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ABSTRACT

Wayang kulipuppets hold an intriguinggps i t i on as not only a princi |
major theatrical form but also as a marketable handicraft in Indonesia. This dissertation focuses
oncreating a cohesive history whyang kulitcraftsmanship in Central Java and analyzing how
growingtourism in Central Java is shifting the creation process, aesthetics, anduvzss@if)

kulit puppets in the regiotlsing an interdisciplinary methodology that combines influences

from theatre, material culture, and oral history the project is broken @ four main

sections: the history afayang kulitcraftsmanship and modern adaptationghe process; an

analysis of how tourism and policy have influenced these changes; the development of business

and puppet typologies; and finally, a larger analg$ how changes in craftsmanship might
affectwayang kulitas a whole. This dissertation not only provides a history of traditional

puppetry craftsmanship but examines and documents the current procegaganaf kulit

production in Central Java, Indana. This includes innovations in training, materials, design,

tools, carving, and painting. Additionally, this work examines how growing tourism has affected

the methods, creativity, and business modelgayfang kulitcraftsmen in the area. Outside of

creating a cohesive craftsmanship history, the ultimate goal of this research is that the new
typologies developed in this work might be wus
views of tourism and tourissimduced changes to their art play intotheeew of o6 aut hent i
handicraft markets, how tourism might drastically affect the future of puppetry, and how tourism

might play a part in preventing some art forms from diminishing across Southeast Asia.
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ABBREVIATIONS , ALTERNATE SPELLINGS , AND SPELLING NOTE

Bapak l ndonesian term for Afather. o When u
man, similar to Mr., it is abbreviated Rak

Bron A gold powder with a hint of bronze used for painting particular areas of a
wayang kulitpuppet.Alternate spellingbrom

DIY Daerah Istimewa Yogyakara, or Special District of Yogyakarta

ISI Institut Seni Indonesja performing arts universityith campuse@ both

Yogyakarta and Surakarta

Kraton The I ndonesian word f okeratbpal ace. 0 Al
Pak See Bapak.

Solo A nickname for the city of Surakarta

Rp. Abbreviation for theRupiah, the currency of Indonesia

Yogyakarta Common alternate spellings of Yogyakartalude thehistorical

Romanization, Ngayogyakarta, and the more modern, Jogjakarta.

SPELLING NOTE

Indonesian Plurais

Plurals inthe Indonesiarianguageare represented mostlgroughcontext clues. Mangimes,

plurals are miked by a group or numeric word. Examples of using group words In Indonesian

i n c | herbezapadalang (somepuppeteers banyakidalang ( many puppeteer s)
words can also be used to mark plurals, amgxd e o fduatddlan@ ( swé puppeteer
Plural Personal Pronoufitey, them, etc.) are also common as a plural marker. Therefore, the

same process is followed when usingdahadomngesi a
can be used to reféw a singular puppeteer or multiple puppeteers. Context clues will be the key

to deciding if an Indonesian word in this dissertation is plural or not.
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CHAPTER ONE

INTRODUCTION

The aim of this dissertation is to provide an updated history and documentation of the
processes of craftsmanship and puppet manufacturirvgafgaing kulit or shadow theatre, in
Central Java, Indonesia. This updated history will include innovationsimmgadesign, tools,
materials, carving, painting, and business modelspimaatal, those who craftvayang kulit
puppets, have developed since the 19P@satahl i t er al |y transl ates to 0
Wayang kulitraftsmerhave also beereferred toasempy or mastersin texts and by fellow
IndonesiansHowever,wayang kulitcarvers will be referred to genatahthroughout this work.
| have chosen to use thermas the majority of this work focuses on the specifics of being a
purewayangkulit puppet carver compared tovasteror dalang puppeteenvho works on other
aspects ofvayang kulif like performanceThe wayang kulitpuppetshemselvesold an
intriguing position within the theatre community and in Indonesia in particular, as not only a
principle element or O6éactord in a major theat
commodity. Over the last few decades the awafang kut craftsmanship has been
significantly impacted by dramatic increases in tourism and globalization. Therefore, included in
this updated history will be a discussion on how tourism has been and continues to be one of the
largest influences on the shiftsaraftsmanship and how it has affected the methods, business
strategies, and creativity afayang kulit penataim Central Javaln the conclusion of this
dissertation the place afayang kulitcraftsmanship will also be compared to and placed within
the larger framework operformancen Southeast Asiand the Pacifias a wholen order to

discuss methods of both preservation and exploration in the field moving forward

Pl ease sedcitsheomoDefi mi 6 i ons, infebando plwradlsantthe maosesianand Sp
language.



1.1 JUSTIFICATION AND PURPOSE

Thewayang kulitheatre of Indonesia was designabgdhe UnitedNations Educational,
Scientific, and Cultural Organization (UNESCO) as an Intangible Cultural Heritage of Humanity
in 2003. UNESCO consideredlayangpuppet theatre to be a form so crucial to Indonesian
culture that it developed a prograntitled the Safeguarding Projehat ranfrom 2005 to 2007.

This project was established in order to train both pematahand puppeteers, dialang to

help perpetuate the art whyangcraftsmanship and performance. More importantiyyang

kulit haslong been revered by the Javanese as a part of their collective consciousness and soul.
The art form ofwayang kulits considered by many to be an expression of Javanese values and
attitudes, as well as a refl emonthastweenusdd Javaods
throughout history in a multitude of fashions: as a ritual form to provide blessings and
protection; as entertainment; and as a way to disseminate ideas and information to the public
from kings, city leaders, and local organizations. #tils used in all of these capacities in
contemporary societyThis continued use aflayang kuliperformance in comparison to other
puppetry forms in Southeast Asia, e-fhai shadow puppetry, that have faced severe decline is
further reason to resedrand explore ways to prevent this form of puppetry foammencing

decline in the futureWayang kulias a whole reflects the variety of cultures and countries that
have influenced Indonesian history, including its indigenous ethnic groups, India,dtike Mi

East, and the Westhese elements makeyang kulita living cultural treasure and a large part

of the complex Indonesian history aitgl craftsmanship deserves to be documented.

While wayang kulitis a major cultural theatrical form, current rasdan English lacks
updated and complete information on the physical astagfing kulitcraftsmanship, as well as
information on the histories and curremcumstances surroundirtg penatah The majority of
scholarly works available omayang kulittommonlyfocus a the literary and linguistic
elements of the form; the origins of performance; or the history and training otiaialef.

Discussions owraftsmanship do exist but are generally consigned to a few pages or more often

2 This UNESCO declaration includeehyang kulif wayangklitik andwayang golek.

8 SeeBrandon, Cohen, Folegroenendaelyving, and Mrazek for more information evayang kulitn recent
history and its modern uses and adaptations.

4While the majority of scholarly works do focus on mefewa newworks on femalelalanghave recently
been published. For more information on fenaddéangin Bali or Central Java segorks byJennifer
Goodlander or Ashley Robinson, respectively.



to a few paragraphs afformation within larger studies. Existing scholarshipn@ayang kulit
craftsmanship tends to focus on documentation of the puppets themselves asnmages
photgrahic collectionsr on the idea that craftsmanship has decndde to issues such as
economic hardships and globalizatiowithout a focused examination of thenatah
themselves or the extensive history of the craft and its techniques.

In the past several years, sdrslsuch as Jenny Cave, Kristen K. Swanson, and Dallen J.
Timothy have called for more4depth studies of crafts in general. My dissertation answers this
call by adding new scholarshiperayang kuld s ar ti sti c craftsmanship
has ompiled a thorough muHilisciplinary study of ethnic crafts and how commoditization and
tourism may participate in preserving traditional art forms. However, Cave has also called for
continued studies on how tourism can prevent art forms from dyingavéfcommunities
benefit f-sachudedorasm forms, and -amdiuc@adtdd Vi
changes (2009). Part of my research addresses these issues in regard to Centraidgaangnd
kulit craftsmanship; including how productionwéyangkulit souvenirs may affect th@ayang
kulit community. Timothy and Swanson in their 2012 arti€leyvenirs: Icons of Meaning,
Commercialization and Commoditizatialso call for an examination of how crafts play into the
sociacultural process fromagegr ap hi c al Apl ace perppempmalst i veo.
perspectives regarding innovation and change within their craft will play a part in filling this gap
in scholarly researcais well

In sum, the aim of this work is to provide an updated hystbthe current craftsmanship
processes olayang kulitin Central Java, notating innovations in training, design, tools,
materials, carving, painting, and business mopeigatahhave developed. Together with an
updated and detailed history, this studil also cover potential growth and risks facing the art
form of wayang kulitin the future. To accomplish this the following research questions will be

addressed throughout this dissertation:

1. Historically, what is the creation processwalyang kulit purwguppets and how has
that process evolved?
-What supplies have changed (tools, leather, paint, handles, etc.)? If a change
exists what prompted the adoption of the new material/supply?
-What shifts in design, shape, and size haaeuoed? What prompted these

evolutions?



2. What role has tourism played in the production process and budewsdspment and
management aayang kulippuppetry craftsmanship since the 1970s?

3. Can thevayang kulippuppetspenatahand puppetry bainesses be categorized? If so,
what characteristics of their business models distinguish them?

4.What do these shifts mean for the futurevafang kulipuppetry in Central Java?

5. Can similarities be drawn to other Southeast AarahPacificmmationswho have faced

growing tourism and globalization in regard beir theatre and craft markets

1.2 RESEARCH SCOPE AND METHODOLOGY

The preparation and fieldwork for this dissertation began at the University of éatvai
MUChoa with my introductory library research in 2010. | continued my preparation in the summer
of 2012 in Central Java at Universitas Kristen Satya Wacana (UKSW) in Salatiga, Indonesia.
While this first trip to Indonesia in 2012 was not an officiglearch trip it did provide an
opportunity to improve my language skills through a certificate program in advanced Indonesian
by means of a collaborative language learning program with UKSW and the Consortium of
Teaching Indonesian (COTI) in Salatiga. k@hllowed me to explore potential research
locations, solidify relationships with potential contacts, and attend sevayahg kulit
performances in both Yogyakarta and Surakarta.

My official field research was conducted from April 2014 to April 201%¥ ogyakarta,
Surakarta, and its surrounding municipalities. My researchswggortedduring this period
througha Fulbright U.S. Student Full Research Grant. The following sections will provide
accounts of the research locations; a list ofpeatahinterviewed and craftsmanship
organizations collaborated with; a description of how participants were chosen; and a description

of my research methodology and its applications.

RESEARCH LOCATIONS
Central Java was chosen for this research project tgoitsiajor citiesYogyakarta and
Surakartaare both considered cultural and artistic centers in Indonesia and are both historically

important to the formation afayang kult When referring to ACentr al



work | will be referringspecifically to the Special Region of Yogyakai@aérah Istimewa
Yogyakartaor DIY) and its surrounding regencies, as well as the metropolis of Surakarta, and its
surrounding regencies. DIY consists of Yogyakarta city proper and four surrounding regencie
Sléman, Gunung Kidul, Kulon Progo, and Bantul. Surakarta is surrounded by six regencies:
Sragen, Karanganyar, Sukoharjo, Klaten, Boyolai, and Wonogiri. Mention abse¥¢hese
regencies and sudhistricts within these regencies will be discussedhim dissertation, please

refer toFigurel-1 below for location and orientation of the two major cities and their
surrounding regencie®Vhile Central Java is larger than these two cities and their surrounding
regencies due to time, travel needs, and funti®se to focus this work on aforementioned
areas.Thetwo larger cities of Yogyakarta and Surakarta were not only chosen for their central
roles in the history ofvayang kulitout also for thérraton$ located in each cityBoth cities boast
current and thrivingvayang kulitcommunities, and tourism is on the rise in these asagll

The surrounding regencies were included in this study to give a scopepehit@iis working
conditions in both metropolitan and ruralaseas well as to analyze how far tourism and
globalization have actually spread within thayang kulittommunity. | felt it was important for
this study to investigate if tourism is merely a phenomenon affestiygng kulitin the cities or

if its influence has reached significantly into rural communities as well. However, due to the
time limits and the scope of this research only one regency from Yogyakarta (Bantul) and one
from Surakarta (Wonogiri) were chosen. Each regency was chosen based oe pejargtion

of working wayang kulit penataha level of interest in developingayang kulitcraftsmanship,

and the number gfenatahwilling to participate in a study of this natutebelieve theséwo
regenciesre fair representations whyang kulitcraftsmanshipn the arealue to the similar

rural characteristics in comparison to the other regencies surrounding the urbanacetaks

for ther e g e nacgerelsstiers ofvayang kulitommunities

SKratoni s both the I ndonesian and Javanese term for
Abbreviations and\lternate Spellings



Figure 1. Maps of Central Java
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SELECTION OF PARTICIPANTS

Many wayang kulit penataivork together in large workshops or communitiep@fatah
both in metropolitan areas and in more rural areas across Central Java. When approaching
penatahfor this research it became clear that witthiese workshop settings, openatahwas
generally deferred b whether by virtue of knowledge or comfértvhen discussingvayang
kulit and their craft. This individual would function as a type of spokesperson for the workshop
or area. As interviews were satuled and conducted with this initial informant, a groundwork of
trust was built and mongenatahwould occasionally volunteer to participate in the research.
However, in many cases the one representative would speak for a larger nupdrextafiwho
were not comfortable speaking to a researcher and/or who felt they did not possess the skill to
truly articulate the history or process or their craftsmanship. Therefore, one participant in this
study nearly always represents a whole workshop or even a wiltadge of artisans. The
penatahthat did participate in this study work as a representative samplayaing kulit
penatahin Central Java and have varying degrees of training, education, popularity, and
connection tavayang kulitourism. Certain persohhistories of individuapenatahhave been
highlighted throughout this work, as they were the individual members of the community who
felt most confident sharing their histories for this resedé®elverapenatahin each locale (Pak
Hadi Sukirno, Pak Sagj Pak Sutarno, and Pak Kawisokindly gave me nearly unlimited
access to thetrafting processstock and storefrontdHowever, information gathered from all of
thepenatahinterviewed has been combined with observatiand textual support to forrmet
collective history, analysis, and arguments found in this dissertation. A few members of the
wayang kulittommunity who are ngienatahwere also interviewed, including scholars and
professors who have written one or more of the available articlesoamfid b Indonesian that
discusswayang kulitcraftsmanship in Central Java list of the main participants can be found
below’.

