October 1998) when in Banjarmasin, South Kalimantan. He wrote the 
article, "Menjual Teater dan Menghilangkan Topeng" (Selling theatre and losing the mask), in which I 
referred to recent developments of theatre in Pontianak with specific reference to Teater Topeng. 
87  From a personal communication of 11 January 1999, I received from Beben when he reported theatre 
activities of Teater Topeng and others. They included a collaborative performance, Negeri Cintaku 
(The Land I Love), a traditional performance of mendu by Teater Mendu (January 1999), and Pinokio 
(Pinocchio) and Mimpi Buruk (Nightmare) for children's theatre, as well as Pelangi (Rainbow) planned 
for 2000. All were written (adapted) and directed (improvised) by Beben. 
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KALBAR to be undertaken in 1999 that will add to the stimulus for, and effectiveness of, 

performances by theatre groups such as Teater Topeng. 
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4PPENDIX G 

South Kalimantan (KALSEL) - Banjarmasin 

Attendance at the public discussion and theatre workshop at the Arts Centre in 

Banjarmasin for the province of South Kalimantan during 18-19 September 1998 drew a 

similar response with that experienced in Pontianak. In this province, unlike that of West 

Kalimantan, a greater number of established theatre groups existed and the reputation of 

several had already been spread beyond Kalimantan through performances at venues in other 

provinces of Java, including TIM in Jakarta for example. Of the eighty-three participants at 

the public discussion (forty-eight at the theatre workshop), the majority represented the 

groups, Sanggar Teater Banjarmasin (1969), Teater Himasindo (1990), Sanggar Lawang 

Grup Teater Yayasan Sanggar Budaya Kalsel (1991), and Teater Demokrat (1998). 

There was sharp contrast in the facilities available at the Arts Centre for South 

Kalimantan compared to at the centre for West Kalimantan. There it was possible to use 

overhead projection or video recording facilities and the theatre venue was without the most 

basic and conventional stage provisions. The participants attending the lecture and involved in 

the theatre workshops in Banjarmasin received greater benefit for theatre education because 

of the venue and facilities at their disposal. (See figures G. 1 & G.2). 

Considering the size of population of the city of Banjarmasin, compared with the 

lesser populated provincial cities of Kalimantan such as Palu, the number of groups whose 

prime activity is the practice of modern theatre is considerably few by comparison. Sapardi 

(2000) listed only two more in addition to those who registered for the theatre workshops at 

the Arts Centre in 1998. They were Group Seni Drama Sedia (1963) and Sanggar Teater dan 

Sastra Karantika (1991). 

In the outer provinces of Indonesia, campus theatre makes an important contribution 

to the overall development of theatre literature and performance. South Sulawesi is no 

exception. Campus theatre is not seen as a direct challenge (or in opposition) to those groups 

who are independent with respect to audience demand or sponsorship requirements. But the 

role of a 'resident' director and playwright is often no less important. For Teater Himasindo, 

E. (Eman) Hermansyah Sastrapraja became director and writer. He was a theatre graduate 

from the College for the Arts (ASTI), Bandung and is now a theatre functionary with the Arts 

Centre for the province. Eman' s critical accounts of theatre development in the various 

Banjarmasin press institutions illustrate both diversity and proliferation of theatre 

performance in the province.88  

88  Eman Hermansyah provided me with a compilation of press articles and other essay, "Teater Sebagai 
Media Komunikatiff' (Theatre as a Communicative Media), printed by the Taman Budaya PropKalsel 
(Arts Centre for the province of South Kalimantan). I use its documentation for general discussion on 
the theatre of in Banjarmasin. 
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Himasindo in the name of Teater Himasindo is an acronym for Himpunan Mahasiswa 

Sastra Indonesia (Indonesian Literature Student's Association). The theatre group began the 

1990's comprising students of language and literature at the University of Lambung 

Mangkurat in Banjarmasin. It later included other faculties as well as lower and upper levels 

of secondary school students. The membership of Teater Himasindo created works of a style 

maintaining a process fitting with the guidance of inner self (tuntunan hati nurani) in a period 

that was now increasingly industrial and global. The stage plays of Hermansyah for Teater 

Himasindo were explorations of both the inner self and of a wider world-view. 

Within the predominantly Dayak culture of the region, the public of Banjarmasin 

witnessed the performance of Masyitoh Yang Terluka (Masyitoh Injured) by Teater 

Himasindo, first in 1995, then again in 1997. However, Eman' s version appeared long after 

the Sundanese language version of Masvitoh by Ajip Rosidi in 1963 discussed in a previous 

chapter. Nonetheless, in the context of the exploration of the "inner self' by Teater 

Hisamindo, the story of Masyitoh, the Jewish slave of the Egyptian pharaoh, also has a 

special significance. This story, originally found in the Islamic al-hadith, the sayings of the 

prophet Muhammad, and concerns Masyitoh' s struggle with her inner self to maintain faith in 

Tuhan Yang Maha Esa (the one God) and in that sense can be seen to be consistent with the 

professed orientation of Teater Hisamindo.89  

The works of Eman are predominantly explorative and elemental in an absurdist style 

while expressive of the avant-garde that is witnessed in the performances of Teater Payung 

Hitam at the STSI in Bandung for example. This is according to a press notice of a 

performance of Metamoifosa Sosok Bingung (Metamorphosis of a Confused Being) 

performed at the Pasundan University, Bandung, in April 1996. It was the first time the group 

had "shown its teeth in Java", according to Eman. He elaborates on the content of his play 

describing it as dialectical, relating to the confusion of human beings whose world is located 

within the boundaries of values laid down by conventional morality, resulting in a 

metamorphosis of the human being. 

Meramoifosa Sosok Bingung tells about human beings whose confusion is 
because of the conventional values of morality [...1  causing them the loss of 
point of view as well as self-esteem. [...] Moral convention is questioned 
F ... ] is debated sharply. Because in the point of view of the play, the 
boundary of a moral and an immoral deed is very thin - as thin as the 
boundary [between] a living creature and its shell [in the case] of a shellfish. 
And all this must be reworked later in terms of a perception of understanding 
that 'morality' and 'immorality' is in the main part determined by the tenets a 
society agrees upon [than upon any fixed moral truth].90  

89  The hadith are the sayings and undertakings of the prophet Mohammed as recalled by his followers 
after his death. In that respect, they are likened to the Christian Gospels. 
90  Metamorphosa Sosok Bingung mi berkisah tentang manusia-nwnusia yang kebingunan oleh nilai-
nilai moralitas konvensional [..] mengakibarkan mereka kehilangan visi dan harga din. [ ... ] Konvensi 
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Other plays were written and directed by Eman for Teater Himasindo of a similar 
explorative nature on metaphysical themes. Among them, Sosok dalam Bumi (Form in the 
Earth) and Lintas Bumi (Across the Earth), but his directing and writing was not confined to 
that group alone. Eman moved between other theatre groups both on campus and off campus. 

The Faculty of Social and Political Sciences of the same university supported a group, 
Teater Demokrat, formed in 1998, headed by Ibnu Fauzi with Riza Wardani as artistic 
director. Performances by Teater Demokrat were frequently directed by Eman who also 
directed for two resident groups at the Arts Centre, Teater Banjarmasin and Sanggar Lawang, 
where he was directly involved as a theatre functionary. Modern theatre performance was not 
the only domain of Teater Banjarmasin. Traditional folk stories of legendary heroes from 
ancient kingdoms are also performed. The group presented Abu Tansil, in simple stage setting 
but with the richness of traditional court costuming. (See figure G.3). 

Sanggar Lawang was established in February 1994 as a multi-disciplined arts body 
involving not only the level of theatre, but also dance, music, fine arts and literature as well as 
a firm base for traditional arts. Each discipline has a director of specialist skills. The group is 
currently under the general leadership of Dimas Rohmadin and the artistic directorship of 
Murdin. The charter of activities for Teater Lawang in all disciplines calls for discovery, 
development, exploration, experimentation and presentation of all forms of art within 
traditional idioms of the province of South Kalimantan. 

Theatre presentations of Sanggar Lawang are therefore characteristic of diversity in 
form, style and content. Even performance art created by Eman, Persembahan (Dedication) in 
1994, and Manusia Baru, Baru Manusia (New Man, Man of New) 1996, were part of the 
theatre repertoire that include one other of his plays, Ritus Upacara Ritus (Rites of Ritual 
Ceremonies), written in 1994. Therefore, modern theatre is a distinctive component of 
Sanggar Lawang with broad (and mixed) artistic aspirations that included a performance of 
Saini K.M.'s Egon in 1997 directed by Eman. (See figure G.4) 

Sanggar Lawang had also explored traditional performance of the native Banjar 
inhabitants that includes the Bukit people (or Hulu Ban vu Dyak) through the tradition of 
Teater Japin Carita, a form of folk theatre. Two new works in this form of theatre were 
performed, Upung Memadahi Mayang, written and directed by Y.S. Agus Suseno, and 
Takajut by Abdus Sukur M H. These plays entertained while at the same time were filled with 
religious messages, specifically those of Islam. The tradition Teater Japin Carita developed 

moral dipertanyakan . . .j didebatkan secara pajam. Sebab, dalam visi lakon mi, batas perbuatan 
bermoral dan tidak bermoral sangat tipis - setipis batasan mahluk hidup dan benda pada kerang. Dan 
semuanva kemudian dimentahkan den gan persepsi bahwa pen gertian 'bermoral' dan 'tidak bermoral' 
lebih ditentukan oleh kesepaketan masyarakatnya. 
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along with the development of Islam in South Kalimantan at the turn of the 17th.Century.  (See 

figureG.5) 

Originally, the stories in the tradition of this theatre were improvised, based on 

everyday events amongst the people and performed without a written script or director, the 

performers interacting freely with the audience. Banjarese, the regional language akin to 

Malay, was used and remains in predominant use today with the addition of a mixture of 

Indonesian. Although elements of improvisation are still introduced today, the stories are now 

scripted in 'modern' stage format with dialogue. Two examples of works of Teater Japin 

Carita are I/uk by Y.S.Agus and Akur by Abdus Sukur M H that were published by the Arts 

Centre (Taman Budaya) for the province of South Kalimantan in Banjarmasin, 1994-1995. 91  

The mixed repertoire of plays directed by Eman (Herman Sastrapraya) is not only 

witnessed in the several theatre groups in Banjarmasin with whom he was associated. The 

theatre of Adjim Arijadi indulged in cultural diversity and a broad spectrum of theatre 

practices throughout an extensive history of performances. His name may not appear 

alongside of the names of those theatre artists that Asmara associates with the tradisi baru 

(discussed in a previous chapter), namely, W.S. Rendra, Teguh Karya, Arifin C. Noer, Nano 

Riantiarno, llcranagara, Wisran Hadi, Suyatna Anirun, Saini K.M. and Putu Wijaya. 

Nonetheless, as playwright, director, actor and prime motivator of the theatre group, San ggar 

Budaya, Adjim is not only celebrated in Banjarmasin, but is also respected nationally, with a 

firm reputation long established in Java. Unlike most of the artists above, however, Adjim 

never came to the attention of international observers. 

Outside of the chronicles found in Banjarmasin, there was no evidence found 

elsewhere of documentation of the theatre of San ggar Budaya or of plays written or directed 

by Adjim. Press attention was only shown during occasions when there were performances in 

the cities of Java. The history of modern theatre in Indonesia has yet to determine a place of 

posterity for this group and its leader is believed to have made a major contribution to the 

theatre in terms of its long period of sustainability and prolific artistic achievement. That 

achievement began, and continues today, through the vitality and vision in the theatre of 

Adjim Arijadi. 

Adjim left Banjarmasin in the early 1960's to follow studies of dramaturgy at the 

Academy of Drama and Film (ASDRAFI) in Yogyakarta. There he was active in theatre with 

911 have taken these notes from extensive documentation of the art of traditional theatre/drama of Japin 
Carita in the subdistricts of Tabalong and Hulu Sungai Tengah (HST) of South Kalimantan. It was the 
subject of a special report following implementation of practice of the form in June 1994. The two 
plays, Iluk and Akur are part of that report I received from the Arts Centre. The repot is titled "Laporan 
- Pen golahan Seni Teater/Drama Tradisi Japin di Kab. Tabalong dan HST' (Report - Preparation of 
traditional theatre/drama of japin in the sub-districts of Tabolang and HST). The report was published 
jointly by DEPDIKBUD and the Arts Centre for South Kalimantan (1994/1995). 
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Rendra as well as joining events of arts students in Bandung before returning to Banjarmasin 
in 1966. Sanggar Budaya was registered on 5 May 1967 by a public notary, unlike other 
performance groups, as a formal association under its full name, Yasasan Sanggar Budaya 
Kalimantan Selatan. Adjim and other founding members had the support of the Mayor of 
Banjarmasin and the Governor of the province with a mandate to raise the public 
consciousness and engender participation in all levels of artistic skills in the arts. 

At the level of performing arts, Sanggar Budaya conducted studies of stage 
technique and appreciation of theatre arts covering a repertoire of regional, national and 
Western plays. Certain forms of traditional performing arts of the region became a focus 
among the many of its presentations that were not only confined to the theatre stage but also 
were directed for television performance. 

Performances in public did not appear until 1 November 1967 when Sanggar Budaya 
performed a trio of three plays depicting characters of old men in a stage presentation titled 
Parade Drama Kakek (Drama Parade of the Elderly). In the trio were two Western plays, 
Kereta Kencana (The Golden Carriage), the 1964 adaptation of lonesco's The Chairs by 
Rendra, and Pagi Bening (A Clear Morning) by the Spanish playwright brothers, Senafin and 
Joaquin A. Quintaro.92  (See figure G.6). In the last of the trio of the plays, Adjim performed 
in his own work, Bulan Emas di Jendela Kakek (Golden Moon at the Old Man's Window). 

To mark thirty years of artistic activity (to November 1997), Sanggar Budaya 
documented its cultural events in the regions of South Kalimantan in an unpublished edition 
titled Langkah-Langkah 1967-1997 (Steps 1967-1997). Upon its inception, Sanggar Budaya 

did not occupy a theatre premise, but instead performed whatever building was available as 
well as moving from village to village until a large house was contracted in the market district 
(Pasar Kelayan) in 1968. Initially, the activities of the group were self-supporting, funding 
support was never obtained from the regional government, or furthermore, from the regional 
office of DEPDIKBUD. Nonetheless, Sanggar Budaya performed one hundred and eighty-
three works in the thirty years between 1967-1997. 