6 Furtherinformation on the participants in thigidy can be found in Appendix A.



Table 1. List of Main Participants, Locations, and Specializations

Name?
Kusmandi

Mantan
Saleh
Sagio

Krt. Sihhanto di Puro

Sudiman

Sukawi (Kawi)
Hadi Sukirno

Sutarno (Sutar)

Suyono
Suyoto
Tugiman
Waluyo
Wijayanto

Town
Wonogiri
Wonogiri
Wonogiri
Yogyakarta
Surakarta
Bantul
Surakarta
Yogyakarta
Wonogiri
Bantul
Bantul
Yogyakarta
Bantul

Surakarta

District
Central Java

Central Java
Central Java
DIY
Central Java
DIY
Central Java
DIY
DIy
DIY
DIY
DIY
DIY

Central Java

a All of the penatahand participants in this study have given their informed cortsent

be included in thislissertation

INTRODUCTION TO METHODOLOGY

During my time in Indonesia | used several methodological approaches to collect both

gualitative and quantitative data. However, as my research focuses on creating an updated

history and analyzing current cultural practices inwlagang kuli craftsmanship community, |

primarily took an ethnographic approach with this work. This approach was heavily influenced

by Gl asser
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S t’ in whicls res@arch foauses ah beihg rodted ar r y

observat.i

” For more information on grounded theory see Glasser and Strauss 1967 and Oktay 2012.
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aspects of grounded theory it did draw on its principle tenants of theoretical sensitivity, constant

comparison, antheoetical sampling. Julianne Oktayccinctly describes these tenants as

Acomponents [that] work together i n a multist

component, theoretical s ensuwthrough tleinpersonah vol ves

professional, and theoretical backgrounb gather data and begin coding interviews to identify

early patterns and concepts. The researcher then uses constant comparison to generate concepts

from the coded data. Theoretical sampling is theed to guide the next stage of data gathering

and to Afurther develop and verify the concep
Using this methodology, | began the interview process with-samnctured interviews to

first develop a rapparf his allowed forthe participars to become comfortable in the interview

environment andor me togather necessary base line data. | then moved forward to open

interviews which allowed for the participants to direct the interview process and for key concepts

in their oral histories tdevelop naturally. This process allowed me to not only develop a way in

which to approach the oral histories of thpseatahbut to also organize and analyze them post

field work. The core concepts that came from these interviews were then combined with

observation openatahin their workshops, and support from library research and textual analysis

to further discern pattern$hese patterns thdsecame the base of both my findings on the

currentwayang kulitcraftsmanship community and predictions fsrfitture.

Interviews and Observation

During the first official meeting with a participant, specificallpenatah | would always
begin with a semstructured interview of the same fourteen main questidiss first interview
focused on the types of tools and methods in which they were trained and if they had changed
any of those tools or methods over time. This approach was taken in order to gather base line
data for all participants of their training theds, tools, and techniques. However, to create a
relaxing and nofintimidating experience, if theenatahwanted to steer the interview in a
different direction | would always follow thelead andliscuss the elements of their craft they

were passionatabout. Due to this relaxed atmosphere and freedom to take an interview in many

8 The full list of questions can be foundAppendix B



directions, each participant was generally interviewed a minimum of two times in order to ensure
each of thehirteenoriginal interview questions were covered and the baseataild be easily
compared. However, | and mapgnatahthemselves encouraged more interviews as they had an
abundance of stories to tell and, as previously mentioned, manyaisieglepenatahwas the
representative of his entire workplace or villagd additional interviews were needed to cover
the varied histories and experiences. After the initial ssrmctured interview, dialogue opened
into a far less structured nature to allpenatahto give personal insight and opinionswayang
kulit craftsmanship. This also permitted tpenatahto share their histories in the same manner
wayang kulitraditions have always been passed down: orally. Speaking in this manner
encouraged a certain level of comfort and permitted for whatpsawdtahfelt crucialto wayang
kulit craftsmanship to become prominent during the interviews. As discussed, this enabled me to
garner the central concepts and important issues across the spectrum of participants and to see
where new methods, opinions, and tactics might vamy fhistorical records. Whenever possible
these stories, training techniques, and histories were then further researched, fact checked, and
reinforced through public records, newspaper articles, books, and other written%$ources
However, due to the fadbat the majority of knowledge surroundimgyang kulithas been
passed down in oral tradition the main source for both the history and current lives of the
penatahin Central Java has come from their own recollections.

My research also involved obsenatj specifically ofvayang kulipuppets being carved
and painted. For the purpose of this dissertation | commissioned five sdf@siiapuppets.
Kresna, in the MahUbhUrata |l egend, is an avat
wayang kulithe is predominately shown as the King of Dwarawati and a respected advisor of the
Pandawa family (Sunarto and Sagio 200Bhroughout my initial interviews, it became apparent
that one of the major changes to heayang kulitcreation is handled istheaw yi ng fl evel s
gual i tyo t hadalangaad teurists filikeeby irdiViduigenatahor at store locations.
Detail on each of these levels will be discussed in chapterdive to this discovery, |
commissioned the five Kresna puppets fromnglg store and observed how each of the puppets
was carved and painted to better understand the differences in levels as well as in training,

|l ifestyle, | ocation, and methods that might h

9 Found sources came from libragsearch in Universities akdatonlibraries in Yogyakarta and Surakarta,
as well as through library research University of Hawai'i.
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puppets were gomissioned from one store, only level 1 was made in the actual store by the

wor kers who work out of the storeds wor kshop.
and made by craftsmen in other locales, who occasionally work for the main stortowaen

levels are commissioneBuring the year | spent in Central Java the majority of my interviews

took place while @enatahwas actually working on a piece for his own stock or on an order for

a customer. Throughout the course of this yearlong respaschss, | observed several full

puppets being carved and the portions of hundreds of others at various stages of completion.

Development of Typologies

During my research it becanapparenthat there were clear distinctions between
different types bwayang kulitousinesses and the workshops rumpbgatahNo typologies or
groupings were initially placed genatahor their businesses prior to the research but, rather,
core concepts imayangbusiness models revealed themselves through the intepvamgss.
These core concepts lead to the developmesikaipecificwayang kulitousiness typologies and
five puppet typologies. These burgeoning typologies were then later reinforced through Eric
Cohends existing tangtoutisvidghbong the works oleMichehHicardand a f t s
Philip Frick on Bali; and the history efayang kulittself (Brandon, Groenendael, Holt, Irvine).
As discussed, initial interviews were sestriuctured, while followup interviews remained more
open. This allowed focore concepts in the business models to present themselves through the
penatab s t el l ing of their own stories. These con
and division openataltd s b u s i n e ssxdistirctdyupmgs.iltistthe aim of this
dissertation that these typologies will not only make clearer the current developmerytof
kulit craftsmanship in Central Java but also assist in predictions for future trajectories of
craftsmanship and tourisin the area. A detailed description on how these new typologies were

developed and can be applied is found in chapter five.

1.3 LIMITATIONS OF RESEARCH

As noted, Central Java was chosen for this research due to its historicaMiayatiog
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kulit; the access to and numbermpainatahworking in the area; and the importance of the area to
contemporarwayang kulit While knowledge of the larger history, religions, and theatrical
advancements in Indonesia (for example: changes and progthe8alineseartsand tourism

are important, the main thrust of this dissertation focuses on Central Java peddtahof that
area alone. Additionally, my research does not and could not deeply exanpeeaaihfrom
Central Java but, rather, focuses onghratahmentioned above as representatives of Central
Javanes&ayang kulitcraftsmanship.

During my research, | opted to hire two research assistants to assist with the gathering of
information and to work as interpreters during interviews. Agnes Brahaning worked as my
assistant for the first half of my research
for the second half, when Ms. Pranugrahaning needed to step away to complete her own
research. Not only were these women able to hélptanscripts, translations, and dictation in
Indonesian they were also both fluent in Javanese, a language | do not speak. Javanese is the
primary language of many of the olge¥natahwho participated in this research. At times these
penatahwould compete full interviews in Javanese or would slip from Indonesian into Javanese
during the interview process making it necessary for Agnes and Gita to translate. It was also
discovered that when either of my assistants, both of Javanese descent, initiatychpp a
possible participant, theenatahwasfar more likely and far less intimated to work with a
foreign scholar than if hadapproached them myself. Due to this finding, each of my assistants
approached several possible participants with my govarnmesearch permissions and
academic credentials to initiate interviews and worked as intermediaries for scheduling purposes
throughout my research. Both Ms. Pranugrahaning and Ms. Cahyandari were not only chosen for
their language skills in Javanese anddnesian but also for their prior academic training and

interest inwayang kulit

1.4 LITERATURE REVIEW

As mentioned in the above sections, this dissertation aims to fill a gap in scholarly
research on the history and creative methodgayfing kut carving in Central Java, while also

adding to scholarship on how tourism and globalization are shaping the future of the art form. |
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do, however, want to stress that the lackvayang kulitcraftsmanship scholarship is not
necessarily due to a lack ioterest in the craftsmanship itself; this topic has, presently, rarely
been the main thrust of an academic study concemsygng kulit Many scholars and

historians writing in English discuss the incredible skill needed to create these pieces of art but
the description and history of its creation is relegated to only a few paragraphs or a few pages.
However, while there is still room for more scholarshipa@yang kulitcarving, it does need to

be noted that this dissertation could not have been accomplished without the works of previous

scholars in the field oivayang kulit

WAYANG KULIT CARVING

There are several works @rayang kulitthat include small but signifént histories of
craftsmanship or craftsmanship skills including works by Walter Angst, Claire Holt, David
Irvine, Edward C. van Ness, and Shita Prawirohardjo. These works address the basic skills
needed to creatwayang kulippuppets and touch on the luist of creating the physical form.
One of the most i mportant works that discusse
book entitledwWayang Puppets: Carving, Colouring and Symbalighis book is comprised
mainly of a translation of the experi@scof a reveredenatah Pak® Sukir. In 1920 the Dutch
led Commission for Folk Literature published a treatise, in Javanese, by Pak Sukir that described
his experience in the carving and paintingvalyang kulippuppets. This document was named
O0Treat.i e44®6. This initial document has since
published n 1935 and Mell emads book contains a tra
loss of the original copy and the 1935 version making no reference atdredocument,
Mellema notes that it would be very difficult to know if this version remained unmodified.
Nonetheless, this 8@age book works as a solid starting point for researchway@ng kulit
craftsmanship as it gives the basic steps and ouslioree of the patterns needed to carve a
wayang kulitpuppet. In addition to this book, three main Indonesian téxistunan

Ketrampilan Tatah Sungging Wayang Kot Widodo (1984)Wayang Kulit Gagrag

The term 6Pakd chapakdSee theish ahAbbréviationg andéternéate Spellings for
more information.
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Yogyakarta: Morfologi, Tatahan, Sunggingan, dan Tlelgembuatannyhy Sagio (1991), and

Seni Tatah Sungging Kubty Sunarto (2008) have also been used as a base for the history of

wayang kulit r af t smanship i n this dWagaagKultGagrago n . Pak
Yogyakartawas originally publishedh 1991 in black and white; it was also released in late

2014 in a color version. The book begins by describing basic carving patterns and moves on to
describe the specific patterns for face shapes, noses, eyes, hands, feet and the patterns for dress
styles and ornamentations. The largest and final part of the book contains pictures of the most
popular characters wayang kulittcarved by Pak Sagio and information about who each

character is. While the largest portion of this book focuses on documentii®y®gki o6 s st yl e
through drawings of the most popular characters, roughly the first third discusses his methods of
wayang kulitcarving. The publications by Widodo and Sunarto also cover similar carving

met hods found i n Sagi o0 efcharacekdrawings. Bachuof theseh e | ar
books also contains small references to eventsiang kulithistory which, in combination

with the histories openatahl have interviewed, and sections of several geneagbang kulit

history publications have creal a starting point for compiling a more complete history of the

form.

GENERAL WAYANG KULIT HISTORY

In order to fully comprehend the meaning and history behind the carving and painting
processes a foundation in generalyang kulithistoryisn e eded. James R. Brand
Southeast Asian theatre includéieatre in Southeast AssndOn Thrones of Gold: Three
Javanese Shadow Plagad are crucial introductory works for anyone studying Indonesian
theatre andvayang kulit Theatre in Soutast Asigprovides a great deal of information about a
typical wayang kulitperformance as well as the fundamental, and generally accepted, history of
wayang kulititself.

Jan Mr 8z e k 6 Bhensroandtogy,of atPuppdt Endatre: Contemplationb®n t
Art of Javanese Wayang Ku{f998 andJavanese Wayang in the Times of Con{2092)
focus on the influences and shifting trendsvayang kulit Both of these works influenced my

research as many curremhyang kulit penatakhepresent shifts in modewayang kulitradition.
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Mr 8 z e k 6 s wayangin the Tirres of Gomedg especially helpful as he informs the reader
of several new technological advances made in Javavagseng kulitaround the end of the
twentieth century. Understanding why thetsneents became popular and how they were first
introduced helped in deciphering current shiftsvatyang kulitcraftsmanship.

1.5 DISSERTATION OVERVIEW

This work consists of amtroductory chapter, chapten®, and five main chapters that
encompasghe major findhgs of this research. Chaptera focuses omssembling cohesive
history ofwayang kulitcraftsmanship in Central Java. To begin, the chapter briefly describes
wayang kulitperformance itself. This, in a way, sets the stage for appreciainwwayang kulit
performance flows and for understanding why Central Javaveeggng kulippuppets are created
and carved the way they are. Secondly, the chapter moves on to cover the thewigngf
kulités origin and how the performance and its stame has evolved into the performance that i
known today. This section of chaptera also discusses the importance of oral transmission in
bothwayang kulitperformance and craftsmanship histories. Movorgvard, the chapter
examines major documentedwtlopments invayang kulitcraftsmanship history and how these
major adaptations to carving may have affectedttezallform. Finally, the chapter closes with
a brief introduction tavayang kuliiconogragy, to be further discussed in chaptaee, ad
discussions of regional styles and variations across Central Javeayes®g kulit

Chaper three provides detaileddescription of the process of carvingvayang kulit
puppet. The chapter is divided into two main sections: the traditional process of carving a
wayang kulit purwguppet and modern adaptations to the process. This chapter covers both the
history of and changes to leather processing, carving, paintingiragigeld elements, sealing,
and handle creation. Furthermore, the chapter examines the traditional and modern processes of
attaching the handles and limbs to the body of the puppets. In comparing the historical and
modern methods afayang kulitcreationprocesses the introduction of and reasons for new
materials, tools, and methodse also recorded his documentation also allows for a later
analysis of how these changes to craftsmanship have afieateohg kulitperformance.

Exploring these adaptatioa$so sets the stage for a comparison betwesgrang kulit
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craftsmanshi@ndothercraft and theatre forms in Southeast Asia and the Patiflbapter .

The development and growth of governmental attitudes and policies on teunism
culture will becovered in chapteotir of this work, grticularly, the use of culture and tourism
as a tool to develop Indonesia professionally and financially. The history of tourism policy will
be traced from the Dutch Occupation of Bali in 1906 and into the curtdémheaof writing, era
of President Joko Widodo. A particular focus will be placed on the policieslp@étas
President Suhartods Five Y&GaemeDeaVtelAdp mevioter Rlog
on how culture could be shaped and used for Indolesia e ¢ 0 n 0 merestill brecialenf i t
how Indonesiaviews tourism and culture at the time of this research. This chapter will close with
a discussion of growing tourism in Central Java and an analysis of the benefits and consequences
of creatingwayangkulit andwayangkulit-basedsouvenirs for the tourism marki@a Central
Java.

Chapter ive begins with an introduction to the division betwedatangand pure
penatah It is noted in the majority of, if not allyayang kulithistories thatlalangcarved their
own puppets for performanc€his chapteadds to this history andys out a theory for the
origins of a division between members of tteyang kulittcommunity who both carved and
performed with puppetsialang and those who purely carvée puppetsbutdid not perform
with them,purepenatah Included in this theory is a discussion on wihatCentral Javanese
wayang kulittommunity believes tbethe qualitiesthat make for @ g o dalaag Following
this, the chapter includesdascussion on the changing economic, social, and physical demands
of wayang kulitdalangin Indonesiaand how these shifts could have influenced the divide
betweerdalangandpenatah The chapter continues with a discussion on the perceived earning
potental for awayang kulitcraftsman in Central Java and the developmewnayting kulit
souvenirs and businessé&ally, this chapter will cover the development of typologies for
wayang kulitousinesses and puppe®reatingthesetypologies allows for nobnly an analysis of
how modern adaptations to their craft and tourism affected the formation of their businesses but
also for clearer predictions for their futures.

To conclude, chaptepssummarizes the major findings in this work with a brief
overviaev of the history of the craft; the role of culture and tourism polioyayang kulit
craftsmanship; the patkayang kulitpuppets have takdrom purwato tourism puppets; and the

wayang kulitypologies developed in this work. The chapteludes an exploration of the future
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of wayang kulitcraftsmanship and ends wiim analysis of how these changes to craftsmanship
and thewayang kulittommunitymayshape the future afayang kulitperformance in Central

Java. The projections @fayang kilités future are strengthened thiglucomparison with howhe

form fits in the larger framework gferformancen Southeast Asia and the Pacific and how
theatricalformsin the regiorhave handled large influxes of tourism in regard to their traditional
art forms. The chapter culminates in a discussion of poteotiaie studiesn wayang kulit
craftsmanship as well as those places where tourism, performance, and craftsmanship meet in

Central Java, Indonesia and, more broadly, Southeast Asia as a whole.
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CHAPTER TWO

HISTORICAL BACKGROUND

Theatre was created to tell people the truth
about life and the social situation.
-Stella Adler

2.1 SETTING THE STAGE

Wayang kuliis a traditional Javanese shadow theatre that is performed by a single
puppeteer, odalang usingcarved e at her puppet $orpedorniets® mai n dac
traditional performance of clasalovayang kulitis also known asvayangkulit purwa. In
Javae spurwé® tr ansl ates to Opast 6 wayangpguiwhe caar Hebec
transl ated as 0s hadowagmngdkdlitparkdes palss o 6r efod rl roegdi it
wayan@® o r OwayanagsWayangkllit purwgerformancepresenstories fromboththe
MahUbhUr at a a indiantegicsTheReaperforynannesa tagéace in the evening
which allows a small oil lamp to illuminate the carved puppets against a thin white d@#gn (
This screen is approximately 5 meters lond &rb meters tall featuring embellished borders that
run the length of both the top and bottom of the screen. A set of bananddbgg (un
horizontally along the base on this screen. Before a performance begins, puppets from the
dalangscollectiontha wi | | not be used in that eveningods
and far left sides of the screen leaving a roughlyniefer staging area in the middle. The
puppetsd main handles are placed i nmlargessthe ban
to smallest with the largest puppets on the outer edge of the screen and the smaller, more delicate
puppets, closest to the staging area. The more virt@aws puppets are placed on the right,
while the less virtuousk@san puppets are positned on the left (sdenage2-1).

To begin a typical performancegalangwill sit down crosslegged in front of the

screen. Directly to his left will sit his puppet bdotak and on his right the lid of theuppet
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box with all the necessary puppeatsanged, with the first to appear on top and the last to appear
on the bottom. Suspended on the outside of the puppet box there will be small metal plates that
thedalangcan strike with his right foot to add sound effects, emphasd punctuation to &
performance. In his hand, or on occasion between his toes, he will hold a small wooden mallet
(cempala that he uses to give musical cues todiehestrggamelan arranged behind the

dalang

Image 21. Wayang kuliperformance set up

3 . _
Taken inWonogiri, Central Java, Indonesia

Performances beginith thekayonpuppet?, also known as the tree of life. This
beautifully ornate puppet is placed in the very center of the staging area and represents life and
the cosmic order of the universe. To the performance, th@alangwill move thekayonto the
side to symbolize that the performance has now entered the realm of the shatloiws
movement begi laon drstay. leateditionaigydrsy kuliproduction each

lakond s s t rrube brakeneowan iato three separate sectionsatbret which each

1 Thekayonpuppet can also be called thenungan
12 For more orkayonand setting see Keller, Irvine, Sears.
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symbolize a different portion of an individua
(pathet nemwill last fromabout9 pm.t i | | mi dni ght and represents
second sectiompg@thet sangpacontinues from midnight taroung3 a.m. and represents a
personds adult | ife with its internal struggl
(pathet manyurpcontinues fromapproximately3 a.m. until sunrise and represents the final

portion of a persas life (Ulbricht 1970). An individualvayang purwgerformance in Central

Java would commonly tell a portion from one of the Indian epics, thdbh&tata orRamayana.

These classical Indian epics arrived in Java around the first mill&knisiodernwayang kulit
performances still perform portions of these gtaktsbut have also branched out to portray

local legends or modemstories as well

2.2 WAYAN G KULIT CARVING HISTORY

Very little is known about the precise beginningsvalyang kulitdue to the age of the
form and the lack of physical historical documents. Traditionally, the history ofa@ytang
kulit carving and the form itself were passkuivn orally from one practitioner to another. In
addition, any older documents that might have existed have since succumbed to time and the
tropical <climate of I ndonesi a. whyangkulibe ri,t sterlafc i

can begin to tell ua small amount about the origins of the form. R.L. Mellema notes that the

worwhayang® originally could have been transl ated
scholars, for example Wayan@| baschhe bBawmse oboeéer
wordb bayamg O6shadowd (1970). Me wayangia | anl ho grmot es

Javarmeggie 9 é#~as a cl oser meaning to O6sharply cu
themselves (1988: 5). James Brandon and several other scholarsskagset! early Javanese
stone carvings from 840 CE mawagan® nweh ifalo mc ®WI7d Ct
meant several different typeswéayangperformances (1970: 2). Each of these etymological
elements describes one, if not multiple facets aditvtbday is colloquially understood as
6shadow puppet performance. 6

As for the exact time and place of originvedlyang kulif scholars have varying ideas

concerning both. In regard to place, some scholars arguedliang kulitis a borrowed
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theatricalform from India, while others suggest thedyang kulits purely Javanese. The
argument for Indian origins is largely rooted in the popularity and continued use of Indian story
materials, the Mah OdayatbrkaitHalt 186f:d24Rvnen®96a24% , i n
13 The theory of Javanese origins focuses primarily on the idewalyaing kulitis based in
traditional ancestor worship and the connection between the real and mystical world through
shadows in Javanese society (Brandon 1967: 42; 196[t;1124: Irvine 1996: 14; Mellema
1954: 5; Ulbricht 1970: xv). Religious observations, such as ancestor worship and other spiritual
practices, in Java were marked by storytelling. Through this practice it is argued that the role of
thedalangin wayang kiit developed out of the role of local shaman priests or village elders
who were skilled storytellers. To strengthen the claim of pure Javanese origins, scholars point to
the fact thatvayang kulittcontains no technical terms of foreign origin. They artipa¢ if the
form had been adopted from a foreign form, one would expect to find a number of borrowed
technical terms (Mellema, Rassers). For the purpose of this dissertation, | take the stance that
both Java and India contributed to the creation of Jaeammgang kulit While | follow in the
footsteps of scholars that believe the origingvafang kulitto be Javanese, Indian influences
have clearly played a major role in the overall development of the art form.

Due to the lack of historical recordsethxact time period in whickayang kulitbegan
also remains under debate. James Brandon places the development of puppetry in Java several
centuries before 1000 CE citing a temple carving from 840 CE which recorded several kinds of
possiblewayangperformances (1967: 42). Another relief from 907 CE mentions dances, epic
recitations, anenawayan@ which may have meant shadow theatre (Brandon 1970: 2; Irvine
1996: 130). Some Javanese scholars believe that the Javanese were using aégangior
arncestor worship as far back as 3,000 years ago (Irvine 1996: 129). As previously mentioned, it
is theorized thatvayang kulit purwarew out of traditional Javanese ancestor worship, in part,
due to the Javanese esoteric understanding of creation am#stsolithe shadows.

In Javanese mythology, it is believed that the world came into being out of an invisible
matter, sometimes described as chaos. When the divine pierced this chaos, it began to

continually condense and slowly form the known world. Evalty beings, or humans, created

B3 Holt and Irvine are not necessarily on the side of purely Indian origins but, rather, have discussed in great
detail in their histories of the form thatany scholars have argued this point. For more on the possibility of
Indian or Javanese origins their works are crucial reading.
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in the likeness of Gdd appeared. However, human beings are born into a mortal body that
decays and, therefore, man and his spirit are not yet seen as a final result of creation. They are in
a Atransit or yiodsfore gimgke lifeacanhot prdvide thera with enough time or
opportunities to reach either the earthly perfection of the soul or the divine. So, a soul is born
repeatedly on earth until perfection is finally reached. It is said that man first appeaadio
in transparent form and developed over time into a physical, solid form. Later, once earthly
perfection is achieved, a human will return akewa,or a deity, in the heavens. These deities
evolve past the human body but still remain corporeallaefore their powers are limited
compared to God who has no corporeal form. It is worth noting that both humans and deities
have physical forms so they each have representatiovesysng kulit However, God has no
form and therefore casho shadow. Caequently, there is n@ayangpuppet to represent God
(Ulbricht 1970).

It is hypothesized thatayang kulitbbegan as a nighttime performance for two main
reasons. One being that the Javanese traditionally believe that the spirits are more actite at nigh
The second being that shadowstves-dimensional objest are both visible andon-material
things. Thus, the shadows are a link between both the visible andisibte worlds. This in
combination with milestones being traditionally marked with sadliyig gives a picture of how
shadow theatre could have formed in early Javanese society (Brandon, Irvine, Ulbricht).
No one date marks the introduction of Hinduism in Java or Indonesia. The introduction of the
religion and its political systems remainbitiof a puzzle for scholars. The earliest Sanskrit
inscriptions found in Java suggest that a Hindu kingdom, Taruma, existed around the fifth
century CE and the it is known that the Shivaite Hindu dynasty existed under King Sanjaya in
the middle of the ghth century (Irvine 1996: 4). What is known is thatthe first 400 years of
the Common Era Hinduism took a strong foothold across Java and evebagaliye an integral
part of the Javanese court systems (Irvine 1996: 4). Javanese rulers were tjractibgldo the
Hindu concept of a divinely ordained king. This concept was well loved by the elite as it could
be used to |l egitimize a rulerds place on the
elevated place in the courts throughtheepiand i ncr easingly popul ar t
and Ramayan®nce these epics weirdroduced somewhere betves the third and fifth

centuryCE (Irvine 1996: 1617), theybecame widely popular in both the courts and rural areas

14 God is name®ang Hyang Tunggal iwayang purwa
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and eventually becambd core story material favayang kulit purwaOver time, further
additions were made to these epics which localized them by integrating elements from Javanese
histories, stories, and culture. With the introduction of these epics many of the Jaletese
who had corresponding Hindu godsre assigned the Hindu names and several new Hindu
characters or deities were also introduced into Javanese mythology (Brandon, Irvine, Ulbricht).
Javanese deities who did not have a corresponding deity in the pamiheon retained their
Javanese names (Ulbricht 1970here are no historical sources documenting a shift in puppet
craftsmanship to adapt to these new epics. However, with an early fovayang kulitalready
being performed at this time, the intradion of these stories would have presumably inspired
craftsmen andalangto create new puppets to represent these new characters. In this way
dalangcould properly represent these new tales.

The epic stories of the Ramayana and Ubdbtata are justhat, epic. They are
extraordinarily long sagas that were ultimately broken down into smaller portions, or individual
stories, over time. These stories were then formatted to fit the lengthiayfeeng kulit
performance. While there is a large gap in #words ofvayangperformances, beginning with
the carvings dating from 840 and 907 CE spanning until the 11th century, it is believed that the
puppets that were created feayangperformances before the 11th century were fairly simple,
nonjointed and mael of water buffalo hide (Sunarto 2004).

Accounts ofwayang kulitbeing performed regularly appear in court records as early as
the 11th and 12th centuries. These records make no note of exact carving processes of the
puppets but do state thatyang kut was being performed frequently during this period (Irvine
1996; Brandon 1970). Later records indicate that the puppets during this period were-still non
jointed, made of water buffalo leather, and operated by a datdeg.Since no puppets remain
from this time period more specific details on the actual physicality of the puppets during this
period remain unknown. However, it is suspected that, in accordance with Hindu concepts of art
at the time, the puppets wouuradn 0h aavep ebaer eamn cgei Vi en
comparison to the puppets we know today (Angst 2000: 215; Brandon 1970: 40; Ulbricht 1970:
28). David Irvine argues that, like the carvings of the tweeyang kulippuppets of this period
most likely had their heads facing forward ke entirety of the face was visible and not
portrayed in profile or senprofile, as they are now (1996: 131). Further support for this

argument can also be found in the suggested beginnings of the form. As previously discussed,
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many scholars believe thaarlywayangperformances were used as a method of ancestor
worship and as a way to connect with the spiritual world. So, presumably puppets would have
resembled the human form, or the form of their ancestors. In summation, while not much is
known about th early period ovayang kulipuppetry as leather naturally decays and no
original puppets from this period ex@sthese are the existing, educated hypotheses in regard to
what the puppets might have looked like both before and throughout the Hindu era.
Additional insight as to howayang kulipuppetry evolved into a form more closely
resembling the puppets most would recognize today can be found in the late 13th to 16th century
CE, particularly with the introduction of Islam later in this period arnflist) powers within
Central Java. One such significant change that occurred due to the introduction of Islam was the
dramatic revision of the genealogy of the gods and charactemsyang kulit The concept of
one true god directly clashed with the Jaasamand Hindu mythology being told throubk
wayang kulitrepertoireat the time. This was resolved by integrating the Javanese and Hindu
gods into the Islamic creation story. For exa
them descendants of Adaand Eve which in turn put them under the one God (Irvine 1996: 21).
While this was originally present in the formatiorvedyang kulitand the epics told in
performance it can be argued that less of this is seen in modernDiesgste the introduction of
Islamat this time and thehifts in genealogieswvayang kulitcontinued to develop and relate
Hindu stories. In the year 1439 CE Raden Patah of Demak converted to Islam and subsequently
changed his name to Sultan Sah Ngalam Akbar. The Sultan was darmtdavayang kulitand
even commissioned a special set of puppets featuring internal carving for his court in 1525 CE.
When referring to internal carving | mean the intricate carving inside the puppets such as facial
features, decorative flowers, clothipgtterns, etc. Internal carving refers to all carving on a
wayang kulitpuppet that is not the external outlivgith therequesffrom Sultan Akbarwe have
the first written record of internal carvingwayang kulippuppets, whereas prior to this instan
all known documentation only existed detailing carving of the external outline of the puppet.
However, it is generally believed that despite the lack of earlier documentation some internal
carving was probably employed before this period. Whatis knoen t hat Sul tan Akb:
puppets had the eyes, ears, and mouths fAindic
Although Sultan Akbar was an admirervadlyang kulit it is believed that over time the

former enthusiast began to seayang kulitas falling odside of the teachings of Islam. Due to
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his interpretation of religious doctrine Sultan Akbar eventually outlamaagang kulitaltogether
Yet, the popularity ofvayangperformances in his empire eventually won out and, according to
Ulbricht, the form waseinstated thanks to the continued guidance of his advisonslior
However, with this réntroduction of the form, his advisors apparently reduced the puppets
down to the basic outlines of characters thereby convincing the Sultan that these simpde objec
could not be construed as representations of men and were therefore acceptable under the
teachings of Islam (1970:30).