Notable among the Indonesian writers whose plays were performed by Sanggar 
Budaya were Misbach Yusuf Biran (Bung Besar), Arifin C. Noer (Mega-Mega, Kapai- 

92  The popular Spanish farce in Indonesia, Pagi Bening (A Clear Morning) by Serafin and Joaqin A. 
Quintaro was introduced into the repertoire of Studikiub Teater Bandung (STB) as Suatu Pagi Yang 
Cerah (A Sunny Morning) by Suyatna Anirun in September 1971 and October/November 1985. It was 
performed on 28 October 2001 in Bandung to celebrate the life time achievements of Suyatna Anirun in 
the theatre of STB during an evening's celebration, "Malam Suyatna Anirun" (A Night of Suyatna 
Anirun). 
93  Adjim Arjadi presented me with an edition of Langkah-Langkah 1967-1997 and other material of 
Sanggar Budaya at the time of the public events held at the Arts Centre for South Kalimantan in 
Banjarmasin on 19 September 1998. Those events were recorded on video and presented to me by the 
Head of the Arts Centre, Drs. H. Syahrir. I use the material in Adjim's edition for general discussion on 
Sanggar Budaya. 
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Kapai), Kirdjomulyo (Pen ggali Intan), Montinggo Busye (Nonya dan Nonya) and Iwan 

Simatupang (Taman). The popular (and technically demanding) plays of Nano Riantiarno, 

Konglornerat Burisrawa, Suksesi, Born Waktu and Opera Kecoa were also in the repertoire of 

San ggar Budaya. Productions of Born Waktu (Time Bomb) and Opera Kecoa (Cockroach 

Opera) were performed to commemorate the twenty-fourth and twenty-fifth years respectively 

of the group's existence. Popularity and significance of theatre performances by San ggar 

Budaya in Banjarmasin in 1992 are witnessed by the fact that Adjim and his production team 

of twenty-nine members were able to stage Opera Kecoa with a cast of forty-eight players.94  

In addition to the adaptations of works by lonesco and the Quintaro brothers, other 

Western works included the plays of O'Neill, Sartre, Chekhov, Gogol and Shakespeare's 

Harniet and Macbeth. Interspersed with the foreign stream of plays were works created by 

Adjim Arijadi. At the end of November 1997, there were in the order of sixty-two individual 

presentations, locally produced for stage, television and video recording. But these 

presentations were not confined to audiences in Banjarmasin or to tours of other provinces of 

Kalimantan. 

Not long after TIM was developed in Jakarta (1968) and had firmly established a 

reputation as the nation's showcase for the arts, San ggar Budaya gained national attention 

with a performance of Adjim' s Batu Intan (Uncut Diamond) in 1971. It was showcase 

presentation as part of a program, "Drama Performance of Four Cities"; sponsored by the Art 

Directorate of (DEPDIKBUD) with plays presented from Ujung Pandang, Surabaya and 

Palembang. TIM was several times a performance venue for Sanggar Budaya since its 

positive reception Adjim's first play. An historic legend from the province of South 

Kalimantan, titled Lambang Mangku rat di Negara Dipa, was performed at TIM in 1978. 

Since his formative theatre days in Yogyakarta in the early 1960's, episodes of 

history containing heroic stories from South Kalimantan had been dramatised by Adjim in an 

epic titled Antasari.95  Among them were Guntur Hararn Manyarah, Halilintar, Haram 

Manyarah, Sembilu Hararn Manyarah, Perang Banjar, Tanah Kita di Banua, Teratak 

Derrnaga Darah and Langkah-Langkah in 1996. Dernang Lehrnan was one such story 

performed at TIM in 1986 while three episodes of the epic, Antasari, formed a scenario for a 

televised serial in 1994. 

Other plays reached various destinations throughout Java and Kalimantan. Kosong-

Kosong and Saruni were performed in Surakarta and Yogyakarta in 1995. The latter play also 

94  Among the documentation Adjim presented to me were the programmes for his productions of Born 
Waktu and Opera Kecoa. The production of Opera Kecoa consisted of a team twenty personnel as 
artistic advisors and crew. 
95  According to Ricklefs (1990, p.1  31), Pangeran Antasari, a prince of the royal house of Banjarmasin, 
joined with a peasant leader, Sultan Kuning, to lead a major assault against the Dutch during the 
Banjarmasin War (1859 - 1863). Consequently, he was made a national hero of the province. 
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was presented in Balikpapan and Samarinda, East Kalimantan in 1996 and filmed by the 
national television channel, TVRJ, during the same year. 

Plays written by Adjim Arijadi, although at the centre of development of modern 
Indonesian theatre, did not mean a denial of the existence of regional theatre of the Banjar 
people. Interculturalism was as much the property of his plays and performance scenario of 
Sanggar Budaya as were the works, for example, of Jujuk Prabowo and Butet Kartaredjasa 
for Teater Gandrik in Yogyakarta and Wisran Hadi's Teater Bumi in Padang, West Sumatra. 
In fact, the encounter of Sanggar Budaya with regional folk theatre (and music) such as 
Mamanda, Tantayungan, Japin Bakisah, Wayang Gung, Teater Damarwulan or tearer tutur 
Lamut and Dundam are distinctive in Adjim' s play, Luka-Luka (Wounds), performed as well 
at TIM in September 1993. In a statement from the "Introduction" of the play's program notes 
for its performance at TIM, Sanggar Budaya expressed the following: 

Luka-Luka, in reality of the theatre, is a materialisation of Indonesian theatre 
whose growth and development has been revered by the society of the 
province of South Kalimantan. F...] Luka-Luka was fostered by them as a 
performance, a staging F...] indeed possessing local colour of ethnic culture 

.1.96  

One problem addressed for the theatre of Sanggar Budaya was not with respect to the 
effort of quest for theatre to materialise, but concerned the problem of that which is presented 
to the audience. Concerns of capabilities to fulfill the desires and proclivities of the audience 
by members of the group occupied the theatre of Adjim Arijadi. However, in reality, Sanggar 
Budaya possessed multi-disciplinary artistic skills suitably effective to satisfy the most 
demanding cultural appetites of an audience. Luka-Luka possessed a richness of local colour 
through the application of ethnic culture from South Kalimantan. 

In the same "Introduction" to the programme for the play Luka-Luka, Sanggar 
Budaya expressed: 

Modern theatre, as a work of theatre, opens much possibility for the 
appearance of dynamic practices of regional art or the primitiveness of the 
people of the interior who are ethnically Dayak. Or the naturalness of their 
religion or the straightforwardness of their society which provides a taste of 
local humour, of spontaneous and communicative values such as that found 
in the forms of [regional] theatre [,]97  

96 Luka Luka dalam ken yataan teaternya, ada/a/i sebuah perwujudan tearer indonesia yang 
pertubumhan dan perkembangannya dibesarkan oleh lingkungan masyarakatnya di prop insi 
Kalimantan Selatan. [ ... ] Luka Luka yang digarapnya, hanyalah sebuah tontonan F...] memang 
memiliki warna lokal etnis budaya [ ... ]. 
97  Teater modern sebagai karva teater membukakan ban yak kemungkinan munculnya latihan latihan 
dinamika kesenian daerah atau keprimitifan manusia pedalaman dengan etnis budaya Dayaknya. Atau 
wujud relegi atau kepo/osan manusianya yang kadang kadang memunculkan rasa humor /okal, 
spontanitas dan ni/ai komunikatfseperti yang sering kita temukan pada tearer [daerah-daerah]. 
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One form of folk theatre mentioned above, Mamanda, was a strong source of 

influence for the style of performance of Luka-Luka. Wa yang Gung (Gong) was another genre 

in combination with stories from elements of Banjar art including gamelan of the Banjar as 

well as variations of local songs. 

Bandem and Murgiyanto (1996, pp.l'75-178) described Mamanda as folk theatre with 

stories from the region of South Kalimantan dominated by clowning, dance and song. Stories 

were originally taken from Tales of Old Malay (Hikyat Melayu Lama). In their account, a 

theatre group of Abdul Muluk from Malacca (Johor) named Komedi Indra Ban gsawan first 

performed in Banjarmasin in 1897. Mamanda afterwards developed from the theatre of Adul 

Muluk fusing with existing regional genre such as bapandung, gandut, joged and japen, for 

example. 

During the period of development of Mamanda, two distinctive styles were created. 

The first, Mamanda Periuk, placed emphasis on elements of singing and dancing with songs 

or religious chants (kasidah) in Arabic. The second style, Mamanda Tuban, was more 

important for its stories that are related to everyday life although there are stock characters 

expected by the audience to appear in each story. Depending on the need of the story, the 

characters who usually appeared are as follows. Anak Muda (a Young Man), Anak Raja (a 

Young King), Mangkubumi, (a High Administrator of the Malay court), Wazir (the Vizier), 

Dayang-dayang (Ladies-in-waiting), Komplotan Begal (the Robber), Raja fin (the King of 

the Genies), Orang Miskin (the Poor), Orang Tua (the Aged) for example.98  (See figures G.7 

& G.8). 

Although identified with the development of modern theatre in South Kalimantan, 

Adjim Arijadi has remained close to the roots of his Banjar culture. He was production 

supervisor for the performance entered the National Festival Theatre (Festival Nasional 

Teater) FNT held in Bandung during 3-7 October 1996. Participants from the province of 

South Kalimantan presented a comedy play (sandiwara komedi) titled Abu Tamsil Siluman 

Loknaga, a work written and directed by H. Bakhtiar Sanderta. It was described as pola 

garapan artistik, diangkar dari esensi teater tradisional Mamanda, a pattern of an artistic 

idea, lifted from the essence of traditional theatre Mamanda. 

In the year of 1997, Sanggar Budaya had served the province of South Kalimantan, 

and beyond, with thirty years of artistic achievement. That year was marked with a production 

98 I attended a performance of Mamanda on 20 September 1998 in Banjabaru, a satellite city of 
Banjarmasin, to mark the anniversary of the Banjarmasin Museum. All stock characters I have 
described were witnessed during a performance of one-hour duration. 
99  I attended the performance of Abu Tamsil Silunwn Loknaga on 5 October 1996 in the theatre venue, 
Gedung Dewi Asri, at the College for the Arts (STSI), Bandung. Elements of the style of Mamanda in 
the performance were those witnessed in the performance on my visit to Banjabaru in September 1998. 
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of Adjim Anj adi' s work, Negeri Hamparan Telaga Wangi, a script for a performance of 
Mamanda that was recorded for posterity on video. 

The provincial capital of Banjarmasin, and the cities of the subdistricts in the regions 
of South Kalimantan, is dominated by performing arts groups with emphasis on cultural 
tradition. These are the traditions of the Banjar people, the various groups of the Dayak and 

other cultural groups such as the Bugis, Ngaju, and the Javanese. Common are those groups 
who perform the traditional genres, japin, mamanda, wayang gong, wayang kulit, wayang 
orang, kuda gepang (gipang, lumping and reog), ludruk and ketoprak are among them. 
Wayang forms, for example, are essentially of Javanese acculturation through story content 
and use of gamelan accompaniment. Wayang gong specifically takes its themes from the 
Ramayana and emphasises the use of the gong in gamelan. However, in South Kalimantan, 
the form of wavang gong has been somewhat influenced by bangsawan of Malay tradition, 
especially in presentation techniques and in visual style of performance.'°°  (See figure G.9). 

Although Sanggar Budaya is a modern theatre group of longstanding and prominence 
in the provincial capital of Banjarmasin, its tradition of modern theatre has not yet been fully 
established. At the least, its potential for future growth and development remains yet to be 
fully advanced to the extent that it shares a conspicuous place alongside the more prominent 
theatre throughout Java. To become conspicuous, theatre groups in the regions have to 
advance basic management skills apart from the artistic advancement as a matter of course in 
the propagation (and sustainability) of their everyday existence. 

Management skills are required by theatre groups to maintain well-preserved and 
extensive records of performance activities. Furthermore, there is clearly a need for 
documentation of the history of developments in modern theatre of South Kalimantan. In 
addition, preparation of well-presented marketing material by individual theatre groups for 
promotional purposes is essential. Promotion serves not only the group's own image and 
interests in attracting sponsorship, but it is vital to the interests of its theatre public. It was on 
the issue of marketing and promotion of the theatre in the regions that I was outspoken in a 
press interview when saying 

(among other concerns) that theatre had to be sold.'°' 

.... 
 
Refer to wavang gong and its affiliation with bangsawan in Edi Sedyawati (1998, pp.94-95). I am 

familiar with the style of wavang gong through a video recording of a village wedding ceremony in 
South Kalimantan by courtesy of the Directorate of Art, Department of Education and Culture 
(DEPDIKBUD). 
°' I refer to a press article by Yudi Yusmali, "Menjual Teater dan Menghilangkan Topeng" (Selling 

theatre and dropping the mask), in the Banjarmasin Post, 11 October 1998. Following other interviews, 
there appeared the press articles, "Pemerintah Diminta Dukung Perkembangan Teater" (Government is 
asked to support the theatre), in the Banjarmasin Post, 19 September 1998, and "Teater di Indonesia 
Kurang Dikenar' (Theatre in Indonesia is insufficiently recognised), in Dinamika Berita, 19 September 
1998. 
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Theatre groups concerned with the quality of their performance and sustainability 

need to ensure that effective promotion enhances opportunities to be recognised on the map 

Indonesian theatre. The theatre groups, Sanggar Teater Banjarmasin, Teater Demokrat and 

San ggar Lawang Banjarmasin, for example, are located on that map if we turn to the art and 

culture directory of Damono (2000, pp.  240 & 246) as a guide. The long-standing theatre 

group of Adjim Arijadi, San ggar Budaya is not located. It is for that reason there is a focus on 

that group and its place alongside other theatre groups pivotal in developments of modern 

theatre in the province of South Kalimantan. 
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APPENDIX H 

East Kalimantan (KALTIM) - Samarinda 

Evidence of modern theatre activities, or at least signs of their development, was not 
immediately apparent during the undertaking of the public lecture at the Arts Centre on 24 
September 1998. Nor did much evidence appear later during the period spent in Samarinda. 
This was contrary to the initial signs of enthusiasm engendered by those attending the lecture. 
Forty-five participants represented a cross section of groups comprised largely of secondary 
school and university students and established bodies representing traditional performing arts 
of the region, some of whose leanings were also toward modern theatre performance. Those 
identified in attendance were Teater Mahakam, Teater Apa, Teater Citra Tepian, Teater 
Gong, Teater Tegal, Grup Tari Tradisional Samarinda, Teater Bumi and Teater Gelang. 

Communications between organising bodies of the arts bureaucracy, the regional 
office of DEPDIKBUD, responsible for the management of the Arts Centre, and the Arts 
Council for the region (Dewan Kesenian Daerah Samarinda), inexplicably faltered over plans 
for theatre workshop activities. These activities did not proceed. Participants at the public 
discussion had not been given prior notice that a two-day workshop would follow and those 
able to attend on short notice were too small in number to create sufficient group workshop 
interactivity. Furthermore, one productive campus theatre group had not been invited at all 
causing acute embarrassment following my attendance in the province. 

The group was Teater Yupa from the University of Mulawarman in Samarinda, 
established since May 1991. It also happened to be the only theatre group providing an 
account of its activities, but only after some time did bureaucratic sources realize (and admit) 
that they had erred in their preparation of the list of invitees for the public lecture. The 
account of the artistic achievements of Teater Yupa is brief and lacking photographic and 
other records or resources. Teater Yupa explained that recent floods had hit the city of 
Samarinda destroying much of their theatre property, including film and archival records 
accrued since its inception under the direction of Agus Fadlannur.'°2  

At that time in Samarinda, Teater Yupa was under the direction of Sugeng Asiadi. He 
noted that Teater Yupa possessed a 'parent' group, Teater Binaan, which interacts as a 
'laboratory' for theatre groups in four major secondary schools in Samarinda. They are Teater 
Lemang, Teater Mahardika, Teater Rama and Teater MTS Madrasah, whose members are 
provided by Teater Binaan with basic theatre education. New members of Teater Yupa 
themselves undergo basic disciplinary training that Sugeng called DILASAR, (Pendidikan 
dan Latihan Dasar Seni Teater), education and basic training of theatre arts. 

102 I have used material for an account of Teater Yupa provided by its director, Sugeng Asiadi, in a 
letter and attachments dated 9 December 1998. 



Generally, the overall discipline of management of Teater Yupa appeared stringent. 

The board of management is elected through a democratic process described as musyarawah 

kecil, a small convention of its members, which at the end of 1998, consisted of thirty-one 

who were described as active. Not all performance activities of Teater Yupa are directed for 

the theatre stage or can be considered as pure entertainment or recreation value. Performance 

for television has been of considerable significance for Teater Yupa through appearances on 

the regional channel, TVRI. Television was a medium also frequently employed by other 

theatre groups in Samarinda, and of course, by artists of sinetron. Frequent use of television 

as a theatre medium was largely due to Mugni Baharrudin, head of the Theatre Committee of 

the Arts Council for the province. Two theatre groups for example, Teater Kertanegara and 

Teater Bumi, mentioned above, have been employed by TVRI in Samarinda that seemingly 

dominated the artistic (performing arts) environment in the province. The regional television 

station in Samarinda, TVRI, a national telecaster, published a monthly tabloid. Menara with 

the slogan, "raising creativity and intellectuality" (Meningkatkan Kreativitas dan 

Intelektualitas). 

One edition of Menara carried an article concerning sinetron of Teater Kertanegara 

in "Mengangkat Artis dan Budaya Lokal Lewat Sinetron TVRI" (Promoting artists and culture 

through TVRI sinetron). In the same edition, there is coverage of a performance of Sandera 

(Hostage) by Teater Bumi in the article "Teater Bumi Garap Fragmen Penyuluhan Hukum" 

(Teater Bumi works on a fragment of legal elucidation). Included also in that edition were 

comments by the head of The Association of Theatre and Sinetron Artists or Hitas, Drs. 

Mugni Baharuddin, in an article,"Histas Berupaya Tingkatan Kualitas Artis Lokal" (Histas 

make serious efforts to raise the quality of local artists). But he made no specific reference to 

any group theatre or theatre artist.103  

Works specifically performed for the stage by Teater Yupa included for example, 

Gadis Perpustakaan (The Librarian) and Tuha or Tua (Old) 1993, Nano Riantiarno's 

Konglomerar Burisrawa 1994, Inspeksi Mendadak (Sudden Inspection) 1995, Romeo dan 

Juliet 1997 and Dialog Kamar Mandi (Bathroom Dialogue) 1998. Here it is noted that 

Sugeng Asiadi has not accorded credit to either writer or director of the plays specifically for 

Teater Yupa. In fact, Tuha was accredited to Drs. Hamdani, the artistic director for the Arts 

Council, as both writer and director of this work. 

Although performed on two occasions in 1993, Tuha was also the province's official 

entry for the National Festival of Theatre held in Bandung during October 1996. For that 

occasion, the performance was a collaboration of the regional groups, Teater Citra Tepian, 

103 The articles I refer to appear in Menara, Edisi (Edition) 15 - 30 September 1998, No. 2 (pp.4, 10 & 
5 respectively). 
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Teater Gelang, Teater Titnur Bontang, Teater Suluh, Teater Yupa and Teater Mahakam. 
Apart from the performances for stage entertainment, it is significant to note that social 
conscience also dictated work of Teater Yupa for the stage. In 1997, the group staged 
exhibition of literature by the Caring Generation of AIDS (Gelar Sastra Generasi Peduli 
AIDS), while there were benefit performances on behalf of the victims who suffered during 
the devastating forest fires in Kalimantan during that same year. 

Having met with members of the arts bureaucracy, and at the same time having had 
brief discussions with theatre artists and their groups during the lecture, I believe that 
development of a modern theatre in Samarinda is in a fledgling stage of defining its identity 
within the community. At that time, there appeared the presence of an overburden of arts 
bureaucrats, an omnipresence of the television media and a plethora of groups dedicated to 
traditional performance. Those artists dedicated to a modern theatre seemed to be lost 
amongst all that previously described. Furthermore, because the theatre workshops did not 
proceed, those artists did not have the opportunity to identify themselves and for us to work 
together through interactive theatre processes that would have mutually educative. 

According to the head of the theatre committee for the regional Arts Council in 
Samarinda, Elansyah Jamhari, there is the need for theatre education in schools. He is quoted 
in a press article as citing two works for the stage. One is Hamdani's Tuha, the other is a two-
part traditional performance of mamanda titled Mamanda Urakan by the late Djumri Obeng. 
One of his specific point of reference for theatre education in schools stressed the drama 
script that is like a never-ending lake of information, of social, political, cultural, aesthetic, 
anthropological and ethnic attitudes. Elansyah Jamhari's comments are taken from a press 
article, "Perlunva Pendidikan Teater di Sekolah" (The necessity for theatre education in 
schools) in Menara (p.5), Edisi 15 - 30, September 1998, Nomor 2, Tahun Pertama.) 

While it is true that general theatre education (traditional and modern) has advantages 
when taught within public school curriculum, training for specific theatre practices and the 
teaching of theory require a learning environment conducive to the aspirations of the art. The 
provinces of Kalimantan have not the benefit of institutions for theatre education. Skilled 
practitioners of modern theatre arts are required within a learning environment, whether it is 
urban or regional and according to the tradition of its cultural backgrounding that in East 
Kalimantan is generally Dayak. 

However, in the province there are several ethnic groups with a Malay cultural 
background, the Kutai, Berau, Bulungan and the Tidung. Among the Kutai people, the 
tradition of dance preserved is that of jepen, known also as jepin or zapin. According to 
Sapardi (2000, p.251), in the city of Tenggarong, the heartland of the Kutai, a formal 
association named Fajar Kutai (Dawn of the Kutai) was established in 1997 for the teaching 
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and training in traditional music, dance (Ladom Jepen) and mamanda.'04  However, the 

presence today of mamanda is more prominent in the province of East Kalimantan than zapin, 

contra Sedyawati (1998, p.94.) who claims mamanda is restricted to Banjar art in the province 

of South Kalimantan. The head of the Arts Centre, Drs. F.I. Surdiman, provided proof of the 

popularity of mamanda through its performances in 1997 and 1998.105  

Arts bureaucracies and formal associations for art and culture have developed centres 

in several regions in the province since the late 1990's. The Arts Council (Dewan Kesenian) 

for the regions of Samarinda and Berau, established in 1996 and 1998 respectively, according 

to Sapardi (2000, p.25  1), are examples of such centres. Their activities not only involve 

traditional arts but those also described as contemporary (kontemporer) as well as undertaking 

prime functions such as formal education, research and documentation as well as acting as 

centres for dissemination of arts information. However, despite their charters, in reality they 

have yet to produce results in the direction of developments in modern theatre practices. This 

is my opinion viewed from personal experience when attending the province of East 

Kalimantan in September 1998. 

104 Refer to Sedyawati (1998, pp.68-69) for the origin, various styles and geographic dispersion of the 
zapin traditional form of dance throughout the archipelago. 
105 received a two-page letter/report and photographs of several performances from Drs. F.I. Surdiman 
(5 November 1998). Performances of mamanda were dominant in his notes and photographs with only 
one photographic example of a modem theatre performance by Teater Apa in 1997 (untitled). 
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APPENDIX J 

North Sulawesi (SULUT) - Manado 

The provincial city of Manado is located at the most northern tip of the island of 
Sulawesi bordered by the Celebes and Molucca Sea. Road transportation is possible on a long 
coastal road via the city of Gorontalo to the provincial capital of Central Sulawesi, Palu. From 
Palu there is an equally long and mountainous route to Makassar (formerly Ujung Panjang), 
the provincial capital of South Sulawesi. Air transportation, or a lengthy sea voyage, are the 
choices available if we want to reach Manado from the largest city on Sulawesi, Makassar, 
where heavy sea and air traffic is frequent to and from Jakarta. Consequently, air transport 
was the efficient way to reach Manado from Makassar. As a comparison of the remoteness of 
Manado, a direct air route between Jakarta and Manado is approximately thirty kilometres 
less than the distance between Jakarta and Darwin, Australia. 

The geographic location of Manado would seem to imply remoteness with respect to 
the centralist governance of Jakarta's administrative controls. The case study of North 
Sulawesi proved just how independent and autonomous the decision-making process is in 
North Sulawesi. The province is capable of regional authoritarianism, but at the same time 
provincial authority is readily (and conveniently) able to invoke the orders of the centralist 
government. 

At the Arts Centre in Manado for the province of North Sulawesi, the stage was 
officially set for public lecture and theatre workshops to be conducted as agreed by its head, 
Drs. Berny Lewan. Some sixty members of the audience and the press were waiting in the 
theatre building for the lecture to begin at 10 o'clock on the morning of 20 October 1998. 

On the morning of the day for the public lecture, the local press had already released 
a statement by Drs. Berny Lewan, head of the Arts Centre for the province of North Sulawesi. 
His statement appeared in an article complete with a photographic illustration of masked and 
costumed actors at work on a stage production. In that statement he was quoted as saying, "it 
is hoped that the knowledge and experience of Brown can be a valuable input for us.' °6  

However, on the two days that followed, the Manado Post painted a completely 
different scenario. Despite the hope of Drs. Berny Lewan for my input of knowledge and 
experience and my own desire to reciprocate, the lecture and workshops never took place. 
This was because the regional authority prohibited the undertaking. This was the outcome of 
my meeting, prior to the commencement of the lecture, with the head of the Arts Centre, his 

staff and other unidentified officers in the office of the Arts Centre. 

106 The quotation is from an article, "Seniman Mesti Berfuang Sendiri: Pakar teater Australia ceramah 
teater di Taman Budaya" (Theatre artists have to struggle on their own: A critic of Australian theatre is 
to give a theatre lecture at the Arts Centre) in the Manado Post, Selasa (Tuesday), 20 Oktober 1998). 
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Upon the announcement of the prohibition, a volatile demonstration followed in the 

theatre building by an audience hostile to the authorities because of the cancellation of the 

events planned. The event experienced on the morning of that day was recorded in the 

Manado Post on 21 October 1998. It was likened to, 

II ... 1 a performance of political theatre. [ ... ] With the duration of time of the 
performance, which was sufficiently long, a number of theatre practitioners 
who were invited at the same time took the roles of actors.107  

Although the events that took place during and after that meeting are subjective, they 

are included in the footnotes of this appendix and are a gloss of newspaper articles appearing 

at the time. The events are an indication of the predicaments that Western researchers may 

encounter universally when working outside of centralist controls and having to meet a 

different set of controls that are regional. 108 

107 ...1 sebuah pementasan tearer politik. [ ... ] Dengan durasi waktu pemenrasan yang cukup lama, 
sejumlah pelaku tearer yang diundang sekaligus berperan sebagai pemain. 
108 Two articles appeared with headlines that read, 'Theatre Lecture 'Foiled' by Ditsospol' and 'Theatre 
Data in North Sulawesi was not Collected." Another article appeared in the Manado Post on the third 
day, 22 October 1998, with the headline, "Recommendation of LIPI was not Pocketed'. They appeared 
in the Manado Post, Rabu (Wednesday), 21 Oktober 1998. The full headline of the article read, 
"Ceramah Tearer 'Digagalkan' Ditsospol: Tak mau perliharkan visa, Brown alami mimpi buruk" 
(Theatre lecture was 'foiled' by Ditsospol: Not wanting to show visa, Brown experienced a nightmare). 
On the 22 October, in the same newspaper, the full headline was, "Rekomendasi LIPI rak Dikanrongi: 
Di Manado Brown men gaku kecewa dan bingung" (Recommendation of LIPI was not Pocketed: In 
Manado Brown admits disappointment and confusion). 

At the core of the prohibition was not the issue of a visa as the press statement of 21 October 
1998 had claimed. It had been secured for entry into Indonesia at the beginning of 1997 and the 
mandatory Limited Stay Permit Card (Kartu Izin Ting gal Terbatas) for a foreign resident (warga 
negara asing), or WNA, perfunctorily renewed every year. The core issue was that which was deemed 
to be not following procedure of permission required to be undertaken in Indonesia. This is referred to 
implicitly within Indonesian statutory terminology as the requirement of "pocketing a 
recommendation" (mengantongi rekomendasi). Or expressed more explicitly in a direct way, 'having 
the recommendation in hand'. This statutory requirement is contained in Keppres (Keputusan Presiden) 
No.100, 1993, the Presidential Decree (Suharto's) concerning permission procedures that are to be 
undertaken by WNA. 