Whil e the Sultandés dltolrymés iawmyarngkonlgmud erore x a
manyscholars argue that a more significant correlation exists between the introduction of Islam
and the formation of the current formwéyang kulitpuppets we know today. Scholars believe
that the exaggeration of specific featuresvaf/ang kulippuppets dting this period is linked to
Islamic teachings and rules regarding art (Brandon, Holt, Irvine, Moerdowo, Ulbricht). Islamic
art generally does not include the representation of lifelike human beings or other living
creatures as i nsanandlehadis. | Whiblo¢ ht hdeQ@QuUd&n doe:
condemn the representation of human figures it does highly denounce idolatry. When discussing
human representation in thaditrsi t expl i citly states that humapr
anotlrer being as that is purely the work of God (DIA 2001, Ulbricht 1970). With the introduction
of Islam and aniconic views, it seemvayang kulitstretched the boundaries of this notion by
literally stretching the puppets themselves. It is arguedoratahin this time period elongated
the arms, legs, neck, and certain facial features of the puppets to prevent them from looking too
Ahuman. 0 The introduction of elaborate paint
period, could have also beem effort to further exaggerate the puppets and remove them further
from resembling the human form (Irvine, Ulbricht).

However, there are two other theories in regard to the exaggeration fowraglang kulit
puppets. Jan Mrazek proposes that using I$taexplain the exaggeration whyang kulit
puppets lends itself to ovsimplification and distracts from looking closer at the pictorial
representation of the puppets themselves. Mrazek claimgdlyaing kulitpuppets have been
designed using a ratiolesimilar to one involved in creating a movie montage. He describes that
in a filmic montage you may see a fAlong shoto
profile, and then perhaps a close up of their eyes. Mrazek asserts that weagaagkulit

puppet in a similar fashion. When one looks atagang kulippuppet they see a puppet as a
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whol e but also see specific elements ficl ose
up the montage ofwayang kulipuppet (1998: 42). Mrazeledcribes this as a creative process

in which penatahanddalangover time have decided which elements ofegyang kulitpuppet

needed to be highlighted and which elements could be downplayed. Mrazek also likens this
process to how road maps are designetdasplayed. A map may show an area at different

scales because important places, like large cities, need roeptim detail than other areas. For

example, the face is of extreme importance faagang kulippuppet, as it shows both the

u

temperamentandver all character of a pa& ghowirtgmoréMr 8§z ek 0

of what is importardt appears to clarify why a typicalayang kulip uppet 6 s head i s
as big as it would proportionally be on a human. A larger head lends itself to neifendde

carving and can show more expression (19984@)1 This concept of montage could also

explain why other elements of a puppet became highly exaggerated over time. For instance, the
length of the arms of wayang kulifpuppet has often been ndtas one of the most exaggerated
elements, as they are far longer than they would be on an actual human. Arms on an average
wayang kultpuppet nearly reach the puppetds toes.
elongated to avoid similarity to a humamm in order to fit within the rules of Islamic art, it

could also be claimed that the arms were exaggeratpdratahfor purely pictorial reasons or
requested bgalangfor theatrical reasons. The latter is a strong possibility as the movement of
the ams in both storytelling and battle scenes have become one of the most important elements
of the puppet and the performance itself.

The concept of altering the shape of the puppets for performance enhancement also ties
into the third theory explainingayang kulitpuppet exaggeration. Walter Angst posits that the
limbs ofwayang kulitpuppets were, perhaps, exaggerated mainly for the benefit of audience
members. Angst notes that audienceswaaygang kulipperformance were often sitting at least 10
metes from the screen. Lengthening the limbs on the puppets would have allowed audiences to
have a clearer view of more precise movements (Angst 2000: 215). In addition to allowing for
greater audience visibility, this modification may have encouraged fugxiperimentation by
thedalang who could then try and introduce more intricate movement patterns to entertain their
guests. Whether or not the proportionate exaggeration of certain elemematgaoly kulit
puppets was mostly due to Islamic influence or iygenatahanddalandgs artistic choices over

time may never be truly knowit.is quite possible that all threleeoriesplayed into the
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development ofvayang kulipuppets concurrently.

Moving forward to the mid 1500s and early 1600s, members of the ruling class had once
again provided several more documented evolutions to the form. The performaraeanf
kulit was incredibly popular with the noble class and royal courts in Centabddhis time.
Due to its favored status, several noble individuals and Sultans took measures to aesthetically
refine the appearance of the puppets themselves. Competition between the Yogyakarta and
Surakarta courts during this time, as Walter Angstdebce s it , was an fAdincent
puppets more sophisticated, more elaborately painted, and richer in their accessories of clothes
and jewelry (2000: 215).0 During this period
new details and adamments towayang kulipuppets to adapt to Islamic teachings, modify the
form slightly to their own personal tastes, and generally enhance the sophistication of their
cour t 6s wayang kuiidngst 2000: 215; Ulbricht 1970: 381). The known
advancenents and changes to the puppets during this time are seeMmbike21'° below. Of
note, one might find different dates cited for these advancementsyang kulitin other
sourcesdue to the fact that the Javanese notated their years in accorddntteev6haka era.
The Sh&a year 1 equates to year 79 CE alhdates in this dissertation have been adjusted to

reflecttheir CE equivalent.

®Unl ess otherwise noted these advancWayangpusva,ar e sour c
shadows of the pggbgs. 3634.
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Table 21. Major historical changes wayang kulitcraftsmanship

Year Adaptation or Change in Craftsmanship

1555 | The Sunatof Giri ordered a nomealistic set of puppets with further defined facig
and ornamental features and had his puppets gilded (Brandon 1B7Dy@e
1996: 132; Moerdowo 1982: 14).

1558 The clothing of thevayang kulitset made for theoronation of Sunan Ratu Tungg
of Mataram was gilded.

1608 Sultan Adyawidjaya called for puppets representing human characters to be
i d r e Bascerdiny to their ranks.
Panembahan Senapati Ing NgafagfaVlataram requestedveayangset to be made

1619 with more definition and attention paid to the hair and head ornaments. He is &
credited with adding thkris (knife) as a decorative piece to some characters
(Ulbricht 1970: 31; Moerdowo 1982: 14).

1641 Sultan Agung Anyakrakusuma oreerhiswayangpuppets to be made with headg
bowed and wider eyés
Sunan Mangkurat of Kartasura requested that certain characters be represent

1683 | more than one puppet to mark different periods in their lives (Ulbricht 1970: 31
Moerdowo 19814-15).

1730 | Pangeran Adipati Puger of Kartasugave the giants dress according to their ran|

1786 Susuhunan Paku Buwana Il of Surakarta made the faceayaingpuppets look
upwards again.

1794 | A crown was given to all kings.

a2Sunan is thehortned version of Susuhunaman honorifictitle for monarchs similar to sultan

bPT h e

33).

While all changes made to tiayang kulitpuppets during this period were significant in

the formation of what we know now &raditional Central Javanese puppets, the modification

t er minithd coptexeerabents painted to resemble clothing.
¢Panembahan Senapati Ing Ngalaga is also sometimes written as Panembahan Senopati (Ve&2dddwp
iThi s

is said to have be done to conform with

that made the most impact to the wegyang kulitis performed was the addition of jointed,
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moveable arms. James Brandon stated that these jointed arms are said to have been developed by
1630 CE at thdataram court (1970: 7). However, Ulbricht cred@issuhunanyakrawati
with ordering a puppet set for his court that had moveable arms around the same time (1970: 31).
The introduction of articulation to the puppets, no matter who first introduced Wward have
been a complete revolution faayang kuliperformance as it would have created advancements
in not only general movement but performance structure as well. Moveable awagamy kulit
puppets would have allowed for dynamic additions tdohe but in particular to the battle
scenes. It is also possible this addition led to the practice of having more characters on screen at
once as it easily became clearer what character was talking on screen and to the lengthening of
battle scenes.

While a great deal has been discussed here of changes that happened in the courts during
this period, it is also important to note thayang kulitwas not solely a popular court
entertainment but was also incredibly popular with the general public acrosalQama®. This
can be inferred from the t&88unanMangkurat of Mataram placed evayang kulitperformances
in the mid to late 1500s with an expectation of bringing in addéldonds (Ulbricht 1970:33).
By the mid 1750s the iconography withimyang kiit carving began to solidify and many
charactes could be classified and identified by roughly twefitye specific physical features
including: body size; stance; head tilt; eye size and shape; nose size and shape; hair; and by style
or number of adornnmgs (Angst, Brandon, Irvine, Mellema, Sagio, Sunarto). Traits such as
thesecan be used to classify characters and also indicate various levels of refinement. Various
combinations of these different attributes can be used to create the hundreds of uenamdo
divine characters fromthe magdtisor @A r e f i n e dane df the ijamous Pandgwan a
brothers. An incredibly refined and popular charactevagang kulit purwdaleg to thekasaror

Acoarseodo (e.g.: ogres) .

16 Wayang kulitwvas popular in rural locations and the courts throughout its histdoymation on Eastern
Javanese, Western Javanese, and Balinese wayang kulit and their differences can also barigghd0d07.
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Image 22. Central Javanesgayang kulipurwafacialiconography examples

(Sunarto and Sagio 2004)

Changes tavayang kulitalso came about with the split of the Mataram empire after the
death of the ruler Pakubuwandl in 1749 CE. His son Pangerang Adipai Anon (official title:
Pakubuwana 1ll) took control of the empire under the protection of the Dutch in Surakarta.
Meanwhile, Mangkubumi, the hatfrother of Pakubuwana Il, also proclaimed himself heir to the
Mataramempire in the town of NgaJogjakarta (later known as Yogyakarta) (Groenendael 1985:
9). While differences and competition between the courts existed before this split; this event
precipitated the beginnings of solidified Surakarta and Yogyakarta regtgles. Vhile main
characters can still be identified by the main iconography other differences began to take shape.
As an example, the height and width of some characters shifted but the internal carving remains
close but deaative patterns may be minined or denserDistinctions of these regional styles
and why both the Yogyakarta and Surakarta styles remain two of the most dominant styles in
wayang kulitwill be covered in th@extsection of this chapter.

Following the development of the Surakratal &igaJogjakarta courts, records of the
specific iconography for regional styles began to be collected and held in their reskredtine
Following this, at thend of the 19th centufakubuwono X, th&usuhunamf Surakarta (1893

17 pakubuwana is sometimes split into two words and written as Paku Buwana.
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1939 CE), made thesecards available to the public and they could be manually copied by
penatahanddalang Not long after, the Yogyakarta court followed g@indung 24 Oct 14)
Once these records were made public there seems to have been a near halt in changes or
alteratiors made to the overall carving techniques and physical desigvesyahg kulit purwa
puppets in Central Java. Regarding the pattermgagéng kulittharacters, some small
decorative alterations or singular elements have been added by indpeathaghhto their
personal designs of characters. However, the general design patterns forayessg kulit
purwacharacters have remained relatively unchanged across Central isvia. not to say that
penatahhave not been experimenting with new designs andamanacters that use inivative
patterns and design concepts outsidpurfva puppets. However, as mentioned this dissertation
is focused on traditional characters or those that would be foumalyi@mng purwagerformances.
The exact reasoning for the haltfirther developmenth wayang kulit purwauppetss
unknown. However, it is possible that the authority ofkieton thekratonartists, the
popularity ofkratonstyle, or a combination of all three influenced this solidification of styles.

Other deumented major innovations ¥eyang kulitperformance came during the 19th
century when rulers in both Surakarta and Yogyakarta began providing more financial assistance
to keepwayang kulithriving (Irvine 1996: 911). This growth in capital investmeintwayang
possibly came about out of a desire to protect their culture under colonialization or as a means to
express what power the courts still held (as the Dutch seized control over the administrative and
economic areas of government). Despite the uyidgrreason, the attention and monetary
support given to the arte continue to perforrduring this time led to a more refined and
polishedwayang kuliperformance.

The 20th and 21st century brought yet more fundamental changes to Central Java and
wayang kulit In 1942 Indonesia entered World War Il with the Japanese occupation of the
islands. 1t wasnot until 1945 that I ndonesi a
That same year Indonesia declared their independence from the Duttieasddon followed
the presidency of Drs. (or Ir.) Kusno Sosrodihardjo, known as Sukarno-{B®49. Throughout
the Sukarno and subsequent Suharto (1B88) regimesyayang kulitwas used as a tool to
spread government policies and propaganda (Blackk04: 1530, 89112).Dalangwere
strongly encouraged (either monetarily or otherwise) to include government policies in their

performanced public or individual sponsorship of a performance did not make a difference in
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whether or not propaganda was encgerh However, despite these hardships and major
changes occurring in Indonesimyang purwaemained a favorite form of entertainment across
Central Java.

Significant elements continued to be addedayang kulipperformance in Central Java
in the late 20th century and into the 21st. Some of the most recent additions include the
introduction of microphones, speakers, electric lights in the place of oil lamps, and a variety of
other electronic elements. These modmiditions are added to not only enhance performances
but allow for performances to be heard and seen by larger audiences (Mrazek\2H@s)g
kulit performances are now broadcast on television and radio; recorded on DVDs for later sale;
used in numerousarketing campaigns; and performed as shortened versions in large tourist
areas in both major cities and weekly at the Yogyakaetton Social media platforms aedso
being used to spreadayang kulito even larger audiences. In r#014 | watched a
peformanc® alakonf r om t he &thdl Was pearnzed ia Surakarta by Ki Purbo
Asmoro (and translated into English by his protégé Katherine Emerson) live on YouTube from
my room in Yogyakarta. | have since been able to watch severalWwageng kulit
per f ormances on YouTube from my home in Hawai 6
tourism are all continuing to add to the development of the form and to the practiaganiy

kulit puppet creation.