In the press article of 22 October, the protracted procedures were explained by the head of the 
Administrative Sub-district (Kepala Subdistrik) of Public Order (Kerertiban Umum) in the Directorate 
of Social and Political Science. This body is known as, Kasubdit Tibum Ditsospol, a surreptitious (but 
respected) regional arm of one of the government's security apparatus (aparar keamanan) headed by 
Drs. Elly Pomantouw in the province of North Kalimantan. On the morning of presentation of the 
public and theatre workshop, he could not be contacted, even by handphone, since he 'had only just left 
according to one of his staff' as recorded in the Manado Post on 21 October. The "invisible 
government" Polomka (1971, pp.1  32-156) had written about in Indonesia since Soekarno still remained 
as a legacy in the post-Suharto administration of Habibie who was president at the time I was in 
Manado. That is, the head of this of this security division never appeared at any time but spoke two 
days later to the press explaining the prohibition, and only by telephone. 

It was explained to the press that the WNA (myself) should have already had in hand a 
recommendation from LIPI (Lembaga Ilmu Pen gatahuan Indonesia) - the Indonesian Academy of 
Sciences - and the Ministry of Internal Affairs (Departemen Dalam Negeri) through the Directorate 
General of Social and Political Sciences (Ditjen Sospol). This information and that which follows is my 
translation of the commentary that appeared in the Manado Post, Kamis (Wednesday), 22 October 
1998 for which I take full responsibility for its accuracy. 
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Due to the prohibition, no individual artist or theatre group in Manado felt secure in 

making any later approach or contact despite my efforts to obtain telephone numbers and 

locate their whereabouts. Although the number of participants gathered in the theatre had 

fonnally registered with the centre, access to the registration list was denied. The head of the 

Arts Centre, Drs. Berny Lewan, refused to release any sources of documentation of theatre 

activities by groups in the regions. 

Regrettably, there are no examples of performances by any one group in North 

Sulawesi but there is the example of the performance entered into the National Festival of 

Theatre during 3-7 October 1996 held in Bandung. It was an adaptation of the play by Jean 

Giraudoux (The Apollo of Bellac) as Tonaas dari Wenang (Tonaas of Wenang) directed by 

Reiner Emyot Ointoe. Drs. Berny Lewan was one of the twenty-four proponents in the 

contingent from the province taking part in the festival. It is a curious occurrence that the 

name Wenang (Padawenang) should appear in the title of the play adapted from a work of 

Giraudoux presented by theatre artists from Manado. According to Soedarsono (1984, p.313), 

Padawenang (Wenang) is the most powerful and highest god in the wayang pantheon. 

They (Elly Pomantouw of the Directorate for Public Order) claimed the region had already 
received a carbon copy of it (the recommendation) and it was not necessary to arrange for permission 
again. It was sufficient, he said, to report to the agency (instansi) connected with that permission 
(Sospol), referring to the recommendation that was in hand. Never was any copy of permission cited or 
proffered prior to, during, or after the meeting with the head of the Arts Centre, his staff or other 
unidentified personnel in attendance at that time. 

The press claimed that Ditsospol of North Sulawesi (Sulut) were very tolerant in this instance 
when quoting the head of the Directorate for Public Order, Elly Pomantouw. It was reasoned that there 
was tolerance because it should have been the arrangement [personal] of permission required to be 
undertaken by the foreign resident researcher in order to conduct the research, which had to be carried, 
as late as possible, seven days before the time of implementation. Furthermore, Elly Pomantouw 
explained on the telephone, because the recommendation that eventually was produced, a minimum of 
three days already had already been expended before the time of implementation. However they [we] 
were tolerant still taking care of the arrangements for permission on the same day as its 
implementation. 

According to the press article, the tolerant attitude of Ditsospol Sulut was because it was based 
on the caring toward theatre in the "bumi Nviur Mela,nbai" (the soil of the waving coconut), a 
metaphor of endearment toward Indonesia. The head of Ditsospol was quoted to have said because in 
the undertaking of research, it is definite there is profit that can be plucked for theatre practitioners and 
academics in North Sulawesi. He also affirmed that Ditsospol Sulut never intended to stop the research 
if indeed the requisites of permission had been met through that which was regulated in Keppres 100, 
1993, then the permission certainly would have been given out through a recommendation for the 
activities. 

Furthermore, according to the head of Ditsospol for the province, the letter of 
recommendation in hand from the Director of Art of the Directorate General of Culture in the 
Department of Education and Culture (DEPDIKBUD) in Jakarta did not hold. Here he is referring to 
the letter from Drs. Saim K.M. who at the time occupied the position as director. He had provided a 
letter of recommendation to all heads of regional offices of that Department as well as to the heads all 
Arts Centres since they were under the aegis of his authority. Furthermore, Drs. Elly Pomantouw made 
it perfectly clear in the telephone statement to the Manado Post that the experience when researching in 
other provinces as well did not hold. He was referring to the fact that I stressed the other provinces 
visited did not require procedural approval to conduct the lecture and theatre workshops. 
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One aspect of performance presented at that festival was judged on the contingent's 

artistic innovation to create an original work that was distinctively a reflection of regional 

style. That did not necessarily imply 're-inventing' traditional performing arts genre or the 

direct application of either folk theatre or mise en scene literally transcribed from folk stories 

common to the region. Idioms that were specific to the regional culture and an expressive 

theatrical form and content reflecting aspirations of a progressive society through the medium 

of modern theatre performance were part of the criteria for selecting festival participants. 

North Sulawesi' s ethnic diversity is reflected generally through two main groups. One 

main group are the Minahasa, a part of the Malay group of people, formally Malay speaking 

but with dialectic divisions of the language upon resettlement. They came from South China 

(Taiwan), according to Sapardi (2000, p.256), via the Philippines settling on the islands that 

bridge the two countries and the regions of Manado on the mainland. With them came a 

strong Christian influence, mainly Roman Catholicism, influenced by more than three 

centuries of Spanish rule in the Philippines. Christianity still predominates in the communities 

of the Minahasa.'09  The other main group is the Hulantalo (or Gorontalo); an indigenous and 

Islaminised peoples, possessing their own language also divided into several dialects. The 

heartland of the Gorontalo lies in the central regions of North Sulawesi. 

Christian names (Spanish lexicon) of art and cultural groups are found in Sapardi 

(2000, pp.256-268). In the absence of names unable to be provided of groups in North 

Sulawesi whose activities include modern theatre (teater kontemporer) performance, a list in 

Sapardi (2000, pp.264-267) is the only guide. 

• Teater Dian (Manado, 1980) 
• Teateridola (Manado, 1985) 
• Sembihin gang (Sangir Talaud, 1987) 
• Sanggar Kreatf(Bitung, 1990) 
• Sanggar Seni Kitawaya (Manado, 1991) 
• Sanggar Seni Budaya Al Muhaijirin (Manado, 1992) 
• Sanggar Maleloan (Minahasa, 1993) 
• Sanggar Seni Manampar Wene (Minahasa, 1993) 
• Sansiote (Sangir Talaud, 1993) 
• Teater Olah Seni (Gorontalo, 1994) 
• Sanggar Siliwangi (Manado, 1995) 
• Teater Pelita (Manado, 1997) 

Included also are the art studios (sanggar seni), Ilobonu, Ilomata, Ilorilango, Ilotelo, 

Ilotinepo, all established in 1997 in the western city of Gorontola in North Sulawesi. Sapardi 

lists modern theatre practices among their activities. 

109 Refer to N.S. Kalangie, "Kebudayaan Minahasa" (Minahasa Culture), Chapter V (pp.143-172), in 
Prof. Dr. Koentjaraningrat (1997) Manusia dan Kebudayaan di Indonesia (Mankind and Culture in 
Indonesia). 
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In the traditional performing arts, there is one form of dance for example practised by 
the Minahasa as a result of Spanish cultural influence. The dance is Kartili; an entertainment 
inherited from Spain where it is known as a Quadrille now acculturated during several 
centuries by the Minahasan. It is a people's (folk) festivity performed by men and women, old 
and young, to the accompaniment of a marimba-like instrument. Terms for movements in the 
dance use French terminology that is "Minahasanised".1 10  

The province of North Sulawesi was included in the schedule of public lectures and 
theatre workshops in 1998 because of its pre- and post-Islamic cultural history. It has also 
been witness to the Chinese people's migration through the Philippines to the Indonesian 
archipelago with ramifications of acculturation of Hispanic-Philippine influences, the ubiquity 
of Christian communities, and an intercultural reaction with the indigenous peoples of the 
regions. Acculturated properties from historic influences were anticipated to be the substance 
of a modern theatre in the province of North Sulawesi. Meanwhile, information about the 
theatre in the province has yet to be uncovered through the appropriate channels of research. 

110 j refer to the Direktori Seni Pertunjukan Tradisional (Directory of Traditional Performing Arts), 
1999 (p.63). 



APPENDIX K 

Central Sulawesi (SULTENG) - Palu 

The provincial capital of Central Sulawesi, Palu, lies on a narrow nape of land 

between the Makassar Strait and Tomini Bay on the upper reaches of Palu Bay. Road 

transportation from the southern most capital city of Makassar (formerly Ujung Pandang) of 

South Sulawesi, the largest populated provincial capital on the island of Sulawesi, is not the 

best option for travel to Palu. Sea or air transportation carries the majority of traffic within the 

island with links to other major capitals, especially Jakarta via Makassar. I chose to travel by 

air from Makassar to reach Palu to conduct the public lecture and theatre workshops between 

3-5 November 1998. 

Personal communications within the province with arts bureaucrats and theatre artists 

were at all times open and highly interactive. The Head of the Arts Centre, S. Syahrul 

Maranua, prepared and accommodated all needs of participants during the three-day theatre 

activities. Preparations were also the responsibility of the regional office of the Department of 

Education and Culture (DEPDIKBUD) through the Arts Division's head, Drs. Darwis 

Yakama. However, it was made perfectly clear by the majority of artists that the Arts Council 

for the province, headed by Drs. A. Sompa Yotolembah, had yet to become an effective body 

representative of all theatre groups currently active. This is despite its overt support of, and 

vested interest in, one particular theatre group described later. 

Participation by representatives of the Council was conspicuously lacking in the 

course of activities at the centre. Although the Arts Centre was relatively new (constructed in 

1994) and buildings in the compound are generous in provision for the diversity of arts 

activities, the theatre building was inadequately equipped for even the less technically 

demanding performances. Stage lighting provisions were minimal and there was not yet any 

facility for sound or video recording of live performances. 

On 3 November 1998, the presentation of the public lecture proceeded in the theatre 

auditorium of the Arts Centre. Sixty-four participants had registered. The following two-day 

theatre workshop, twenty-six individuals participated, but ultimately chose to abandon the 

building as a venue for group work-in-progress presentations. They wished to bring their 

workshop activities more into public view and instead practised in the grounds amidst other 

arts activities being undertaken as well in full gaze of passersby. The workshops created an 

opportunity for the participants to demonstrate constructively (and peacefully) their 

frustration and discontent over what they believed were inequitable considerations toward 

funding and general support for modern theatre arts in the province. (See figures K. 1 & K.2). 
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Twelve theatre groups were identified during the activities at the centre representing 

secondary schools, university campus and independent organisations. All of the groups listed 

below were based in Palu except where noted. 

• Komunitas Seni Tadulako (1956) 
• TRISDA (Teater Islam Datokarama, STAIN University) 
• Sanggar Seni Spontan (1990) 
• Bengkel Teater Plak Plik Indonesia Sulteng (1993) 
• Bengkel Teater Technocrat 12 (1995) 
• Bengkel Seni Kanamajadi (Donggola, 1996) 
• S. S. Lentera Sendal Jepit 
• Warung Gerak Teater Caplak 
• Sanggar Seni Kaktus 
• Teater Oktober 
• Teater Sass '45 
• Bengkel Sastra Teater Tirani (Teachers College (FKIP) 1987) 

In addition, Sapardi (2000, pp.270-281) lists a number of other groups whose 

activities included performance of modern theatre including several outside of the provincial 

capital of Palu. These groups did attend activities conducted at the Arts Centre in November 

1998. Many of these theatre groups were established in regional centres such as Donggola, 

Banggai, Poso and Toli-Toli. 

Geographically covering most of northern half of the orchid-like shaped island of 

Sulawesi, with the exception of the smaller province of North Sulawesi, Central Sulawesi is 

home to theatre groups located at distances far from the provincial capital of Palu. As 

indicated above, modern theatre activities are conducted in the city of Toli-Toli close to the 

provincial border of North Sulawesi. Poso is another larger city of the province supporting a 

group performing modern theatre. It is situated across an impassable mountain range from 

Palu and reached only by a circuitous coastal road skirting the Tomini Bay. 

In the sub-district of Banggai that includes the small city of Luwuk across from the 

Peleng island-group, the smaller of which is the island of Banggai (a tourist centre), there 

existed a performance group named Murannu Group. Within their performing arts activities, 

besides traditional music, dance and theatre, there were activities of modem music and theatre 

(teater kontemporer). According to Sapardi (2000, p.274), the group's prime activity is the 

performing arts while its directions are toward raising the appreciation of art for the young 

generation. 

It is not out of the question to believe that this group (and others), whose activities 

embrace traditional performing arts, provide also entertainment for the tourist industry of the 

regions. The remoteness, richness of culture and natural beauty of inland and coastal regions, 

as well as island groups, attracts the Indonesian and international tourist seeking nightly 

entertainment. Modem theatre performances are not beyond the reach of exploration by youth 
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theatre groups wishing to be seen as progressive alongside their larger city counterparts. In 

this respect, their artistic aspirations are no different in the smaller cities distanced from the 

provincial capitals that primarily serving not only local needs but also those of tourism.'1' 

A proliferation of theatre groups in the regional city Donggola, a relatively short and 

direct route (35 kilometres) by road from Palu, was a result of the city being the location for 

the university of UNTAD. On its campus was established Ben gkel Sastra dan Teater Tirani in 

1987. It was the initiative of the Faculty of Education and Teachers Education and Training, a 

Teacher's Training College, (Fakultas Keguruan dan Ilmu Pendidikan) or FK1P. 

There is a general pattern of the development of modern theatre practices in 

Indonesia, when more prominent core theatre groups have long been in existence, that 

breakaway or alternative groups are created aspiring toward their own identity, individual 

prominence and style. The city of Donggola is no exception to this practice. It supports no 

less than seven groups amongst whose arts activities is the practice of modern theatre. 

Nonetheless, it is in the major cities of the provinces, where influence of major arts 

bureaucracies is the strongest, that certain theatre groups and their artists are able to rise to 

prominence. Palu is witness to this through the success of Teater Plak Plik and the group's 

artistic leadership through the writer and director, Agustan T. Syam. Prominence and success 

of this group is also largely due to the direct support and vested interest of, or at least 

endorsement by DKST (Dewan Kesenian Sulawesi Tengah), the Arts Council for the 

province, and indeed other provincial bureaucratic arts bodies. Reference to this was 

witnessed in events preceding the National Festival of Theatre (FTN) that was held in 

Bandung during October 1996. In a several press statements released prior to the national 

event, the regional politics of culture dominated."2  

On 20 September, it was uncertain if the province of Central Sulawesi would join in 

the Festival. According to Hapn Ika Poiga, head of the theatre group, Komunitas Seni 

Tadulako, as quoted in the Mercusuar, there were three art groups appraised as possessing the 

same capacity. Although he admitted there were around twelve art and theatre groups in the 

city of Palu, it was difficult to make a choice. There was not one group truly representative of 

111  Soedarsono R.M. (1999) details at length the impact of Indonesian performing arts on the tourist 
industry in Seni Pertunjukan Indonesia & Parawisata (Indonesian Performing Arts and Tourism). 
Although his excellent study is focussed on the traditional performance arts, there is reference to 
'modernised' performances such as Opera Hanoman (pp.440-414). It is an adaptation of an episode 
taken from the Indian epic, Rayamana, and illustrates the relevance of a modern performance to the 
tourist industry. 
112 refer to press statements taken from Kliping: Festival Nasional Teater Tahun 1996, (Clippings: 
National Festival of Theatre 1996), a bound edition printed by the Documentation Centre of the 
Directorate of Art (Direkto rat Kesenian Seksi Dokumentasi) for DEPDIKBUD, Jakarta, October 1996. 
In my discussion of events surrounding the entry of Central Sulawesi into that festival, I refer to 
various press reports in that edition with respective pagination for the gloss appearing in the body of 
the text. 
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(p.fi). 

Hapri was mentioned in a letter to the editor of Mencusuar from M. Iqbal on 23 

September 1996 in the context of the Festival involving all provinces, especially those with an 

Arts Council referring to the existence of groups of artists and the Arts Council of Palu 

(DKP). He is quoted as having said there was no preparation at all for Central Sulawesi to 

appear at FTN. Iqbal himself stated that DKP was not capable of consolidating its potential to 

progress and prepare itself. On that account, the Arts Division of DEPDIKBUD had 

undertaken preparation in the way of a "Silent Operation" and a team was already prepared to 

depart to FTN. Repeatedly, the role of DKP absolutely sank. Ibqal hoped that DEPDIKBUD 

would be big-hearted enough to channel the art project for the performance at the Festival to 

the arts community itself, not to be implemented alone, but not to be permitted completely to 

have the imprint of government. (p.7). 

It was announced in the Mercusuar on 29 September 1996 that Teater Plak Plik 

would represent Central Sulawesi at FTN in Bandung. It would present Ma/am Terakhir (The 

Last Night), a realisation by Toto Sudarto Bachtiar of the work by the Japanese playwright, 

Yukio Mishima. A review in the Mercusuar reads: 

[Malam Terakhir] was re-adapted or was adapted fitting with the context of 
the region of Central Sulawesi. Its concept was directed at the regional 
context of Central Sulawesi, including dance, form of music and setting [ ... ] 
telling about a certain region threatened by external culture. People of the 
region felt concerned with an outside culture threatening their culture or 
tradition. This is the concern desiring to be pointed out through the theatre. 

Apart from that, the symbolic form of the character of the old woman 
(a grandmother) gave the impression that the culture of the region [Central 
Sulawesi] was already old, so that a new culture was necessary. Later in the 
story, a conflict occurs ultimately reaching the [symbolic] conclusion that a 
human being may die but culture does not." (p.12),"3  

Criticism also appeared in the Mercusuar on 30 September 1996 regarding the 

decision of the delegation for Teater Plak Plik to represent the world of theatre in Central 

Sulawesi at FTN as well as the choice of the work to be performed. The decision was 

described as having chaotic consequences. After the appointment of Teater Plak Plik by the 

Arts Division of DEPDIKBUD as the formal representative, there was another group claiming 

113 [Ma/am Terakhir] disadur lagi atau diadaptasi sesuai dengan konteks daerah Sulawesi Tengah. 
Konsepnya diarahkan ke konteks Sulawesi Tengah, termasuk tarian, musik tokoh, dan setingnya [ ... ] 
menceritakan tentang suatu daerah yang terancam ole/i kebudayaan luar. Orang-orang di daerah 
tersebut merasa khawatir dengan kebudayaan luar, yang men gancam budaya atau tradisi mereka. 
Kekhawati ran inilah yang in gin ditunjukkan me/a/ui teater. 

Selain itu ditunjukkan pula dalam bentuk simbol seorang tokoh perempuan tua (nenek). Dengan 
tokoh tua tersebut memberi kesan bahwa kebudayaan daerah itu sudah tua, sehingga per/u budaya 
yang baru. Dalam cerita nanti terjadi pertentangan sehingga akhirnya mencapai kesimpulan bahwa 
manusia boleh mati tetapi kebudayaan tidak. 
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the same right. Members of the theatre group, Komunitas Seni Tadulako, made that claim and 

were about to decide to register with the Festival. Hapri Poigi from the group was of the 

opinion that the Arts Division acted reckless and was disposed of a non-objective attitude in 

appointing the representative group to FTN. Furthermore, according to the commentaly, the 

regional office of DEPDIKBUD appointed its representative without going through the 

procedure that was required of the central offices in Jakarta. (p.17). 

At issue was the means to introduce the richness of the regional culture by a 

representative performance of the region's cultural art. Hapri told the Mercusuar he could not 

believe the appointment of: 

[ ... ] a theatre group that would not precisely present the cultural treasure of 
the region instead presents culture from another country (Japan) in the form 
of an adaptation. 

II . .. 1 the richness of regional culture is a highly prized asset where 
ideas and concepts that exist for traditional cultural values can Frovide  a large 
contribution for the development of a national culture. (p17).1' 

The headline of an article in Surya, 3 October (p.46), "Delegasi Sulteng ke FTN 

dikritik, bawakan naskah Jepang" (Delegation of Central Sulawesi to FTN is Criticised 

Bringing a Work of Japan) was the result of the outspokenness of two members of Komunitas 

Seni Tadulako. Hapri considered there were vested interests: 

[He] saw sending of the delegation of Central Sulawesi to the FTN as having 
as is background an element of nepotism (serving the interests of a certain 
family). With a judgement like this, Central Sulawesi was certain to be 
judged to be inferior [ ... ] at a national level [ ... ]. (p.46).115  

Udi Jabi' s comments were more pointed when he strongly criticised the policy of the 

regional office of the Department of Education and Culture for sending P/ak Plik as a formal 

envoy of Central Sulawesi. 116 

[ ... ] in the work of Pesta Terakhir, [the theatre group] P/ak Plik plagiarized 
[regional] songs of Hasan Bahasoan, which were modified to become dance 
songs. This was truly a prostitution of a work of art and the killing of a local 
cultural treasure. (p.46) 117 

114 [...] kelompok teater yang justru tidak menampilkan khasanah budaya daerah mi, ,nalah 
menampilkan budaya dari negara lain (Jepang) yang telah disadur. 

[ ... ] kekayaan budaya daerah mi sebenarnya merupakan aset yang sangat berharga, dimana ide 
dan gagasan yang terdapat pada nilai-nilai tradisi budaya itu dapat memberikan sumbangan besar 
bagi pengembangan kebudayaaan nasional. 
115 melihat pen giriman delegasi ke FTN dilatarbelakangkan unsur nepotisme (mementingkan 
keluarga). Dengan pernilaian seperti mi Sulteng pasti kalah [ ... ] di tingkat nasional [.]. 
116 Udi Jabi is incorrectly quoted in the article, "Delegasi Sulteng ke FTN dikritik" (Delegation of 
Central Sulawesi to the National Theatre Festival is criticised), in Surya, 3 October 1996. The play is 
noted in the press article as Pesta Terakhir instead of Malam Terakhir. 
117 [...] dalam naskah 'Pesta Terakhir' Plak-plik menjiplak lagu karya Hasan Bahasoan dan 
dimodfikasi menjadi lagu dansa. Benar-benar pelacuran karva seni dan mematikan khasanah budaya 
lokal. 
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The various descriptive outlines of Ma/am Terakhir, as noted from press reviews, 

appear to demonstrate a performance as a cultural artifice rather than one with the artistic 

integrity of traditional values through regional culture. In a reading of Keene (1973), his 

translation of Mishima's play and his "Introduction", as well as Cowell's account (1989), it is 

difficult to find credibility in the explanations given to the press by arts bureaucrats of the 

regional applicability of the play in a national festival of theatre. The following argument is 

proposed to support of my statement. 

Yukio Mishima's play, Sotoba Komachi, was the work adapted as Malam Terakhir 

and performed for FNT in Bandung by Teater P/ak Plik from Central Sulawesi. Mishima took 

the story from the Japanese traditional legend of Sotoba Komachi, performed as traditional 

Japanese Noh drama. In Mishima's modern Noh play, he had displaced the priests who once 

disputed with Komachi through a poet. The priests previously gathered around a stupa 

(Sotoba), the holy image funding Buddha's image, but now they are lovers sitting silently on 

benches in a park. Once a graceful but heartless beauty, Komachi, refused to yield to her 

lover, an officer of the official palace guard, until he faithfully came to visit her for one 

hundred nights. He died after their fateful meeting on the one-hundredth night. 

Mishima recreated the young officer as a somewhat drunken and shabbily dressed 

young poet who approaches Sotoba, but now she has the appearance of an old hag. He 

questions her about the past eighty years of life and gradually finds himself re-enacting the 

part as her lover of old. But now, on the one-hundredth night since they first met, she has the 

image of the once beautiful Komachi. But the cycle of events is repeated again and the poet 

dies as he did as an officer one hundred years before. 

In the traditional legend, Komachi was offered at the end of the play a promise of 

salvation. Mishima's version of the Noh play, the end was as it was at the beginning with 

Komachi, as a miserable old woman having lost her poet, is once more still counting her 

nightly haul of cigarette butts collected in the park.118  

Coincidentally, the entry by the province of Lampung into FIN in October 1996 was 

also an adaptation of Mishima's Sotoba Komachi as Ma/am Terakhir. In the synopsis, for that 

performance is described the meeting of the poet and the old woman at the time of full moon 

(bulan purnama) or bulan bakha as it is called in Lampung. It is traditional that youth may 

The description of the Indonesian adaptation of Yukio Mishima's modern Noh play, based on the 
original Noh version of Sotoba Komachi, is taken from a translation of the program notes for a 
performance of Ma/am Terakhir. It was directed and performed by Heriyanto for Studio Teater at the 
Academy of Arts (Akademi Seni Tari Indonesia) ASTI, Bandung, April 1994. I have viewed excerpts 
of that performance recorded on video in my possession. Refer also to "Sotoba Komachi" (pp.3-34) in 
Five Modern No Plays by Yukio Mishima (1973), translated by (and with an "Introduction") by Keene. 
Refer also to Cowell (1989, pp.  80-81), Yukio Mishima's Modem No; an effort to adapt a classic 
genre." 
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come together at that time and dance intimately in a ceremony of changget bakha that is 

blessed by customary law (Pubian) of Lampung. It is against this background of acculturation 

that the adaptation of Mishima' s work can be better understood within the regional context of 

its performance. Adverse criticism of Lampung' s entry in the Festival never appeared."9  

The elaboration above of the issue involving Teater Flak Plik reinforces the statement 

at the very beginning of the case studies in the provinces. It serves to illustrate the means by 

which the development and progress toward both regional and national prominence (or 

notoriety) of certain theatre groups may be achieved. In this instance, it was formerly the 

recognition of the art bureaucracy, the Arts Division of the regional office of DEPDIBTJD, 

which carried the group to prominence at the National Festival of Theatre in 1996. 

Subsequently, it was the bureaucracy of the Arts Council for Central Sulawesi responsible for 

support in the province and further exposure of Teater Flak Plik in other provinces of Java 

As a further example of the arts bureaucracy at work in Central Kalimantan, was 

evident in the performance of Tepuk Tangan 7 Han Ma/am (Seven Nights of Applause) 

written and directed by Agustan T. Syam. The play was presented also in Bandung in 

December 1997 and received full endorsement of the regional Arts Council. The production 

had support of its Theatre Committee of the Arts Council of Central Sulawesi (Komite Teater 

DKST) and was a joint collaboration with Teater Kanamajadi from Donggola. (See figure 

K.3). 

Agustan paraphrases the work in his descriptive fragment as follows. 120 

II ... 1 an exegesis of fundamental alternative philosophy [...1 a peculiarity that 
it created to make present the peculiarity of the poor and destitute so that it 
can become the fangs of the people to destroy the peculiarities of that master 
whose reincarnation never really existed ..... 
Reincarnation is only a spectre to try to intimidate modern human beings so 
that they honour their ancestors.'2' 

In April 1998, a performance of Saverigadi Mem-Bumi (Saverigadi Returns to Earth) 

by Teater P/ak Plik, directed by Agustan, was performed in April 1998 at the Arts Centre for 

the province of Central Sulawesi. The Arts Council's Head, A. Sompa Yotolembah, also head 

119 The synopsis of Ma/am Terakhir is taken from Laporan Khusus (Special Report), p.39, appearing in 
Apresiasi, Buletin Seni Budaya (Appreciation, Bulletin of Art and Culture), No.01 Tahun 01 Oktober 
1996 (p.39). 
120 have translated part of the program notes of "Tepuk Tangan 7 Hari Ma/am" (Seven Nights of 
Applause) performed on the campus of the College for the Arts (STSI), Bandung, 10 December 1997. 
At that time, Agustan was a student from the Department of Indonesian Language and Literature of 
FKIP (Teachers College) in Donggola As theatre artist, essayist and poet, he is most influential in the 
in Central Sulawesi and outspoken in the press. 
121 sebuah penafsiran filosofi alternatiffundamental [...1 keanehan yang ia perbuat men ghadirkan 
keanehan para gembel sehingga keanehan itu menjadi taring orang-orang untuk memecahkan 
keanehan-keanehan dari tuan itu reinkarnasi tidak pernah ada ........ 
Reinkarnasi hanyalah momok untuk menakut-nakuti manusia modern agar mereka menghargai nenek 
moyongnya. 
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of production for the theatre group, personally endorsed the work in that instance. The theme 

was again reincarnation, seemingly dominant in works of Teater Plak Plik since its 

appearance at the National Festival of Theatre in October 1996. At the time of the festival, 
there was a similar degree of controversy over the choice of the play as well as regional (and 
national) concern regarding representation of Teater Plak Plik on behalf of the province of 

Central Sulawesi. 