2.3 CENTRAL JAVANESE REGIONAL WAYANG KULIT
STYLES

As mentioned aboveyayang kulit purwan Central Java can be divided into distinct
regional styles. These unique forms are not only distinguished by the physical puppets
themselves but also by the actual performanagagfang kulititself. Even spthe remainder of
this chapter will focus solely on the regional differences in materials, carving, and painting of the
puppetsand not their differences in performance. For the purpose of this section both historical
and current Central Javanese regiatges will be discussed. However, due to the limitations
and focus of this dissertation only the regional styles that have been proven to have influenced
the Yogyakarta or Surakarkaaton styles or the approved and widely circulated styles released
by eachkratonat the end of the 19th centuwyill be discussed. While other regional styles do
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exist, they are beyond the scope of this research. It is also of note that, similar to the rest of
wayang kulithistory, it is difficult to precisely place andi the beginnings of older styles.
What is known about these styles is found in the remains of textual recordsysndsting
puppets, as well as through oral history passed on thq@emggitahanddalang.

For the grouping of these regional styles,d ve based the criteria
typologies developed in his 2000 bobke Fantastic World of Indonesian Puppet Thedtre
Indonesian texts mentioned in my literature review, and my own observatlnsriteria for

categorizing theseegionalstyles include:

1. Individual characteristics of specific puppets need to be universally the same within the
region but different from the corresponding characteristics in other regions. E.g., the
height of Bima puppets differs between Surakarta and YogyakarsionsO

2. Individual puppets that may deviate from the standard remain the exception and®ot the
rule.

3. Density of carving patterns remains similar across the region. l.e., the der@ity of
particular pattern in a Wonogiri Kresna is visibly different from that of the density of the
Gsame pattern in a Surakarta Kresna.

4. Aregional style can include puppet(s) that are specific to that region.

5. The size of a saif puppetswithin the region is ratively the same. E.g., Kedu sets

contain roughly 120 puppet®.

Using these criteria, | have gathered information from both English and Indonesian sources to
define the regional styles that have led to and defined the modern Yogyakarta and Surakarta

styles.For a reminder of the location of the districts in Central Java see Figure 1

KEDU REGIONAL STYLE

Developed in the Temanggung district of Central Java, the Kedu style is one of the oldest
discernable styles avayang purwaguppets in Central JavSeveral of the Kedu puppets in
Walter Angsfs collection date back to thedal800s, however, the stytebelieved to have been
created before this period. Pak Sagio and Pak Samsugi credit the creation of the Kedu style to a
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puppet maker named Ataktihe mid to late 1700s (1991: 14). Puppets are no longer being
created in the Kedu style. Those that do exist are rare, making it difficult to discern much from
the remaining puppets. One such element of the Kedu style puppets that can be detected is that
they are the smallest versionwdiyang kulit purwaguppets. Both the head and stance of the

Kedu puppets also appear more exaggerated than other regional styles (Angst 2000: 171, 176;
Sagio and Samsugi 1991: 14). Didik Nuryanto, the Head of the Toundr@@ature Department

in Temanggung city, additionally describes Ke
other styles (Suyitono 2015). One of the easiest characteristics of Kedu puppets to recognize is
found in puppets that have theaba or ba&wing. As you can see iRigure 24 the main branch

in thepraba,in both the Yogyakarta and Surakarta style, forks into multiple smaller branches;
these smaller branches can often branch into yet smaller branches as well. In the Kedu example
the branch oly forks into two new branches and those branches have no furthdngsibns. In

some Kedu style puppets there is only one branch gor#ti A distinctive blossom can also

be found in the middle of the main fork. The remainder optiadais coveredn the leaf, or

patran, pattern.

Image 23. Example othe patranpattern
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9
£ 9&@%

(Sunarto and Sagio 2004)

Another unique characteristic of the Kedu style is the direction of the upper arm
bracelets. By way of illustration, the serpent bracelet on the back arm faces forward, where in all
Central Javanese styles that follow, the bracelet on the back arm fakestus (Angst 2000:
174-176). Apart from being the smallest puppets within the regional styles, the average set of

Kedu style puppets is also the smallest at an average of 120 puppets per Kedu style set. The
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reason for the smaller average size of the pupets is probably due to the wide variety of

wanda or moodfound in other styles. For example, an Arjuna puppet in Yogyakarta or
Surakarta could have up to five or more sepasateda In Kedu there apparently were fewer
wandaper puppet, resulting ia smaller overall collection. Angst also notes that the Kedu sets
often contain fewer individual characters comparatively speaking. As an example, he notes that
while many other regional styles contain seven of the 100 Kurawa brdtieetsedu sets only

contain five. (2000: 175). The Kedu regional styl@mportant aghe precursor to the following
Central Javanese styles in this chapter. For a genealogy of the Central Javanese regional styles
discussed in this chapter deigure 25.

Image 24. Example ofprabastyles from KeduSurakarta, and Yogyakarta

(Angst2007)
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YOGYAKARTA REGIONAL STYLE

The Yogyakarta regional style developed out of both the Kedu and the Mataram style.
Little is known about the Mataram style except that it is beli¢odthve come about sometime
during the reign of Raj8 Mataram IF° during the second half of the Mataram Empire (Angst
2000: 218). As previously mentioned, at this point the Mataram court split into two factions, the
Surakarta and Ngajogjakarta courtssltumored that when the court split a single puppet
collection was split between a husband and dé&angteam, with the husband relocating to
Surakarta and the wife to Ngajogjakarta. Consequentlyy#yangset may have been split, and
it is said the hsband ended up with the clown character Petruk in Surakarta while the wife had
Bagong in Yogyakarta. Hence, talangperforming in the Surakarta style have been giving
performances without Bagong and performers of the Yogyakarta style have been giving
performances without Petruk from that time on (Groenendael 198686Koerdowo 1982: 15).
Angst does state that Bagong does make an occasional reappearance in Yogyakasdgasiygle
kulit performances around the 1900s but Petruk still remains the pdefdoren of Yogyakarta
style (2000: 186)Mataram Il has also been credited with creating eleven sepeaatafor
eleven separate characters, including: Kresna, Baladewa, and the clown Petruk (Sagio and
Samsugi 1991: 8). It is possible that the Matararte sif wayang kulitvas developed by a
carver at Matar am | | pgesatadtak) mamed dayaprara. Ass ywlicart i ve o0
see on the chart fRigure 25, the Yogyakarta style is a direct descendant of the Kedu and
Mataram styles and this maybédw Pak Sagi o and Pak Samsugi <cr e
Wayang Kul it Yogy albaDbespde tie linkslmade bgtwie®n dhg Matatam
and Yogyakarta styles by modgranatahand scholars, there are no physical puppets remaining
in the Mataranstyle. Therefore, not enough is known about the style to categorize it using the
above criteria into its own separate regional style. So, following in &nfsitsteps, the
Mataram style is used here primarily to show its historical place as precutBertogyakarta
style rather than as its own regional style.

It is possible that the dgyakarta puppets grew slightly in size over teséhe average
Yogyakarta style puppets fall between the size of a Kedu and Surakarta puppet (Angst 2000:
183, 218)lt is also possible Surakarta puppets shrénkong the easily perceived differences

BRajdt r ansl ates t o 6kahdilagvanese.n bot h I ndonesi an
19 Alternate name: M Raden Mas Jolang
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between the two styles, aside from their height differences, are the density of the carving patterns
and the |l ength of the arms. Yregpgcalkemeena st yl e
individual incisions, than the Surakarta style (Angst 2000: 194; Sutarno 4 Jul 2014). This can be
seen in larger patterns, like those covering large areas of clothing, as well as in smaller patterns
like theemasemasaror themasmasan An example of this density can be seen above in the
prabaimages inFigure 24.

The other major important difference is found in the length of the arms. In Yogyakarta,
the two sections of a puppetods ar mmaparteof of equ
the arm is slightly longer (Angst 2000: 190). Other small differences include: monkey warriors
or largeraksasaare shown in senprofile, female puppets have the tip of tHeiin?® pointing
forwards, and t he c¢ol ortwsein&urakrata (dngst,eSagmor e Avi b
Samsugi, Sihhanto, Sunarto). Puppet sets from both Yogyakarta and Surakarta have more
individual puppets than any other regional styles in Central Java. A complete set will include
more than 200 puppets, while larger eotions can consist of around 300 (Angst, Kawi,

Samsugi, Sagio, Sunarto, Sutarno, Ulbricht).

Figure 25. Timeline of regional styles in Central Java

Kedu
|

Mataram

Yogyakarta Kartasura

Surakarta ‘

20 Seethe fourth example itmage 317 foran example of &ain.
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SURAKARTA REGIONAL STYLE

Similar to the Yogyakarta style, the Surakarta style has a historical poea@uthe Kedu
and the lesser known Kartasura stylevalyang kulitpuppets. Little is known about the specifics
of the Kartasuratyle,but it is presumed to have begun at the same time as the Mataram style
when the Surakarta court was moved to Kartasuf®81 (Angst 2000: 219). Sagio and Samsugi
credit the origins of the Surakarta style to Jaka Penatas, another relative of Atak, the supposed
creator of the Kedu style (1991: 14). Regardless, there is no known physical documentation
detailing the exacirme period in which this style began or further documentation on who exactly
created it. It is unlikely, similar to the Kedu and Yogyakarta styles, that one pamglah
dalang or noble can be credited with the entirety of the style Surakarta. As addressed in the
previous section multiple individuals have contributed both large and small additions to the
various regional styles over the years, and it is this amalgamationiatiural contributions that
eventually culminated in a regional style. Despite this, the royal courts are arguably the most
responsible for why the Yogyakarta and Surakarta styles have become so well defined and
remain so well documented to this day. Caatiations reveal more information on individual
elements than can be found in any of the more rural regional styles.

A primary identifying characteristic of the Surakarta style is the height of its puppets. As
previously mentioned the Surakarta puppetsthe largest of the regional styles but are also
slimmer than their Yogyakarta counterparts. Other notable attributes include: all puppets,
including monkey characters, are viewed in profile;kam of female puppets is facing
backwards; and the clow®emar is mainly blagkvhereas in Yogyakarta he is predominantly

gold (Angst, Kawi, Sagio, Samsugi, Sukirno, Ulbricht).

SIMILAR ITIES ACROSS REGIONAL STYLES

Despite their differences, there are several elements that all of these regional styles seem
to share. Firstly, the clown characters appear to have the most stylized regional variations. Angst
asserts that this may have come about because the clown characters are incredibly popular with
audience members and that they canea@kentify with thesepersonaeince the clowns are the
only individuals speaking the language of the audielmckxdonesia, currently, the language of

the majority of an audience would be Indonesian. One of the main jobs of clown characters is to
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translate the higher level$ gavanese an audience may not understand into a language the
audience can comprehend. As an example, in America, the clowns have been known to speak
English.Another shared characteristic is that within regional styles there are often signature
elements bindividual carvers found imwayang kulitpuppets. Such as when the signature of a
penatahh s found in the solid band between a char a
elements can exist within the carving patterns as well. For instance, Pak Kddifrom
Yogyakarta carved the toe nails of characters almost completely straight. This trait can also be
seen in the works of thogpenatahwho later studied under Pak Kertiwondo (Angst 2000: 231).

Lastly there are smaller differentiated forms produceder both the Yogyakarta and
Surakarta regional styles. For example, the carvers | interviewed in the village Kepuhsari feel
that their own village has a very distinct style (SutaritoJl 2014). However, these smaller
styles do not fully meet the foariteria set up by Walter Angst to be a larger regional style.
Angst refers to these smaller styles as-siytes. |, however, feel a better term for these
categories are brandtyles. Several of these brarstyles will be referred to in chapter five and
six. The distinction between these regional styles are rather important as they speak to the history
of the region they were created in as well as the heritage of craftsmanship in that area.
Recognizing the existence of these distinct styles will becoore nelevant later in this chapter
as well as in chapters four and five as the influences of tourism and globalization are further

analyzed.

2.4 CHAPTER OVERVIEW

In this chapter, théoundationsof wayang kulipperformanceand thewvay in whichthe
form and the puppets developed over timwe been discusseaopefullyallowing for thereader
to develop a greater understandingwafyangkulitd s ev ol ut i o Mmhisalaptams art f o
covered the known information about the formatiomvajang kuli, the introduction of the main
story material from India, the connections between storytelling and the Javanese world order to
wayang kulitperformanceand regional variations in the for@everaldocumented changes to
the physical form of the puppets svalso discussed, including how the addition of moveable
joints to the puppets changed both performanagayfang kulitand the construction of the

puppets themselvealso introduced in this chapter were the theories on why andwayang
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kulit puppets hee ended up with their exaggerated but still relatively huhk@ndesignsThis
dissertation has taken the stance that, similar to other historical elemesatganig kulit
performance and puppetry design that it is likely multiple elemeuntsiresandpersonae had a
hand in the overall shaping of ti@ayang kulitdesigns cemented by the late 19th centlihys
multidimensional formation of the puppets physical forms is particularly evident when you
consider the development of the various regional stylee understanding of tl@mplex
history of both the form and ttheleistopchland socah |
context needed for understanding hioeth theshifts in modern puppet creation and the growth

of the tourism marketave he potential havéo affect the art form in the future.
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CHAPTER THREE

WAYANG KULIT CARVING METHODS

Thus, do puppet and puppeteer disappear.
In reality there is no puppeteer.
In actuality there is only the puppet and its moventénts

- Sulukverse

As discussed in previous chapters, uncovering the histomaydng kulitcraftsmanship
can be rather challenging. This difficulty stems from the fact that the majority of historical
knowledge was transmitted orally and what little had been physaadlymented was written on
palm leaves, diontar, and these have since deteriorabedanishedEven morerecentwritten
materials orwayang kulitcraftsmanship are sparse. Making the oral histories of the craftsmen
interviewed that much more crucial. this chapter, the oral histories of the craftsmen who work
and live in Central Java today, whom | interviewed for this project, have been cross referenced
against other craftsmends remembrances in
historical d@uments.