Umbrella sponsorship by the Arts Council of Central Sulawesi was the result of a 
performance from the province being presented at the Tenth Theatre Meeting of Indonesia 
(Pertemuan Teater Indonesia ke X) organised by the Arts Council of Jakarta in Yogyakarta 
during 3-7 March 1999. For that meeting, it was not Teater Plak Plik that participated but 
Ben gkel Teater Sigandia. On this occasion, the Council was prudent when providing 
opportunity for a contingent of sixteen theatre artists to attend seminars and witness 
performances of groups from seventeen other provinces presented at that time in Yogyakarta. 

Their attendance was a progressive step for the development of modern theatre and 
theatre education for the province of Central Sulawesi. The participants came from several 
regional cities throughout the province, those of Palu, Donggola, Poso, Luwuk and Toli-Toli. 
Agustan T. Syam was one of three representatives from the Arts Council, but not the director 
of the performance. Also attending was the Council's Head, A. Sompa Yotolembah, who 

provided notes for the performance from which the following details are taken. 

Hidayat Lembang wrote and directed Topebette Si Penjelma (Topebette, the 
Incarnate) for the performance in Yogyakarta. Central to the play is the grasping at and 
coming to terms with the problems of traditional art of the ethnic Kaili as a regional culture. 
The ethnic group, the Kaili are the largest population of Central Sulawesi, according to 
Sapardi (2000, p.270), who cited examples of extant traditional arts performing such as dero, 
rego, jepeng, vaino, dadendate, and kakula, all dance based performances. 122 

As described in the program notes, the play, Topebette, is based on a folk tale about 
the birth of man's existence, the Kaili peoples version. It tells of Topebette as the incarnation 
of man from the universe. And for the ethnic people, the Kaili, in the valley of Palu in Central 
Sulawesi, they believe in and are convinced of him as a forefather of their ancestors who had 
bequeathed monolithic statues as the peak of civilisation in Central Sulawesi. 

On the programme cover for the performance of Topebette in Yogyakarta is a sketch 
of an impression of one such monolith. It is in the form of the three-metre high statue of a 

122 I attended the performance of Topebette on 4 March 1999 at the Puma Budaya, the performance 
venue of the Arts Centre for the Special District of Yogyakarta located on the campus of the University 
of Gadjah Mada. I have translated notes from the programme of the performance used in the discussion 
of the play. 
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male figure carved in stone and named Batu Palindo. Located in the Lore Lindu National 

Park, the statue is among one hundred or more standing on the Sepe Plateau in the Bada 

Valley near the village of Gintu. (See figure K.4). 

Theatre artists in the province of Central Sulawesi referred to their common 

aspirations to create theatre that is recognised as regionally significant. At the same time, 

hoped for recognition nationally by their peers who had already achieved national standing, 

and in some cases international standing. Questions raised during the public discussion 

focussed on these issues with much interest expressed specifically toward the substance of 

theatre in Australia. 

Throughout all provinces (Central Sulawesi was no exception) during the public 

discussions and theatre workshops, there appeared no knowledge at all of theatre performed in 

the closest English-speaking nation to Indonesia. Part of my working paper presented to all 

participants provided a degree of reference to the substance, as well as structure, of theatre in 

Australia. Participants were also given an insight into the early development of Australian 

alternative theatre with the aid of a video recording, Pram Factory, screened wherever there 

was provision of equipment. The video recording was taken from a screening by ABC 
Television of the Australian Performing Group at the Pram Factory screened on 14 September 

1994. 

In Central Sulawesi, there was significant evidence of the seriousness and dedication 

of youth toward theatre, witnessed not only through their enthusiasm and skills during theatre 

workshops, but also through their continuous desire for lengthy discussion and debate on 

theatre. Evidence of the high level of youth interest was demonstrated when the regional FM 

radio station for Central Sulawesi, Nebula, went live-to-air with an hour's program dedicated 

to issues of modern theatre, inviting listeners to phone in their points of view. Although their 

interest in the media of film and television dominated, nonetheless, the medium of theatre 

stimulated much of the on-air discussion.123  

Considering the degree of isolation and the modest population, compared with 

Makassar in the province of South Sulawesi, developments in modern theatre of Palu 

(including regional cities) indicate a healthy dynamic at work in the hands of artists from 

theatre groups there. During my collaboration with theatre workers through the workshops, 

there was a sense of determination and conmiitment, as well as a healthy willingness to accept 

controversy as a distinctive driving forces in the development of their approach to modern 

123 On the evening of 5 November, after finishing the theatre workshop activities at the Arts Centre, I 
was taken to the radio station, Nebula FM, without prior knowledge of the program content until the 
broadcast opened while in transit. The station is dedicated to ethnic broadcasting; part of its 
programming was made possible through the Ford Foundation. 
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theatre. These qualities, and an innate creative spirit embodied in a collective of cultural 
diversity, have secured them a distinctive place on the theatre map of Indonesia. 
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APPENDIX L 

Southeast Sulawesi (SULTRA) - Kendari 

In order to reach other cities in the province of Sulawesi from Kendari, and to connect 

with transportation routes to other provinces of Indonesia, it is necessary to travel to the city 

of Makassar in South Kalimantan. Although there are regular flights from Kendari to 

Makassar, the usual mode of transportation is by road and a ferry crossing. To reach the ferry 

port of Kolaka from Kendari is a journey of some 175 kilometres crossing the Bone Bay by 

ferry to Watampone (Bone) in South Sulawesi then continuing by road for some 180 

kilometres to Makassar. 

However, regardless of relative isolation of Kendari, it had not deterred aspirations of 

modern theatre groups in the province to grow, develop and be recognised in the wider 

context of theatre in Indonesia. Participants attending the public discussion and theatre 

workshops held on 10-11 November 1998 were few. However, the twenty who attended the 

public discussion and the fourteen who followed the workshops demonstrated a group spirit 

of preparedness to work together as a theatre community. Furthennore, there was evidence of 

full support through the offices of the art bureaucracies and non-government organisations. 

The head of the regional office of the Department of Education and Culture 

(DEPDIKBLTD), H. Abd. Kadir Gani, played a lead role as prime speaker during the 

formalities of the public discussion. The Arts Division of that Department, headed by 

Saiffudin Achmad, played a positive role in all activities in collaboration with the recently 

formed (1996) Arts Council for Southeast Kalimantan (Dewan Kesenian Sultra) through its 

officers, Andi Azis Nun and Ode Mi Hanafi. No less vital was the function performed by the 

Arts Centre with the dedication of its Head, H. Andi Achmad. One individual prominent in 

activities of both traditional and modern forms of theatre, and associated with the Arts Centre, 

was Muh. Edy Sul, an advocate also for the presentation of regional folk stories on the stage. 

Always closely associated with and supportive of arts development in the province is the 

weekly tabloid, Pro Demokrasi, under the editorship of Andi Sangkarya Amir.124  

Great importance was attached to the role of all those listed above since performance 

of modern theatre, the growth and development of several groups generated in the province is 

at a fledgling but positive stage. This was my contention during the course of the lecture and 

theatre workshop activities during November with the groups listed as follows. 

• Teater Sendiri (1991) 
• Teater Serviam 

124 llham G. Muhidin of the weekly news tabloid, Pro Demokrasi, created wide interest in the theatre 
through his full-page article, "Teater Indonesia Dalam Visi Orang Barat" (Indonesian theatre in the 
point of view of a foreigner). It was the result of an interview in Kendari at the time I conducted the 
lecture and theatre workshops and appeared in the tabloid in January 1999. 
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• Bengkel Seni Sul-Tra 
• Studio 28 (1996) 
• Teater Kosong (1997) 
• Teater Bes (1993) 
• UK Seni STAIN (TAIN) 

These groups were based in the provincial city of Kendari. 

Sapardi (2000, pp.285-290) listed other theatre groups from Kendari as well as those 
located in other regional centres whose prime activities were modern (kontemporer) theatre. 

• Teater Melati (Kendari, 1994) 
• Studio 91 (Kendari, 1995) 
• Teater Harmoni (Kendari, 1995) 
• Sanggar Sangia Nibandera (Tolaka, 1990) 
• San ggar Dita Pelangi (Tolaka, 1992) 
• Teater Latoengga (Tolaka, 1994) 
• Studio One Mayappasta (Mowewe, 1994) 

At the beginning of 1980, Badan Koordinasi Kesenian Nasional Indonesia (the 
National Arts Coordinating Body of Indonesia) or BKKNI, in collaboration with the sub-
district offices of DEPDIKBUD, established education programs in levels of arts activities 
that included modern theatre. These activities were conducted throughout the Regency 
(Kabupaten) of Buton (including Buton Island) in the subdistricts where BKKNI operated. 
They were Betoambari, Binongo, Bungi, Gu, Kabaena, Kaledupa, Kopontori, Lasalimu, 
Mawasangka, Pasar Wajo, Poleang, Rumbia, Sampolawa, Tomia, Walio, Wanci and Wangi 
Wangi. 125  

Modern theatre activities undertaken by this arts body in the sixteen subdistricts of 
the province Southeast Sulawesi is unique. Such ubiquity of this body in Southeast Sulawesi 
is not witnessed in any other province in Indonesia. On this account, theatre education in the 
province was a positive force in the community since the 1980's, at least at secondary school 
level. However, evidence of the generation of theatre groups and a modern theatre did not 
merge until 1991 when Teater Sendiri was formed. 

This theatre group remains strongly identified with Southeast Sulawesi, that is, with 
Kendari. Teater Sendiri is accommodated at the Arts Centre, provided with the centre's 
production facilities (albeit limited), and has gained a reputation outside of the province 
having performed at the Tenth Indonesian Theatre Meeting (Pertemuan Teater Indonesia X) 
held in Yogyakarta in March 1999. Its artistic inspiration is the dedication of leadership by 
Achmad Zain "Stone", its moral guidance is through the presence of Edy Sul while its 
practical existence is sustained by the head of the Arts Centre, Andi Achmad. 

125 Refer to Sapardi (2000, pp.285-286) for a brief description of all fields of arts activities undertaken 
through BKKNI at the subdistrict level of DEPDIKBUD. 
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Achmad has explored the theme of freedom in several of his works for Teater 

Sendiri. Through a performance of poetry, Produksi Revolusi, presented on 17 July 1995 at 

the Arts Centre, Teater Sendiri marked fifty years of Indonesia Merdeka (Independent 

Indonesia). The theme of freedom took a curious direction in his one-act play, Nara Pidana or 

Napi, (Convict), where there appeared the characters Napi (napi), the convict and Sipir 

(sipir), the jailer, whose possession of freedom and liberty were reversed. 

Napi, the inmate, possessed the strength of supernatural powers to easily make a fool 

of the officials of the prison, enabling him to come and go from the cell at will. Sipir although 

formally free, was a prisoner in reality having to lock himself up in the jail because if he did 

not he would not obtain wages to support the children of his wife. Although imprisoned in a 

secular world, Napi' s strength of supernatural power enabled him freedom in a spiritual 

world. Sipir' s freedom is repressed by the fact that he is forced by worldly needs to remain 

locked into his role as a jailer.'26  

Freedom epitomised the basic principles of the establishment and perpetuation of 

Teater Sendiri, regardless of its degree of dependence on the support of the Arts Centre. 

Implications in the use of the word sendiri as "self', "own', or "on its own', in the group's 

name alone, firmly suggest that it is a group with independence. The performance of poetry in 

Produksi Revolusi celebrated freedom, its own and for its theatre public. In the program notes 

for the performance of Nara Pidana was written, "teater telah menjadi sebagian dan 

kebutuhan masyarakat" (theatre has become a part of the needs of the people). 

Proletarian theatre was the form of theatre performed by Teater Sendiri as witnessed 

in their performance of Jeritan Kaum Proletar or JKP (Screams of the Proletariat) on 17 

October 1998. According to a press review, the performance was a reminder of Rendra's 

Kisah Perjuangan Suku Naga (The Story of the Struggle of the Naga Tribe), written in 1979. 

In a review of the work by Jiham Q. Mochiddin, he recalled the words of Cabs in the last 

scene, "orang-orang harus dibangungkan, kesaksian harus diberikan, agar kehidupan bisa 

terjaga" (people must be awakened, witness must be given, so that life can be guarded.'27  

"Integrity - underlined with the supernatural" was the theme chosen by Achmad in 

the one-act play Pencarian (The Seeker), presented as a work-in-progress on the evening of 9 

November 1998 at the Arts Centre. Its performance by Teater Sendiri and five of its actors 

marked the following day's public discussion and theatre workshops conducted. Furthermore, 

126 For the description of Achmad Zain's one-act play, Nara Pidana, I have translated an extract from a 
press article, "Membedah Esensi Kemerdekaan dan Kebebasan" (Operating on the essence of freedom 
and liberty), from the weekly news tabloid, Pro Demokrasi (undated), provided by Achmad. 
127 refer to the review by Ilham Q Moehiddin, "Relief Muram Teater Sendiri Yang Proletar" (Gloomy 
proletarian relief of Teater Sendiri) in the weekly tabloid, Pro Demokrasi, No.4, Tahun Pertanui (First 
Year), Minggu IV (Week IV), October 1998, p.14.  Refer also to the translation and "Introduction" by 
Max Lane (1979), p.xxxvii, in The Struggle of the Naga Tribe. 
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Pencarian was province's contribution to the 10th  Theatre Meeting in Yogyakarta, performed 
on 5 March 1999. The work was economised for Yogyakarta. Only three actors performed 
each taking dual character roles of Dukun (Shaman) and Musafir (Traveller), Bayang Ambisi 
(Shadow of Ambition) and Setan Edan (Mad Satan), Anak (Child) and Roh Penasaran 
(Embittered Soul). (See figure L. 1) 

The play is described a synopsis of Pencarian for its performance in Yogyakarta. 128 

The rhythm of life that mutually influences, mutually laughs at, mutually 
mocks, mutually deceives, mutually accuses and still in other ways 
mutually......... 
The emergence of the phenomenon mutuality is caused by the characteristic 
of mankind's always desiring to become the "most" of something. Because of 
the intellect and cunning possessed by mankind, that desire is covered up by 
exalting integrity. Without it being realised that so long as that integrity was 
exalted for that long it was never there at all ......... !! !!! 129 

In the province of Southeast Sulawesi, legends and myths abound in the folk stories 
found throughout its regions having originated from times of its former kingdoms. For 
example, Sapardi (2000, p.283) related how the indigenous people, the Tolaki, once named 
themselves Tolahianga, meaning in the Tolaki language, "people from the sky". According to 
the folk tale, he writes: 

[...] the ancestors of the Tolaki originated from the sky and in many regions 
the term Kingdom of the Sky refers to China. That is the reason perhaps of the 
understanding of the Kingdom of the Sky among the Tolaki is connected with 
the belief that those ethnic people originated from South China. They "came 
down" to Sulawesi through the Philiines continuing to North Sulawesi 
finally arriving in Southeast Sulawesi.' 30 

Myth and legend from folk tales did not enter the realm of modem theatre during the 
public discussion and workshops at the Arts Centre in November. However, there was one 
theatre artist as an advocate for presentation of such tales to interest the theatre audience of 
today. Edy Sul was preparing a performance of the original Tolaki language folk tale, Ohada 
Ano Puda Mohawe, as Kera dan Tupai Menuai Padi (The Monkey and the Squirrel Harvest 
the Rice), an adaptation by Andys. 