3.1 TRADITIONAL WAYANG KULIT CARVING METHODS

TRADITIONAL LEATHER WORKING

History of Leather Processing

Similar to other aspects wafayang kulithistory the practice of leather processing was

passed down orally fropenatahto penatah According topenatahanddalangfrom both the

21 Cohen 2002: 180
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Yogyakarta and Surakarta areas, the hide of the water buffalo has always been the preferred
leather for makingvayang kulitpuppets (Sagio 11 Jul 2014; Slamet 22 Nov 2014; Suyoto 05

Aug 2014, 24 Sept 2014). &er buffalo hide is favored for several practical and aesthetic

reasons. The resulting hide is thicker than other types of hide, such as cow Begatdh

prefer this as it gives them many more choices when deciding which character to create out of a
particular hide. The thickness of the leather is of particular importance as the sturdiness of an
actualwayang kulippuppet is crucial to its stability in performance (Sutarno 5 Jul 2014; Suyoto

24 Sept 2014). The large surface area of a water buffalalsdellows for thgpenatahto cut a

much larger puppet from the hide. An ogre character, being quite sizable, would be nearly

i mpossible to cut from even a | arge goatods hi
large puppetgenatahgeneraly state they prefer water buffalo hide for carving puppets of all

sizes (Kawi 08 Dec 2014; Sagio 11 Jul 2014; Sihhanto 30 Aug 2014; Sutarno 5 Jul 2014; Suyoto
24 Sept 2014). This may partially be due to the levels of fat on a buffalo hide versus a cow hide
According to Pak Suyoto there is a thicker layer of fat fanralcow hide and this extra fat can
cause paint on th@ayangpuppet to peel off easily (Suyoto 24 Sept 2014). Popularity of buffalo
hide could also be due to the prominence of water buifiadJava. Sunarto notes that the

popularity of water buffalo skin cannot be separated from the large scale of animal husbandry
and domestic livestock across Indonesia. Water buffalo are highly respected utility animals
across Central Jav@hey are particarly useful during the rice planting and harvest seasons

(2008: 17). Such abundance and availability of raw material and the cultural weight of the

animal could have also easily led to water buffalo being the preferred choice for puppets used for

such anmportant form asvayang kulit

Initial Processing of Leather Hides

The initial stepn prepping an animal hide fevayang kulitcreation is of course,
acquiring the material itself. As mentioned, buffalo leather is the traditional chois&yang
kulit puppets and was and still is acquired from butchers and farmers (Suyoto 18 Jul 2014;
Sutarno 4 July 2014). When choosing a piece of leather there are certain qualities and
characteristics craftsmen look for in the leather generally and cqttalities for specific

characters. Generally, craftsmen look for leather from a young male water buffalo that has a
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slight tint of blue, a bit of transparency, and a lack of large blemishes or dark patches (Suyoto 18
Jul 2014). Male hides are preferrectaese it is said the process of breeding female water
buffalo has a tendency to |l eave the hide with
carving. That O6éstretchyd quality could also |
dried.The hide from an animal that was only two to three years old is preferred as the fibers of

an older animal could similarly become hard or brittle (Sanjata 1969, Sunarto 2008: 10). When
producing large characters, such as an ogre, it is imperative tleattitety of the leather be

blemishfree as a larger space is needed to draw out and carve the sizable character. However,
when creating smaller characters, such as a human female, amaltdr portion of the leather

will be usedand small blemishes cd® worked around and cut off after processing. Theffut

pieces that remain could be used for other purposes such as: small leather goods or food.
Commonly, these untreated leather scraps can be sold to vendors who use thenthe malaé
gudeg(Sutarm 21 July 2014; Suyoto 18 July 201@).

As mentioned, thickness is an important aspect taken into account when choosing the
correct hide. Apenatahchecks to see if the thickness of the skin was comparable to the weight
of the actual hide (Sunarto 2008) penatahcan determine this by roughly following the grade
in the following chart for an average adult male buffalo hide:

Table 31. Grade and weight of water buffalo leather hides
Grade| Weight

A Leather weighing €8 kg per sheét

B Leathernweighing 35 kg per sheet
C | Leather weighing & kg per sheet
D Leather weighing -B kg per sheet

E Leather weighing 9 kg+ per sheet

9A Asheetod refers to the hide of an average

After a specific piece of leather is chosen it is then soaked in a body of water, for example a

river, and left for a specific period of time. The size and weight of the leather would determine
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the length of time needed for soaking. In an interview with Sayoto he noted the best place to
soak leather is in the running stream by his house. If the leather soaks in standing water it can
obtain a very strong and unpleasant smell, so running water was and is the preferred choice (18
Jul 2014). The process sbaking the leather allows for it to become more pliable, thus making it
easier to stretch later on. For a full adult water buffalo hide soaking overnight is recommended.
The leather is then removed from the body of water and stretched on a large wooai@ih oo

frame called gawangan This procedure not only produces the most surface area possible out of
a hide but also gives the craftsman a taut and flat surface which makes the subsequent steps

easier.

Image 31. Leather hide oabamboo frame.
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/
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To prepare the leather for the stretching process, small holes are cut with a knife around the
outside of the leather. These holes are made about half an inch from the edge. Rope is then
woven through these holes and around the frame, pulled taunheantigd off. Craftsmen
utilize the same frame to stretch different sized pieces of leather; the length of rope would simply
need to be longer for a smaller piece of leather. According to Ki Marwoto Panenggak Widodo

the leather should have been pulledtighe nough on t he frame that wh
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'‘bungbung' or'dengl e ng . ' (1984: 15). 0

Once the leather is firmly stretched on the frame it is placed in the sun to dry for anywhere
from five hours to a few ddthicknesd (EGptanmodliJuyg on t h
2014; Suyoto 18 Jul 2014; Sutarno 21 Jul 2014). Now having removed the moisture from the
leather the scraping process beginpefatahuses a sharpened scraping todapakor axe, to
remove excess hair, fat, and thickneassf the hide. These tools are made of a sharpened stone
attached to a wooden handle (Widodo 1984: 17). This process is ultimately done to create a
completely smooth and flat surface for carving (Suyoto 18 Jul 2014; Sunarto 20a8)4;,02
Sutarno 21 Jul 201). Widodo suggestedmenatahshould always have two axes sharpened and
prepped for this work. This way if one alzecomeslull a second onis at the ready and a
penatahdoesnot have to stop working (1984: 17).

Image 32. Traditional leather scrapmrtools

L to R: Sharpening block, twamallerscrappersand a largex for scrapping

Depending on the thickness of the leather, the scraping proaetsske up to two days to

complete as breaks would need to be taken as the work can be tiring (Suyoto 18 July 2014). At
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this point in the process,penatahwould needto consider what character the hide will be used

for, if they had not done so already. Fdawayangcharacters are particularly small and the

leather should be quite thin, approximately 0.5mm. However, an ogre character would require a
much larger piece of leather, which needs to be thicker to support the size and movement of the
puppet duringa performance. Therefore, for a larger character, like an ogre, the leather is
rendered approximately 2.5mm thick (Sutarno 21 July 2014; Suyoto 18 Jul 2014). It is also
crucial at this point that the leather be worked to achieve a completely even suodifflee. A

perfectly flat surface is necessary both for carving (as a puppet that sits flat is easier to carve on)
and crucial for rendering puppets that will have moving parts. Should an uneven portion of hide
be used for the shoulder or upper arm ofipget it would hinder the overall smooth movement

of that arm. Likewise, if the remainder of the puppet is not smooth and flat, this could also cause
a moving arm to catch or become stuck across the bodpenidrmance. While discussing
hampering ofapypet 6 s movement s, it is also wdarth not.
too thinly built they would not be strong enough to support arm movement and could bend
(Mrazek 1998: 985). Small areas of unevenness could be sanded down and smoothed later, o
course, but it is the goal of a craftsman to have an overall smooth, even, and flat surface at this

preliminary stag&After the leather has been scraped to the appropriate thickness it is then

smoothed to make sure the piece is completely free of ddstbois.The modern tool for this

process is sandpaper and to date | have found no historical notations on the traditional tool for

the smoothing process. However, one can deduce that the same tools used to smooth and remove
rough edges from a fully cardguppet such as an emery stone (Mellema 1954), a shell, or glass

(Hadi Sukirno 14 Aug 2014) could have historically been used during this step of the process.

Once the leather is smooth, it is wiped with a damp cloth or even a small amount of water and a
craftsmands hands to remove any new dirt, dus
then left in the sun to dry again for a short period, up to twenty minutes, as any unsealed leather

left even slightly dammightgrow mold (Sutarno 21 July 20;18uyoto 18 Jul 2014).

The final step in the preparation of the leather is to remove the hide from the wooden or
bamboo frame. A sharp knife is used to cut open the leather holes on the outside of the hide to
remove it from the rope rather than cutting or damaging the rope (sL&duly 2014, Sunarto
2008, Widodo 1984: 17). The perforated area of the leather is then removed from the rest of the

hide leaving one solid piece of workable leather. The prepared hide is now ready to be carved
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into awayang kulitcharacter.

THE TRADITIONAL CARVING PROCESS

Character Outlines

After deciding which character is going to be carved out, the first stepifayang kulit
penatahis to draw the outline of the character onto the piece of leather (Mellema 1954: 12).
Traditionally apenatahwould draw the outline of the character completely from memory. This
is a skill taught tgpenatahduring his training as traditionaljyenatahwould practice each
character from thevayang kulitrepertoire until they could reproduce each one from memory.
This generally includes all standard characters normally found in their own regmyeahg kulit
sets. Each character has a general height and width set by tradition and there are certain rules
regarding proportions that must be followed, for exampledpeséction of each arm must be
equal to the bottom portion. This became especially true at the end of the 19th century after, as
discussed in the previous chapter, the Surakarta and Yogykikadasmade the court
approved drawings afayang kulippuppes public. Generally speaking however, the proportions
and characteristics of each character have been established since at leasfi8tb n&dtury, or
the end of the Mataram Empire.

The length of the arms is an example of established appropriatefwopdound on
wayang kulitpuppets. As mentioned in chapter two, the length of the arms is among the most
exaggerated elements found owayang kulippuppet. Whether the exaggeration of the arm
length was intended to show the importance of the arnf itseugh montage, to improve range
of movement for the audience memberdés sake,
the art® certain proportions have been set over timethed solidified in the late 1B century.
Yogyakarta style dictatdbe upper and lower portions of each arm are to be equal in length,
while the specific length of the arms will depend on the individual puppet. Pak Sagio notes that
specific head positions tilt the anglldess on
have a relatively straight line across, those whose heads are angled up have shoulders that tilt
downwards towards the back. With this shift in shoulder angles, the back arm will need to be
shorter so both hands are equidistant from the feet. Fhragag the correct distance from the

tip of the first finger to the top of the toesaisoutlmm (Sagio, Samsugi, Sunarto).
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Figure3-3. Example of proper arm length fomeayang kulit purwguppet.
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While the total length represents both $aréga and Yogyakarta styles here, the proportions of the two parts of
t he ar més | e nofthehyogyakartastyldurasaapd Sagio 20p4

Traditionally apenatalds father, a close relative, ompgenatahfrom thekratonwould train
new pendah in these rules, proportions, and guidelines associated with each of the hundreds of
characters ofvayang kulifSagio, Sihhanto, Sutarno, Sukirno, Suyoto, Tugiman). When Pak
Sihhanto of Balai Agung in Surakarta was first learning, his teacher wowddivpredrawn
characters or pieces to carve and practice with before he learned to draw the characters himself
(30 Aug 2014).

In order to mark the chosen outline of a character on the leathenatahscratches the
design using metal carving tools chisels known atatah Onepenatah Pak Mantan, age 70
from Wonogiri, said that he was trained finatahwho would begin by using their saliva to
trace out the pattern of their puppets.
permanent lines were etched onto the leather witkathé Pak Mantan saigenatahwould
often do this so they woulohly mark the leather with a shape they were truly happy with (5 July
2014). When the complete outline is finished the puppet would be removed from the excess
leather with a chisel. This process was calledgebinppr At o cut out . 0O

Thi s
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Figure 34. Outlineof wayang kulitkresna puppet and its parts
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Internal Carving Process and Patterns

Once the puppet is cut from the main portion of leather, the next step is to begin the
internal chisel work. An artisanbés tools for
craftsmen claim these tools were andieva but they are most likely an alf or some
combination of. Thesehiselshave varying tip sizes that are usedreate the different sized
cutouts. Along with the previously mentioned small chisel that is used to etch the initial outline,
all the chisels @enatahowns are referred tasgatah The number of chiselsgenatahhas in his
collection ranged, on average, from fourteen to tkttge. Som@enatahown multiple versions
of the same chisel in case one dulteddid not feel right at a partical momentHowever, there
are fourteen main chisels needed to create all of the patterns required for the coaydets
kulit repertoire, with the smallest chisel being about 1mm in diameter and the widest 1.5 cm
(Sanjata 1969, Widodo 1984:-18). The smallest dhese chisels is called tketah bubukan
which is used for the smallest carving pattern of the same Mdas¢penatahgenerally keep
theirtatahf or a very |l ong ti me, as taRlatken®@®egi o has no
comfortabl e ( latahadekdptsRafp Iodthe.leagthottheir lifespan by
sharpening them against a stone (Sudiman 17 Nov 2014).

Figure 35. Proper chisel use for carvimgayang kulippuppets
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To begin carving, @enatahneeds to first learn the proper techniquéatd atatahand the
hammergandenin Javanese graluin Indonesian, that is used to tap the chisethe figure
above you can see the correct position of the hand on the chisel using the index finger, little
finger, and thumb. The thumb holds the ehis place, the little finger marks where the chisel
should be placed, and the index finger moves the chisel. Also shown is the correct position of the
penatalds other hand mthe hammerThe index finger here is used for stability when striking the
chisd. The hammer is typically made of wood and not iron or any other heavier material because
if it was too heavy it would lead to rapid fatigue for genatah(Sutarno 4 Jul 2014; Widodo
1984: 19). Awayangkulit penatalb s hammer al s o hvasorliin, entop.l | amou

This wax is used as a lubricant if any of the chisels begin to stick in the leather.

Image 36. Maintatah or carving
* o

To begin, gpenatahmakes theatahenter the leather hide completely upright. When
making holes that are longer than the width of the chipehatahdoes not fully remove the
chisel from the original hole but rather only removes it partially, moves it forward slightly, and
continues to aae. This is done to make it look like the hole has been carved by a knife in one

continuous motion, and how tenatahwould have previously removed thv@ayangcharacter
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outline from the larger section of leather (Sagio, Sanjata, Sudiman, Widodo).

Figure 37. Correct insertion and movementtatah

R

A

Left: Incorrect method Right: Correct methadSanjata 1969

Once the main outline of the character is completed the carving of the interior could begin. Some
penatahmay have cut out the arno$the puppet at this time as well. | have yet to find any

historical documentation for when arms were carbed Pak Sagio has said several times that,

as with much ofvayang kulitcraving, it depenslon the mood of thpenatahand whether or not

they bdieved theycando a good job drawing/carving themaagjivenmoment. During training,
eachpenatahlearnssixteenbasic carving motifs, diatahan that in various combinations form

every pattern or motif found wayang kulitcarving®. When apenatahhas mastered these

sixteen main motifs they move on to learn commonly used combinations of these main carving
patterns. Moving forward these new combinations can then be combined to create even larger

motifs.

22 Images fortatah, tatahan and iconography taken frohtaryanto 1991; Kawi 2014; Mellema 1954; Sagio
2014;Sanjata 1969Sunarto and Sagio 2004; Sutarno 2014, Widodo 1984
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Figure3-8. Sixteenmain carving motifs fowayang kulit purwauppets
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Image3-9. Largertatahanmotifs examples
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Once genatahhas mastered these more difficult motifs, the nextisteplearn the
individual segmentshat make up the larger basic iconographwayang kulitpuppets. This
would involve learning the various individual body parts or the defining characteristicadte
up individual characters. Varying design combinations of eye, nose, mouth, teeth, hair style,
arms, hands, legs, feet, accessories, and distinct clothing patterns make way@achkulit

character. The specific pattercsn be seen ilmages 310 through 320.

Image3-10. Wayang kulit purwarmsexamples

Arm with simplebracelets
and upper arm nagaangsa

Bent arm withcandrakirana
bracelet style. Hand with
fingernail.

Large arm with large naga
mangsa upper arm decoratic

(Widodo 1984)
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Image 311 Wayang kulit purwdracelets placements

Deities, princes, ministers

Deities, priests

Deities, kings, princes, ministers

Kings, princes, ministers

Princes, ministers

(Mellema 1988)

Image 312. Wayang kulit purwdandsand braceletd
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; 1. Arjuna
| | ' 2.Knight, king
?N\ %:\ 3. Knight
(\% ﬁo\/m )Y £ 4 Knight, m.inister
8'@ Q} 1 ,4_.1]!; 5. Fanged king
) ——< ||}/  6.Punakawan

v |/, apprentice

(Widodo 1984)
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Image 313. Wayang kulit purwdands and bracelets 2

‘ ‘_ ‘ 7. Ara Bimasena,
| '. - | \ | Hanoman

b P o ) ;“i\ | ‘ | @ | 8. Sugriwa, Subali
R ”2 \ 1 9. Raksasa king
¥ 10. Warrior
11. Cakil

(Widodo 1984)

Image 314. Examples oiWayang kulit purwanair

Prako ngayur Mangkara

Sorengpati Pandan binethat

.

.-/ C\
\—/ =
Gajah ngoling 6—%‘“ Kuduptari
ﬁ’:‘i A~ (j\ S

Supit Urang

(Sunarto and Sagio 2004)
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Image 315. Examples oiVayang kulit purwdneaddresses

Trumbus Topeng Makuta

(Sunarto and Sagio 2004)

Image 316. Wayang kulit purwaeg decorations placement and meanings

Deities, priests, kings, princes, minister

Kings, princes

Kings

Deities, priests, princes, ministers

Deities, ministers

(Mellema 1988)
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Image 317. Examples of common clothirghapesn wayang kulit purwa

Sarong Bokongan Royal dodot Femaledodot
(Sunarto and Sagio 2004)

Once an artisan is ready to begin the internal design of the phppstthes ionto the
leather (Sagio 15 Jan 2015). As mentioned abopenatahis taught, over a period of months or
years, how each of the ba46 motifs and larger patterns all work together alongside the facial
features, hands, feet, and clothing to produce each individual characterpEnatghneedso
commit the details of hundreds of characters, in addition to any possible variatiboseof
characters, to memory over tbeurse of their apprenticeship. Certain characters may have many
variations depending on what story they are used for or even a particular portion of a story. A
character like Arjuna, from the Mahabharata, could beeggmted by multiple puppets
throughout avayang kulitperformance.

To draft the internal design, thin outlines are etched on the leather using on@ of the
narrowest chisels. This method of etching out the internal design before carving is referred to as
gebingan(Mellema 1954: 12). Aenatahmay choose to etch out one small area at a time as he
works or to etch the entire puppet at once. The reasoning for choosing any particular method

could result from th@enatahnot feeling mentally prepared to finigie whole puppet @imply
a desire to finish one section before deciding on other aspects of the puppest&oce, if

certain features of a puppet came out exceptional or quite popelysaahcouldthen alter the
remaining design to create a moagrhonious puppet (Sudiman 17 Nov 2004k previously

mentioned, while the general design of a puppet was set by tradition, small details may be
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changed by an artisan to create a puppet with a design that flows pleasantly. Precisely where a
penatahwould kegin carving is unknown prior to the end of the 19th century and beginning of

the 20th century. ThpenatahSukir noted, in his 1920 Commission for Folk Literature, that a

very oldpenatahtold him the ear must be cut out first, followed by the ear orngraed so

forth but always leaving the face for last. Sukir said the logic behind this recommendation given

by the old and trustggenatabwa s t hat t hi s order mi micked huma
child is born it becomes capable of perceiving the wiorlthree ways: first through the ear, then

through the nose, then the mouth. He went on to explain that the eye was cut out last as it served

as a witness to everything. Sukir also mentions that whether or not this is true he will leave up to
personal judment as he cannot be sure (Mellema 1954: 30). However, speeathhl spoke

with, for example Pak Sudiman of Yogyakarta or Pak Kawi of Surakarta, were trained to carve

the crown or headdress first and were informed this was just the way it has aleayhe

(2015). What is known is that the face and especially the eye(s) were the very last elements to be
carved. This has been a consistent concept ampagatahand scholars, including Sukir. Sukir

wrote that the finishing of the face was the mostarntgnt aspect of carving and that the face

would Agive |life to the puppet. 0 Tdambeslalgpr oces s
Ato break open. o Sukir went on to explain tha
expert mannerf the face was not done well the puppet would be worth very little. However, if

the face of the puppet was expertly carved th

carelesslyo and the puppet would stild]l be con
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Image 318 Wayang kulit purwayes
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(Sanjata 1969)

Image 319. Wayang kulit purwanoses
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1. Rebes

2. Barak ngirit
3. Jaitan

4. kedelen

5. kedondongar
6. Krilipan

7. Kelipan

8. Rembesan
9. Pilikan

10. Plerokan
11.Kelengan
12. Pehihilan
13. Plelengan
14. Keran

15. Belis

Bentulan nose

Pelokan nose

Terong glatik nose

Pesekan nose



(Sanjata 1969)

Image 320. Wayang kulit purwanouths and teeth
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Smoothing Process

Garengos
Petruk
Bagongds
Tagogos

Sorowito

Raksasa |

Raksasa Il

Once a puppet is completely carved andpdeatahis pleased with it, the puppet is

smoothed again before it is painted. Any rough edges remaining from the carving process can

ruin the application of the paint and make the embossing of gold leaf, when needed, more

difficult. Traditionally an emery stone (Mema 1954: 32), a shell, or glass (Hadi Sukirno 14

Aug 2014)wasused to remove any rough patches from the puppet. This is also said to remove

any excesslebris oroils that may remain on the leather and might prevent paint from sticking

(Mellema 1954: 3P Modern artisans avoid these issuestmpothingthe puppets with

sandpaper. Then, wharpenatahis mentally and physically readyndfeel theyareprepared to

do a good job, they move on to painting the puppet.
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Image 321 Kresna

puppet before paistapplied

TRADITIONAL PAINTING

Painting Process

While there are more modern paint processes in use at the time of the publication of this
researchl| will first outline the earliertraditional method<Of note,there are craftsmen in
modern times who only paint and do not carve. It is also possible that pure painters existed
traditionally as well. These craftsmen could be referred tehikis However, as the majority of
craftsmen | interviewed bothcarvedgm&h i nt ed, and for continuities
craftsmen under the blanket tepmnatahgoing forward.
Prior to beginning the painting processyayang penatalwould traditionally first need to

acquire the materials required to make the paint feaygang kulippuppet. As far as has been
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notated in Javanese and IndoneSiams well as English sour@éstraditionally the paints were

made of powdered pigment that were mixed \aitisur or glue.Ancuris type of glue made from
wood shavings and sometimlge (Mellema 1954: 31)The wood shavings fancurwere most

likely derived from easily available sources or common types of wood in the area. Available
sources simply notate them as fiwood shavingsbo
woodis not mentionedlhere are two types aincur, the first beingancur matengvhich

translates loosely to boiled glugncur matengvas used for red, yellow, and blue paints. To
makeancur matengwood shavings were first boiled in a large container with water until the
mixture became thick. This combination needed to be boiled multiple times to obtain the desired
thickness. The wood shavings would eventually be removed from the final mixture and a
penatahwould just be left with a thick glukke substance. The secorhcur mentahair non

boiled glue, was used for white and black paint colors and was made using wood shavings that
are dissolved in water but not boilg&hcur mentahamwas used for Wite and black because the
boiled glue variation would result in a npare white and a hazy black (Mellema 1954: 31,

Sanjata 1969). Once the glue, of either variety, was finished it was mixed in a small bow! with
the desired ground pigment and-lyater b create a particular paint color. The-lyater was

only used to thin the glue out to the appropriate tack to adhere to leather. To achieve white,
black, red, yellow, and blue colored paint the following pigments were ground toxed im

with the glue nixture:

23 Sagio and Samsugi 1991; Sanjata 1969; Sukir 190; Sumadr8agi®?008; Widodo 1984
24 Angst 2007; Mellema 1954
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Table 32. Colors and ingredients for traditionahyang kulifpainting

Color Ingredient/Pigment”

White Charred animal bone

Black Chinese lampbla¢k

Red Chinese red

Yellow Yellow ochek, atal stone (vatu ata)
Blue Indigo

h Pigmentsources: Angst, Mantan, Mellema, Sagio, Sanjata, Sutar, Widodo.

' Chinese lampblack is made from burning oil, fat, or resin at a wick, generally in a shallow pan to

create a o6l ampblackdé or a form of blog8c k pigment o
!One may assume that o6Chinese redd here meant red
may also be made that this would consist of a mixture which included a fair amount of hematite, which

had been used by Chinese craftsmen inmrdéis@ paints since the Neolithic age (Jin 2010).

KOcher is defined as fAan earthy usually red or ye
(Merriam-Webster 2016).

With these five base colorgp@natahcanthen mix them together to create any other
desired colors acceptable for paintingg@yang kulitpuppet. For example, mixing white with a
small amount of red created 6rosed and adding

Other acceptable tradhnal colors included:
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Table 33. Mixture of colors for traditionavayang kulitpainting

Desired Color Mixture
Rose white + a little red
light red rose + a little red
light blue white + a little blue
bright blue light blue + a little blue
violet red + a little blue
lavender white + violet
light yellow white + yellow
light green yellow + a little blue
dark green light green + a little blue
orange yellow + a little red
dark orange orange + a little red
brown red +a little black
light brown white + a little brown
grey white + a little black
darkgrey grey + a little black
black ink black + a little glue

To begin painting @enatahcoas the entire puppet in a light layer of white as a base.
This primer would allow for more vibrant colors than if other colors were just painted directly
onto the leather surface itself (Kawi, Mellema, Sagio, Slamet, Sudiman, Sutar). The base coat
most likely also functioned as a way to seal any imperfections or pores in the leather to create a
smoother surface for the rest of the layers of paint. Next the large areas of black would be
painted on the puppet. These areas included the hair, the straps afktiargapraba), the
outer edges of the saaln¢hal wastry, and the face if the particular character called for it.
Black would be applied at this point as well if it was needed as large portions of background in
any clothing pieces (Mellema 1954: 32).

Following the black, thpenatahthen stard painting withthereds, yellows, andthen the
blues on the puppet. Sukir noted thadter painting the layer of white, rose was his chdssh
colorin the red shades to be ugdtellema 1954: 34). He gaveomeason as to why the reddish
hues were the first color used and Pak Sugianto, who also began with rose on the Kresna puppet
he made for me, stated that he began with rose because that is how his teacher said it had always
been done (Sugianto 05 Jan 2014)
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One practical reason that the lightest color, rose, was used first could have been that it is
far more difficult to paint a lighter color over a darker color, whereas dark red would easily cover
rose later in the process. Rose, like many of the colamayang kulitpainting, was used for the
gradation of colors in specific areas. Red gradation includes, in order: rose, light red, and red.
For a very skillegpenatahbrown could have also been used at the end of this gradation. Rose
would be painted on thellowing carving motifs: the ends of tmeasmasanthe sembuliyan
and thantanrintananmotifs or specific elements such as the crown (diadem), hair ornaments, or
jewelry.

Light yellow traditionally be added to the puppet next. Yellow was used fortheth
gradation of green and orange. Green gradation included yellow, light green, and finally dark
green. The yellow/green gradation can be found imthemasammotif, sembuliyarmotif, ear
ornament, diadem, hair ornaments, collar, and tails of clothingchal The yellow/orange
gradation included yellow, orange, dark orange, and occasionally dark red or brown. It could be
found in similar areas to the yellow/green gradation. If violet and lavender were needed for a
particular character they would béded last and are found on necklaces, the face ofahela
diadem bad, and long pants (Mellema 1954; Sagio 20®4gianto 2014). Grey would have
been used for any detail work on top of solid black areas, for example to paint the ear details on
top of ablack body or face of wayangpuppet.
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After all of the gradation areas were paintqueaatahwould have started on the
clothing. Many clothing pieces would have been shaded usirgutiggying caw{cawer)
technique. This technique, is a series of Jerg lines in a chosen color (Mellema 1954; Sagio
2004; Sugianto 2014). Theeingging tlacapair sungging sawtatechniques are also reserved
for clothing and resemble small and narrow triangles. This technique was generally reserved for
decorative tailshat flow at the end of certain clothing iterfiiecindenstyle is also rather
popular for clothing. This painting technique resembles a chdxded pattern, see Image23
for an example of theindenstyle.Next thesungging dremjemanoy stippling, was applied to
the remaining areas of theasmasanandintan-intananmotifs, thepatranor leaf patterns, and
any other area theenatahfound appropriate for stippling decoratj@®ee Image-22 for both
fine line detailing and stippling exples The next step in the painting process would be any
fine detail work on the jewelry or hair ornaments, and any floral work on capes or on other
accessories (Sagio 2004; Sugianto 2014). These technigedbe sungging bludiran
(kembanga)y can beseen inmage 320.

Image 320. Common paintingtyles found irwayang kulit purwauppets
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Garis garis Tlacapan lse@n garis Bludiran Bludiran (shir
(Sagio and Samsugi 1991)

Image 321. Examples of the commamdenpainting style

(Sagio and Samsugi 1991)
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The final step in the painting process would have been the facial detail. Similar to the
carving process, painting the face was crucial aperatahwould only paint théace when he
felt a sense of readiness within himself or was mentally prepared to do so (Sugianto 5 Jan 2015).
Facial detailing would begin with the face being painted red, black, gold, or white depending on
the specific character and the particmandg or mood, of that character (Sagio 2004). Once

the face was painted the puppet would then be sealed or varnished.