128 My translation is taken from the synopsis in the programme notes of Pencarian, directed by 
Achmad Zain "Stone" and performed by Teater Sendiri, in Yogyakarta, 5 March 1999. 
129 irama kehidupan yang saling mempengaruhi, saling menertawi, saling mengejek, saling tipu, saling 
tuduh dan masih banyak saling yang lain ...... . 
Timbulnya peristiwa saling, disebabkan sfat manusia yang selalu ingin menjadi TER......tetapi karena 
akal dan kelicikan yang dimiliki manusia maka keinganan tersebut tertupi dengan mengagungkan 
kejuju ran tanpa disadari bahwasanya selama kejujuran itu diagungkan ....... selama itu pula kejuju ran 
tidak pernah ada ....... . 
130 ... j nenek moyong Tolaki berasal dari langit. Di banyak daerah, istilah Kerajaan Langit men gacu 
ke Negeri Gina. Itulah sebabnya mungkin pen gertian Kerajaan Langit di kalangan Tolaki ada 
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It is a tale is in the form of a parable about two inseparable young sisters whose grace 

and beauty drove men crazy. Concerned by this disturbance, their parents sent them to the 

forest where no man could reach them. For their obedience, God ultimately rewarded them 

with supernatural power. They were able to incarnate themselves into any shape they desired 

and chose the monkey and the squirrel. They adapted to the forest environment, and worked 

together with the other animals to provide all that was required for sustenance of daily life.131  

Traditional performing arts of Southeast Sulawesi did not emerge as a topic of 

discussion, nor was there any evidence of traditional art form apparent during the theatre 

workshop activities at the Arts Centre in November 1998. Nonetheless, I witnessed a 

performance of teater tutur, an ancient tradition of the Tolaki people in a remote village of the 

subdistrict of Wanatobe located within the regency of Kendari. It was in the form of oral 

literature (sastra lisan) and performed by one old man alone in the Tolaki language. 

According to Edy Sul, the old man had entered a state of trance (after imbibing arak, 

rice wine). His stories pre-dated the entry of the first Indian cultural stream around 400-500 

AD. They were derived from a spiritual, cosmological and ancestral presence connected with 

natural elements of the planet earth. It was said that the performer himself, through mystic 

elements, was able to 'breathe' into his body another soul (roh). At any time could assume the 

form of roh hewani (the life spirit in animals), roh nenek moyong (the life spirit of ancestors), 

or even roh kudus (the Holy Spirit). 

Throughout the performance, the syllabic rendition of the dialogue approximated the 

aural effect of a gamelan composition. Its form was not unlike a pantun (traditional poetry), 

each verse of which consists of two couplets, the first suggests the second by sound or other 

similarity. As oral literature, the content of this performer's stories had never been recorded; it 

was forbidden by him to record the performance during his non-stop story telling of two-

hours.132  

The significance in developments of modern theatre activities discovered on my visit 

to the province is witnessed by the generation of Teater Sendiri, a theatre with a creative force 

comparable with its regional counterparts. Although Teater Sendiri seems to stand alone 

(independent) in its provincial and national achievements, its future development remains 

kaitannya dengan anggapan bahwa suku ban gsa itu berasal dari Cina Selatan. Mereka "turun" ke 
Sulawesi dari Filipina terus ke Sulawesi Utara dan akhirnya sampai ke Sulawesi Ten ggara. 
131 The folk tale appears as Hadano Puda Mehawe in Cerita Daerah Sulawesi Tenggara (Regional 
Stories of Southeast Sulawesi). It is contained in an edition of twenty folk stories of the region as an 
inventory and documentation project of regional culture, 1982/1983, for DEPDIKBUD. In the 
"Enclosures A, B & C" (pp.142-143) to the edition are listed a further sixty-three folk tales from the 
province of Southeast Sulawesi. 
132 I witnessed this special performance of teater tutur organised by Edy Sul in the private house/hotel 
of Syarif Hamzah sixty kilometres from the city of Kendari on 12 November 1998. From my analysis 
of the performance there was an empirical element of wayang referred to in my essay, "Teater Tutur as 
Regional Theatre: A dialogic performance of pre-Indic Indonesia", 1999, pp.1  -6 (unpublished). 
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with the cooperation of the arts bureaucracy and the collaboration of other theatre groups. 
Furthermore, Teater Sendiri needs more healthy and strong competition from other theatre 
groups, which also need to similarly develop. 
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APPENDIX M 

South Sulawesi (SULSEL) - Ujang Pandang 

The controversial events that had occurred in Manado involving Ditsospol and other 

arts bureaucracies of North Sulawesi leading to the prohibition of my lecture and theatre 

workshops had been communicated to counterparts in Ujung Pandang. When the head of the 

Arts Centre for the province of South Sulawesi, Dra. Nurul Chamisany, heard of the 

occurrence in Manado, she chose not to meet with me for five days until a communication 

was sent to the Director of Art at DEPDIKBUD in Jakarta requesting approval to proceed. 

Ultimately, her cooperation was forthcoming, but on a limited basis. There were provisions 

for only two representatives from any one of theatre groups invited to attend the lecture and 

theatre workshops in Makassar. Consequently, the manner of representation alienated certain 

theatre artists with the result they boycotted the public discussion and avoided participation in 

theatre workshop activities held at the centre during 6-7 November 1998. 

As the largest populated city in Sulawesi, Ujung Pandang, now known as Makassar 

having reverted to its former name since 2000, has a strong theatre community celebrating 

each year with a theatre festival. For example, a theatre festival held in August 1998 carried 

the theme Refonnasi di Seputar Tearer (Reformation around the Theatre). Despite the 

strength of that community, the thirty-three participants registered for the public discussion, 

substantially lower compared to attendance at Arts Centres in other provinces. Even in the 

smaller city of Palu in Central Sulawesi the attendance was in fact much higher. Among those 

attending, many were not theatre artists in their own right, they were staff of the centre, staff 

of the Arts Division of the regional office of DEPDIKBUD, and students of SMK (Sekolah 

Menengah Kejuruan), the School for Vocational Training. 

Participants for the theatre workshop actually increased from twenty-seven to thirty-

six. The composition of those participants for this occasion was also different from that of 

previous attendance at the lecture. This was due to a wider representation of theatre artists 

who had demanded the right of entry into the Arts Centre to participate in the workshop. 

Among groups attending the Centre were: 

• Tearer Kita Makassar (1993) 
• Tearer UKM Seni Budaya lAIN 
• Sanggar Merah Purih Makassar 
• Komunitas Baju Hiram 
• San ggar Seni STIEM, Tearer Kampus IKIP 
• Sendrarari 1KW 
• Yayasan Srudio One Seniurama (1992). 
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These groups were not entirely representative of those that were active or prominent 

at the time in Ujung Pandang or of those functioning in major centres of other regions in the 

province. Two events that took place in 1998 revealed the existence of these groups. 

In case of the boycott mentioned above, the theatre artists involved requested an open 

and independent theatre forum be conducted. It was held in a former fortress built during the 

kingdom of Gowa (16th  Century) and reconstructed during Dutch occupation to become 

known as Fort Rotterdam. It is now a centre of an and culture, a museum and a meeting place 

for artists including theatre groups. In the former chapel of the fort's compound, Teater Pilar 

Makassar (1993), as a leader of the boycott, organised the forum on 15 November 1998. 

Twenty participants came from a larger representation of the groups, Komunitas Baju Hitam, 

Sanggar Merah Putih Makassar and Teater UKM Seni Budaya lAIN including membership of 

Teater Pilar. Several of these theatre groups participated in the theatre festival of 1998. 

The event of the South Sulawesi Festival of Theatre, 9-16 August 1998, presented 

works from theatre groups not only located in Ujung Pandang, but also from outer regions. It 

was also a measure of the range in form and style of works performed and of the theatre 

climate itself at the time. Documentation of the festival through LINTAS, Jurnal Festival 

Teater Sulawesi Selatan 98, a published journal promoting the festival, provides insight into 

that climate detailing performances presented by participating groups. 

The national arts coordinating body for the province, BKKNT, which is referred to in 

discussions of theatre activities in the province of Southeast Sulawesi, was the festival's 

driving force. The presence of this body was never felt or seen during the two days of 

workshop activities at the Arts Centre. The Makassar Arts Council (Dewan Kesenian 

Makassar), established in 1969 with its resident group Teater Makassar DKM, and its 

performing arts network Pakarena (1998) were also absent from the proceedings. Both bodies 

are located at Fort Rotterdam with a prime responsibility for the advancement of modern 

(kontemporer) theatre. Sapardi (2000, pp.294  & 296) described the activities of Dewan 

Kesenian Makassar and Pakarena Performing Art network respectively. 

According to the schedule of performances (Jadwal Pertunjukan) in LINTAS, listed 

as follows are theatre groups located in Ujung Pandang, their works, writers and directors 

respectively who participated in the theatre festival of 1998. 

• Sinerji Teater Makassar (New York, Oh New York) - Marcelleno Acana 
Junior/Yudhistra Sukatanya 

• Teater Zaman Makassar (Tuan Konduktor) - Chekhov/Rhudi Barshit 
• Sanggar Merah Putih Makassar (Toddopuli) - Yudhistra Sukatanyalllham Latief 
• Panser Sema Sastra UMI (Doer... Reformasi) - Zubhan Eka Friansah, writer! 

director 
• Sanggar Seni STIEM (Sang Tokoh) - Yudhistra Sukatanya/Noval A. Makmur 
• Teater Pilar Makassar (Goa) - A. Anshar Agus/liham Poemomo 
• Studio One (Takut) - Yesus T. PersitalJurlan M. Sahoas 
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• Kelompok Studi Sastra dan Teater (Kosaster) UNHAS (Manusia-Manusia 
Perbatasan) - Fahmi Syariff/Syalfuddin Bahrum 

• Sanggar Seni Matahari (Mahkamah) - M. Hassan Pabdatabi Syem, writer! 
director 

• Teater Tenribali (Warisan) - Al Illiam R. Rachomi, writer/director 

Theatre groups participating from outer regions included the following: 

• Sanggar Seni Realita (Ayam-Ayam Jantan Dari Timur) - Djamaluddin Azis/fr. 
Suwedy (Maros) 

• Studio Komunikasi Sanggar Seni (Sang Mandor) —Rahman Arge/Yusuf Adam 
Ismail (Siparappe) 

• Teater Katak (Dialog Tiga Mayat) - Basyir (Barru) 
• Teater Korek '45 (Primitf) —Nur Dahlan Jirana/Nur Rashid (Barru) 
• Teater Bongaya Butta (Terjajah Iblis) —M. Rusian Saputra (Gowa) 
• Sanggar Marioriwawo (Puber Ke Dua) —Amir M. Amril (Soppeng) 
• Teater Kampong (Gempa) —B. Sularto/Darsyaf Pabontingi (Bulukumba) 

Festival performances concluded with a presentation of Dalam Topeng-Topeng 

(Within Masks) by Rachman Sabur performed by a visiting group from Bandung group, 

Teater Kupu-Kupu Perak, directed by Tatang Rusmana. 

Theatre groups participating in the festival of August 1998 and those that attended the 

public discussion and theatre workshops at the Arts Centre, including the open forum at Fort 

Rotterdam, are apparently not representative all theatre groups active in South Sulawesi. 

Sapardi (2000, pp.294-302) lists twenty additional theatre groups established up to 1998. 

With the exception of Sanggar Percaya Makassar in Ujung Pandang, established in 1987, all 

other groups came from regional centres such as Barru, Selayar, Sengkang, Luwu, Soppeng, 

Gowa, Maros, Jeneponto, Watan Soppeng and Takalar. 

All of the groups Damano lists conducted modern theatre activities within the scope 

of their artistic endeavours and the majority of these groups are located in subdistricts of 

various regions throughout South Sulawesi. In fact, the total number of theatre groups in the 

regions of the province appears to exceed those in the capital city of Ujung Pandang. 

Therefore, considering the proliferation of theatre groups, attention is purposefully drawn to 

the extent of development in modern theatre in the province, although its current state of 

productivity remains unclear. This is despite (or on account) of the presence of government 

and non-government arts advisory bodies having a mandate to facilitate arts activities 

including those of those of modern theatre. Furthermore, although there existed the Pakarena 

Performing Art Network (Sapardi 2000, p.296), there was never positive (visible) evidence of 

networking, or distinctive intercommunication, between theatre groups themselves and other 

arts advisory arts bodies, government or non-government. 

Evidence of a lack of knowledge concerning the background and development of the 

theatre in the province is most concrete in an article by Fahmi Syariff, Sketsa-Sketsa 
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Perteateran di Sulawesi 40-an - 90-an (Theatre Sketches in South Sulawesi in the 40's to 

90's).133  It was prepared for the National Festival of Theatre of ludonesia (FNTI) held in 
Bandung, 3-7 October 1996, but the article is incomplete as published in the 1998 edition of 
LINTAS. Fahmi explains at the beginning of his article (p.10) that his work was titled Sketsa-
Sketsa (Sketches) because: 

To make a map of theatre in one region as an example of South Sulawesi, it is 
less than accurate without data. To find data that is accurate, it is necessary to 
carry out field and library research. That is the reason the following writing 
[of Fahmi Syariffi is intentionally given the title of "sketches".134  

Fahmi began to plot the map of theatre in South Sulawesi intended for the theatre 
festival in Bandung in October 1996. Its beginnings were published after the theatre festival 
of South Sulawesi in August 1998 and it is unknown if his map (or others) have been 
completed. Consequently, we are not able to understand clearly the current state of 
development of modern theatre in Ujung Pandang or the regions of the province. 

The widespread number of theatre groups throughout regions of the province that 
have been established is previously noted, their backgrounds formulating a perspective of 
extraordinary cultural diversity. Cultural heritage in the traditional performing arts of the 
peoples of South Sulawesi is identified with principal ethnic groups, the Buginese, Gowa-
Makassarese, Mandarese and the Torajan. Other cultural traditions also entered coastal 
districts of the province from other regions. It is therefore expected that developments in 
modern theatre would reflect regional traditions of the many performance styles that are 
found in the province. 

For example, although traditional dance forms of those groups are innumerable, the 

zapin dance of Arabic/Islamic influence was practised wherever the Malay ethnic group was 
found. Makassar (Ujung Pandang) is recorded as one centre known for the dance. The 
traditional theatre, bangsawan, originated in the Malay culture, also entered the coastal city of 
Ujung Pandang. This form of theatre was influenced by Western techniques of stagecraft and 
performance as we have seen in a previous chapter.'35  

Theatre texts have been written from the traditions of the regions of South Sulawesi 
as modern dramas based on legendary figures from ancient kingdoms, warring factions, love 
and customary law. One such text, which is described as a classic Bugis drama (naskah 

133 The article by Fahmi Syariff appears in LINTAS: Jurnal Festival Teater Sulawesi Selatan 98 
(LINTAS: Theatre Festival Journal of South Sulawesi '98), p.10-14. 
114 Membuat sebuah peta teater di satu daerah semisa Sulawesi Selatan, kurang tetap dilakukan tanpa 
data. Untuk menemukan data yang akurat, ditubuhkan penelitian lapangan dan perpustakaan. Itulah 
sebabnya tulisan berikut mi sengaja diberijudul sketsa. 
135 For general reference and brief descriptions (illustrated) of dance forms from South Sulawesi, and 
the distribution of the zapin dance over the archipelago as well as ban gsawan, see Edi Sedyawati 
(1998), Perfor,ning Arts, pp.86-87, 68-69 & 94-95 respectively. 
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drama classic Buggies), is I Mangkawani by Andi Mariowawo Mochtar (Kak Uttha). It is set 

in the most powerful kingdom of Bone located in the city of Watapone and tells of customary 

law followed in matters of love between a young couple of different clan status. 

Kak Uttha explains in the introduction to the text that it is taken from, La Fadomai I 

Man gawani, one of the stories in the classical literature of the Bugis on philosophy of life and 

the suffering of humiliation. He had written a version of it in 1983 titled Si Bulan Muda 

Terbeman (The Pale Moon Disappears), but re-worked it in 1996 with the current title. There 

is no record found of a performance of the work. Classical literature of the Buginese is found 

in the ancient manuscript, I La Galigo, one of the longest epics in the world. Sapardi (2000, 

pp.292-293) places it next to the epic literature of the Mahabharata, Ramayana and Homer's 

Odyssey.136  

The history of the Soppeng region is related in the drama, La Makkarodda 

Totenribali, by Andi Amriady Alie, first performed in December 1996 by Sanggar Merah 

Putih Soppeng in Wattansoppeng. Subsequently there were performances in Ujung Pandang 

in 1996 and 1977. Sudirman H. N. views the work as a "portrait of a sightseer", the title of his 

article, "Potret Seorang Pelancong", referring to himself as the sightseer. He questions the 

applicability of a historic event as substance for modern theatre performance. In particular, he 

questions the presentation on the stage of: 

[ ... ] the psychological motive or the sociological reason of La Makkarodda 
who effected the unification of two opposing factions in the region, those of 
Soppeng Rilau and Soppeng Riaja, through tragic circumstances.137  

Moch. Yayath Pangerang expresses the point of view that the work was "a 

deconstruction of the heroic concept of South Sulawesi" in his article with the same title 

Dekonstruksi Gagasan "Heroik "Sulawesi Selatan.' 38  

Use of legends of the Bugis as modern theatre presentations were not confined to 

regional performances alone. A national audience witnessed the performance of the legend, 

Langit Hitam Di Tosora (Black Sky of Torosa), adapted by Yudhistira Sukatanya (Drs. Eddy 

Thamrin). He directed the work as a contribution for FNTI in Bandung during October 1996 

where it was given the title Sang Pen guasa (The Authoritarian). The entry into that festival 

was not representative of one theatre group from the province, but instead the undertaking of 

136 For the notes on the Bugis drama, I Man gkawani, by Andi Mariowawo Mochtar, I have translated 
from the "Introduction" by Kak Uttha in the edition of the play I received in Ujung Pandang. 
' [ ... ] motif psikologis nwupun alasan sosiologis La Makkarodda, yang mengantarnya pada sebuah 
upava dan peristiwa tragis penvatuan (unifisikasi) Soppeng Ri/au - Soppeng Riaja. 
138 j have taken the points of view by Sudirman H.N. and Moch. Yayath Pangeran from their articles 
published in the text of La Makkarodda Totenribali by Andi Amriady Alie (1997, pp.79-82  & pp.83-89 
respectively). 
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regional arts bureaucracies, the regional office of DEPDIKBUD through its Arts Division and 

the Arts Centre for South Sulawesi. 

Contravention of the treaty, "equal value system of dignity", is at the core of this 

Bugis legend. It relates how the land of the Bugis was in a state of disaster since the king and 

his family had not invoked the treaty for the people. His arbitrariness of rule led to the calling 

of the council of customary law, but the disaster was unable to be controlled by its chief 

authority. From the kingdom of Bone came an aristocrat, once a member of the king's court. 

He was a tyrant in the form of authority, In the words of the Buginese metaphor, he was only 

capable of pushing an empty boat. The two figures of authority were powerless to take over 

leadership of the kingdom and it was asked why. "Perhaps this is a unique reality of political 

culture in the land of the Bugis" was the reply.'39  

That the politics of culture were indeed a reality became clear when setting out to 

conduct the public lecture and theatre workshops in Ujung Pandang in November 1998. 

Through my observations in South Sulawesi, while working together those artists who 

attended activities at the Arts Centre, and when in discussion with individuals or groups at 

Fort Rotterdam, there was an overburden of arts authorities (bureaucracies) in control of 

developments in modern theatre practice. Nonetheless, the bureaucracies hold the key to open 

opportunities for the development of a progressive theatre. Importantly, they are the source of 

facilitation for funding and access to facilities and other resources. Instead however, it is my 

experience that the arts bureaucracy is capable of stifling a creative atmosphere and its 

independence through a process of exclusivity to the detriment of developments in the theatre. 

Furthermore, due to the large number of active groups in Ujung Pandang (and the 

regions), they could be considered at risk in sustaining their theatre in the future. There is a 

lack of cohesive regional planning and management of program activities for them to compete 

for available resources and likely to jeopardise the sustenance of these groups. Within the 

groups themselves, there appeared an ad hoc approach to management and structure of 

organisation. 

For example, functions of dramaturgy, its research and documentation processes were 

not evident as prime function of any group involved in activities conducted at the centre or at 

other times. Evidence of this was the paucity of information and documentation of individual 

group's performance activities. Fahmi Syariff reinforced this evidence if we recall his article, 

Sketsa-Sketsa Perteateran, when he called for the need of field and library research, without 

which a map of the theatre in South Sulawesi could not be made. 

139 My description of Langir Hitam Di Tosora (Sang Penguasa) is taken from Ringkasan Cerita 
(Synopsis) in the program prepared for the National Theatre Festival, Bandung (FNTI), pp.3-7, October 
1996, 1 had collected at that time. 
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Summary of Case Studies 

Apart from the theatre arts activities conducted at the Arts Centres described in the 

foregoing case studies, similar activities were conducted in most of the provinces of Sumatra. 

From September to November 1997, with recommendation from Drs. Saini K.M., Director of 

Art for DEPDIKBUD, public theatre meetings were undertaken. Theatre workshops were 

conducted on an informal basis when time permitted or where able to be facilitated by 

individual groups or through cooperation with the Arts Centres schools and universities 

Although the development modern theatre throughout those provinces was positive, I 

elected not to include case studies on Sumatra in this dissertation. The case studies that have 

been have been presented above are considered suitably representative of regional 

development of modern theatre practices. They present examples of diversity with respect to 

geographical, social, cultural, religious and political factors enabling a wide perspective to be 

viewed of theatre progressing throughout regions within the respective provinces studied. At 

the same time, the case studies reveal many problems but indicate prospects for regeneration 

of a theatre that reflects the dynamic of change within the nation. In my summary discourse, 

as a final chapter of this dissertation, current problems and directions for future prospects are 

the subjects of discussion. 

As a research methodology, I have used the public lectures and theatre workshops to 

gain access to artists and their theatre, a way believed to be direct and transparent. Through 

this method, I have myself been proactive in the process, avoiding the expected academic 

approach of being seen as the expert researcher following a line of investigation. The results 

of the method also open a wide field of potential studies that other researchers or writers may 

wish to enter in specific cases of interest. However, my methodology has had its critics as to 

its relevance and effectiveness. But I leave it up to those who read the dissertation to be the 

final judges of my points of view. 
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Figure Al. Theatre 
workshop at the Arts Centre 
in Mataram for the province 
West Nusa Tenggara, 10 
July 1998. Photo: Sopar 
Darma Tambunan. 

Figure A.2. Kropos written and 
directed by R. Eko Wahono. 
Performed by Tea ter Lho Mataram, 
July 1997. Photo by courtesy of 
Teater Lho Mataram. 

Figure A.3. "Western 
Exposure", a group theatre 
workshop performance 
piece. The Arts Centre in 
Mataram for the province 
of West Nusa Tenggara, 
10 July 1998. Photo: 
Sopar Darma Tambunan. 
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Figure Cl. Public 
lecture at the Arts 
Centre in 
Surabaya for the 
province of East 
Java, 22 July 
1998. 
Photo: Meimura 

Figure C.2. Theatre workshop, "Meditation Exercise", at the Arts Centre in Surabaya for the province 
of East Java, 23 July 1998. Photo: Sopar Darma Tambunan. 
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Figure (.3. Monoplay, Lingkaran (The Circle). Written, directed and performed by Meimura for 
Teater Ragil in Ujang Pandang, South Sulawesi, March 1999. The second story: lvlenunggu Ratu 
Adil (Waiting for Ratu Adil). Photo: Gunawan Muchamad. 

Figure C.4. Monoplay. Lingkaran (The Circle). Written, directed and performed by Meimura for 
Teater Ragil in Ujang Pandang, South Sulawesi, March 1999. The fourth story: Anakvang Hilang 
(The Lost Child). Photo: Gunawan Muchamad. 
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Figure D.I. Sang Pencinta (The Lovers). Written and Figure D.2. Sang Pencinta (The Lovers). 
directed by Joko Bibit Santoso for Teater Ruang Solo, Written and directed by Joko Bibit Santoso for 
April 1999. Source: Programme cover by the Centre Teater Ruang Solo, April 1999. Photo: Henky 
Culture! Francais (French Cultural Centre), Jakarta. Rafa ' i. 

Figure D.3. Pesta Pelangi (Rainbow Celebration). Written and directed by Agus Maladi for Teater Waktu 
Semarang, June 1994. Photo by courtesy of Teater Waktu Semarang. 
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Figure Fl, Drakula. 
Written and directed 
by Akmad Benyamin 
(Beben) for Teater 
Topeng, September 
1998. Performed at the 
Arts Centre in 
Pontianak for the 
province of West 
Kalimantan. Photo by 
courtesy of Tearer 
Topeng. 

Figure G. I. Public Lecture at the Arts 
Centre in Banjarmasin for the province of 
'outh Kalimantan, 18 September 1998. 
Photo by courtesy of the Arts Centre. 

.1 

 

gure G.2. "Be Dead", 
group theatre 
orkshop performance 

piece. The Arts Centre 
in Banjarmasin for the 
province of South 
Kalimantan, 19 
eptember 1998. Photo: 
opar Darma 

lambunan. 
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Figure G.3. Abu Tansil. Written and directed by H. Bachtiar Sanderta for Teater Banjarmasin, South 
Kalimantan (undated). Photo by courtesy of Teater Banjarmasin. 

Figure G.4. Egon. Written by Saini K.M. and directed Eman Hermasyah-Sastrapraya for Sanggar 
Lawang Banjarmasin, South Kalimantan (undated). Photo by courtesy of Teater Lawang Banjarmasin. 



L ii.ure 6.5. Traditional 
erformance of zap/n. 
i the top, zap/n 
erformance of Mak 

ilang by Sanggar Tan 
I)ah/ia in Medan. North 

urnatra. At the bottom. 
.1 :apin performance, 
Kasih dan Budi (Reason 
and Affection). Source: 
[di Sedyawati (1998). 
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Figure 6.6. Pagi Bening 
(A Sunny Morning) by 
Serrafin and Joaquin 
Alvares Quintaro. 
Performed by Stud/k/nb 
Teater Bandung (STB), 
1985. Source: Sugiyati 
S.A., Mohamad Sunjaya 
& Suyatna Anirun 
1993). 
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Figure G.7. Performance of 
Mamanda in Banjarbaru, 
South Kalimantan, 
September 1998. Photo: 
Sopar Darma Tambunan. 

Figure G.8. Traditional 
theatre of Mamanda 
performed in South 
Kalimantan. Source: 
A.Kasim Achmad 
(undated). 

Figure G.9. A traditional 
performance of wayang 
gong of South Kalimantan. 
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Figure K.l. Public 
lecture at the Arts 
Centre in Palu for 
the province of 
Central Sulawesi, 
3 November 1998. 
Photo by courtesy 
of the Arts Centre. 

Figure K.2. 
Theatre workshop 
at the Arts Centre 
in Palu for the 
province of 
Central Sulawesi, 
4 November 1998. 
Photo: Sopar 
Darma Tambunan. 
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Figure K.5. An ancestral stone 
monolith of the Kaili people of 
Central Sulawesi. Named Batu 
Pa/indo, the three-metre cars ing is 
located in the Lore Lindu National 
Park. Source: Provincial Tourist 
Centre, Palu, Central Sulawesi. 
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Figure K.3. Tepuk Tangan Tujuh Hari Tujuh Ma/am (Seven 
Nights of Applause). Written and directed by Agustan T. Syam 
for Teater P/ak Plik Indonesia of Palu, Central Sulawesi, 
performed in Bandung, 10 December 1997. Photo by courtesy of 
Teater P/ak P/ik Indonesia. 

Figure LI. 
Pencarian (The 
Seekers). Written 
and directed by 
Achmad Zain for 
Teater Sendiri, 
Kendari, 
Southeast 
Sulawesi, 
performed on 10 
November 1998. 
Photo: Sopar 
Darma Tambunan. 
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