Gold Adornment

Gilding or gold leaf was added wayang kulitpuppetry during the Mataram Sultanate,
15841755 AD, to add to the beautgicisplendor of the art form. Popular belief holds that
originally the gold leaf used came to Indonesia from China (Kawi 12 Aug 2014; Sagio 5 Jan
2015). If needed for a particular puppet, gold leaf was added prior to any other decorative paint
colors such sired, green, or blue. However, it is not entirely known if craftsmen would apply
gilding before or after the larger portions of black were painted on. Sukir mentions that gilding
was done following the black paint (Mellema 1954:38 but Pak Sugiantoated that this
would not be practical. Any gold leaf that stuck outside of its intended place would ruin the black
you had already painted. Then a craftsman would have to go back and repaint, and therefore the
gold should have been done before the blackjégito 6 Jan 15). Regardless of when the gold
was applied it seems to have been applied in the same manner. Any area where gold leaf was to
be applied would first require a base coat of paint act as a primer. According to Sukir, in an
effort to preservehe embellishment, a puppet that required gilding would be painted with a
white primer, and then also receive an application of yellow in any areas treated with gold leaf.
The reasoning behind this being if any gold leaf were to crack or fall off duririgetiod the
puppet the yellow underneath would somewhat camouflage this (Mellema 1954).33nce
the gilded were painted yellow and allowed to dry, a layer of ancur was painted over the yellow.
Extreme care would be taken to only paint the areas viherembellishment would be applied,
as the gold would adhere to any area \aitlbur. The gold leaf came prepared on a small, thin
piece of square paper. Taking care not to touch the actual gold pesafahwould lift the
square and dip it into a smalnount of water, paper side down, to wet the gold leaf. Excess

water would be wiped away from the paper side using teen astoarhaém or the table top,
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while still not touching the actual gold leaf. Wetting the gold leaf was not only done to give it
sonme weight and stickiness but also so it would not be blown away during the process as a
penatahmight prepare multiple sheets of gold leaf at once. During application, the glue is left to
set for a few moments to reach the correct level of tackiness. &betening for this would be
determined by the thickness of the layer of glue itself and also be tested by touch. If the glue was
too wet the gold leaf would not stick or if it did stick it could bubble as it dried, while if it were
too dry the gold leaf wuld not stick all. Once the tackiness wastogleatatd s | i ki ng, t he
leaf was placed, leaf side down, over the glue and slight pressure applied to the back or paper
side. The backing was then peeled away slowly leaving only the gold leaf on tet pup
(Sugianto 05 Jan 2015). With the gold leaf ideally only sticking to the places where glue had
been painted some gold might have remained on the backing and any gold leaf that remained
could be kept for use on another area of the puppet. Any area gdiérgtuck outside of the
desired design, once dried, would have been painted over with white. This process of applying
gilding to a puppet is callemhggembleng

After paint and/or gilding dried the final detail work would have been drawn on the
puppetusing a very fine brush and black paint. Depending on the character this could have
included: a mustache; eyebrows; whiskers; hair tendrils; outline on the lips, teeth, neck creases;
nails or hand details; and foot details. Certain charactergalsasa would also have had
warts, nose hairs, hairs on the limbs, and other specific elements drawn in at this point as well
(Kawi, Mellema, Sagio, Sugianto, Sutarno). Stippling details on topagfmasamandintan-
intananas well as fine line detailing on ¢long patterns were also drawn on with the same black
paint. The final detail rendered in black paint would have been the pupil of the eye. Similar to the

attention to detail concerning the face, extreme care was taken with this detail.
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Image 322. Blac line detailing and stippling examples
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(Sunarto and Sagi2008)

Sealant

Once the puppet has been painted, gilded, and given its finishing toyntestahwill
protect his work with a protective layer or a varnish. Sukir, for instance, mentions in his writing
from 1920 that he used glueamcurto seal his puppets (Mellema 1954: 39). Otpematah
have noted that in the past egg whites or a mixture of éggsvandancurwere used to seal
puppets as well as used as a 6glazeb6 to add
Sunarto). This use was noted as one of the reasoksatioasair out their puppets once a week.
Specifically, the older pyets kept in thé& r a t colleadia which had been coated in egg
whites must be checked for normal wear, mold, and necessary repairs but also checked for any
insects that may have been attracted by the egg whites (Sukirno 14 Aug 2014). Checking for
bugs veekly was necessary as they could do serious and permanent damagartg kulit
puppets rather quickly. The hassle of dealing with insects eating the puppets, tied with the
introduction of newer paints and gold products, could be pematahswitched tausing glue
instead of egg whites to seal their pupp@tbile all areas covered in paint were sealed, any area
of the puppet covered in gold leaf would not have received a protective layer obeitheor
egg whites as either coating would diminish shéne of the gold leaf (Sunarto and Sagio 2004
89-90).

HANDLE CREATION

Material Origins and Preferences

Handles, occempurit for awayang kulippuppet were traditionally carved out of water
buffalo horns. As to why this was the chosen material theor@ng given is similar to the
preference of buffalo leather: that it is just how it has always been done. However, one main
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practical reason may be the physical strength and density of the horn itself. When describing why
buffalo horn was preferred overow hor n Pak Sagio noted that it
cow horn, making it stronger (1991: ¥1@6). Additionally, while buffalo horn is a naturally

sturdy material it can become very pliable when heated (Sutarno 4 Jul 2014). Besides these ideal
gualties, buffalo horn was also most likely chosen because it could be purchased from the same
supplier as the hides which was both convenient and meant less of the animal went to waste.
Buffalo horn normally found in three colors: brown, black, and whiteit&\Horn is found only

on the albino water buffalo. Among the three, white has been regarded as the most aesthetically
pleasing, perhaps due to the understandable rarity of albino buffalo horns (Kawi, Sagio and

Samsugi, Sanjata, Sutarno).

Crafting and Ataching Handles

There are two different types of handles created feayang kulitpuppet: the larger
main handle, or thgapit, and the smaller handles for the arms,ttltthg Both handles are
fashioned in a similar manner except ¢fapit needs to be much larger to support the full weight
and movement of the puppet, while thdingneeded to be strong enough to support the arms
and any quick movements but slim and light enough to move with ease and not be in the way. By
way of example, itvould be difficult to maneuver and perform the quick and precise movements
in battle if thetudingwere too large and heavy. This is particularly true of the flips and turns the
dalangperforms during battle scenes.

Work on a handle is begun by selectamtarge buffalo horthat has already been
removed from the water buffabnd then cutting the horn in h&lbm tip to baseThe intact
horn is cut with a traditional saw known apatar (Sutarno 5 Jul 2014) and sawed starting from
the basdantub, where it was removed from the animal rving down towards the tip of the
horn and the returning to the base. The shape of the handle is then carved from that piece of

horn. Visual examples of these processes are giveigume 3-24.0
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Figure 323. Labeledyapit and tuding

Ad Gapit

a. Lubang

b. Upper genukan

c. Picisan

d. Center genukan

e. Lengkehan/gegelan
f. Lower genukan

g. Popor

h. Antub

Bd Tuding
a. Lubang

b. Upper genukan
c. Lengekhan/gegelan
d. Center Genukan
e. Picisan
.8 f. Lower Genukan
h g g. Banyu temetes

(Samsugi and Sagio 1991)

Figure 324. Manner in which a horn is cut to formnayang kulithandle

[ fl

(Sanjata 196%

When shaping the handle into the desired fornptatahutilizes a much smaller saw,

called agoroh to make the curves and any inner markings. One such example of where the
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gorohwould be used is in the creation of fhieisandecoration shown itmage 323. Another
tool, thegergaiji, could also be used to create any other smaller details needkd lbandle
(Sutarno 5 Jul 2014).

Image 325. Saws used for handle creation

The primary handle, agapit, is divided into two segments: tigenukan ataabove thepicisan

and thegenukan bawabelow thepicisan The genukan bawahs just wide and curved enough

at the top to make for a comfortable gripiddang s hand and then narrows
bottom so the handle can cleanly enter a banana log when placed there during a performance.

The upper portion of thgapit,thegenukan atasnarrows to nearly a millimeter at the very.top

The combined length of the entgapitdepends on the height of the puppet itself as support is

required from the base to tip of the puppet. In order to fully support the top portionpoipihet
thegenukan atass split directly down the middle till just above tpeisan This is done so one

side of thegenukan ataattaches to the front of the puppet while the other side is fixed to the

back, allowing for maximum support without disrungfithe intricately carved designs.
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To mold the upper portion of the handle to the shapenafyang kulitpuppet low heat is
applied to the horn. When oil lamps became widespread in Indonesia they became the preferred
method of heating buffalo horn dsy produced a low and easily controllable fire. During this
process, the horn is held over the low fire just long enough to make it pliable, and the time
required for this varies depending on the thickness of each particular portion of horn (Kawi,
Sutarng Sagio). The first indication that a handle has become overheated is a smell similar to
that of burning hair, dut the large amounts of keratin, a protein that forms the main structure
of hair, claws,and horns (Sagio and Samsugi 1991: 171). Once rairfov@ the heat the horn
is slowly bent into the desired shape by hand. An example of the curvature a handle might take is

seen below:

Figure 326. Example othandle path
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Prior to attaching the handle to a puppet, the handle needs to first be smoothed. These
handles are the only portion of the puppda&angnormally touches so a rough handle does not
allow for a comfortable or safe performance. In order to remove any pbants and/or jagged
areas from the handle artisans traditionally wdsah rempelaghe leaves of a local tropical
evergreen shrub, to rub the handle smooth (Sagio Samsugi 1991: 172). These leaves may also
have been used as aeldatber portian bf thé puppetdpvelp leutrl bave o r
yet to find mention of use afaun rempelasn any area but the handleswayang kulitpuppets.

@Dnce the handle is smoothed into the exact shapgetietahrequires, white string is used to

attach the &ndle to the actual puppet. Before being used the string is dipped in wax to make it
stronger and prevent it from fraying over time (Kawi, Sagio Samsugi, Sutarno). The handle is
attached to the torso of the puppet in two to three places, depending @ tbietse puppet,

and then in multiple locations at the top of the puppet where the handle curves more and is under
more pressure. Only existing holes found in the carving pattern are used to attach the handle. No
new holes are added at this point soititigcate carvings and paint already in place are not
disturbed. To attach thadingto the hands of the puppet the same-@gmped string is used.

For this process, th@enatahcuts a small amount of string and wraps it multiple times around the
upper portion of the handle, then feeds both ends through a small hole at the top. Finally, these
strings are then looped through the hand of the puppet and tied off.

Figure 327. Exampe of string

Ega‘_sgrpent (gﬁ)lt
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JOINTS AND MOVEMENT

Material Origins and Preferences

For the joints, ogege] in the shoulders and arms ofvayang kulitpuppet the bone of
the water buffalo was traditionally used. Bone was used for its strength, and again for the ease of
obtaining it, since aenatahwould already be obtaining the hide and horns of a water buffalo
from a farmer or merchant (Kawi 12 Aug 20Sutarno 5 Jul 2014). Gold and highality silver
were also eventually used in joints for valuable and precious puppets (Angst 2007: 38). No exact
timeline is known for the introduction of gold and silver as a joint material. However, due to the
high cast of the metals it is presumed, pgnatah that it was introduced through puppets gifted
to royalty or someone of a high level of respect and primarilywéyang kulitcollections in the
kraton( Sagi o 11 Jul 2014; Sagi ol laenadt iScamis upu p pLe9t9sl |
primarily displayed and not used for performance. Depending on the type of material used for the
joints, the holes created in the leather are formed differently to create the strongest joint possible.
Demonstrations of how each jowbuld be formed, inserted, and secured can beisdarage
3-28 and 339. Penatahhave stated that the choice of joint material could have been based on
who the puppet was for, what materials were available, or perhaps even completely arbitrary
(Sutarndd Jul 2015).
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Image 328. Traditional joint materials fowayang kulit purwauppets
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(Sagio and Samsugi 1991)

e.Lombokan(leather)

Image 329. Types of joint holes
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(Sagio and Samsugi 1991)
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Table 34. List of traditional materials fowayang kulit purwauppets

Traditional Materials for Wayang Kulit PurwaPuppets

Leather kulit) -Buffalo
Carving tools fatah) -Metal
Buffing material -Emery stones
-Shells
-Glass
-Leaves (handles only)
Paint cat) -Powder/Pigment
Gold Eemas -Pure gold leaffrada)
Sealant -Egg Whites
-Glue
Handles ¢empuri} -Buffalo Horn
Joints -Leather
-Bone
-Metal
-Gold
Ties -String
3.2 MODERN CARVING TECHNIQUES AND ADAPTATIONS

Similar to several other aspects of modeayang kulitcraftsmanship has adapted and
changed with the times. New materials, methods, and styles have arisen over time and through
contact with other nations and peopl e. Beginn
external influences in Central Java has been the growing numberistdpboth domestic and
international, coming to Yogyakarta and Surakarta. Several of the changes associated with
tourism and the production afayang kulitpuppets will be discussed in this chapter, however, a
more indepth look at the economic and cuiéil impacts of tourism owayang kulit
craftsmanship wilbe coveredn the following chapter. This section will predominantly cover

changes in materials, tools, and techniques used in the creation process.

MODERN LEATHER WORKING

Leather Processing
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The processing of leather is one of the phas@gaghng kulitpuppet craftsmanship that
has remained virtually unchanged from its early documentation till-2018 (Kawi, Sagio,
Sunarto, Suyoto). While leather processing for other goods such as bdéss,veald bags may
have adapted to the times by adding machines or chemical processing, creating leather for
wayang kulitpuppets has, to date, not incorporated the use of modern manufacturing equipment.
Explanations for the continuation of traditional pessing are varied. Primarily, the reasons
given for the lack of modern advancements, such as chemical processing, have ranged from
Abecause it is traditiono to Ai gudeVghatévsr c hang
the reason, eagtenatahl interviewed claimed their methods for leather cleaning and processing
(or their suppliers6 methods) have remained <c
in modern scholarship on craftsmanship that proves otherwise (Kawi, Sagio, Sunasto).Suy

However, while the method of preparing the hide has not changed, the options for
appropriate leathers have grown over time. It is uncertain when cow and goat hides also grew in
popularity amonggpenatahbut they have certainly become a popular caaiuring the 21st
century.The earliest written documentation of leather beyond water buffalo | have found in my
research is a mention of deer hide being in a doctoral dissertation on wayang kulit in 1969 and
then not until Sagio and Samsugi in their 18®bk, Wayang Kulit Gagrag Yogyakartahere
they mention cow and goatwo of the most frequently given explanations for the popularity of
cow and goat as alternative hides are their affordable price and availability. While goat skin is
the cheapest leaghavailable it is also the thinnest and smallest, making it unsuitable for many
largerwayang kulipuppets. Cow hides are more expensive than goat but the size and the
thickness of a standard hide lends it to be a good substitute for water buffalo dsatne base
material for many sizes efayang kulitpuppets (Kawi, Pak G, Sagio, Sudiman, Sutarno,
Suyoto). On the downside, the excessive residual fat in cow hide requires a longer soaking
period and/or a more intensive scrapping process than thatfalobide. Also, to be
considered, is the additional possibility of these alternatives requiring more pairugmgich
t hroughout the puppet 6s whyangaetistssplldindcowlhidetsbpi t e o
solid substitute for buffalo hidélowever, water buffalo hide is still widely preferred, and it can,
in some areas like Wonogiri, cost five times as much as cow hide (Sutarno 21 Jul 2014). Thus,
for severapenatahcow hide has become the norm as it is what they can easily afford and still

use for a variety of puppets. Buffalo hide, for maeyatah is now reseved for special orders
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(Mantan,Saleh, Sutarno, YuliThe price of cow and goat hides also make them the economic
choice for creating amyayang kulitsouvenirs or puppets that Wilot be used imvayang
performances as they do not need to stand up to vigorous movements or constant travel. More on

souvenir production will be discussed later in this chapter.

MODERN CARVING PROCESS

Character Outlines

For the drawing and etching portion of the process two major elements have emerged in
the last few decades. While mp&natahstill etch out their templates using one of their chisels
somenow also use pens or pencils to draw a colored line on the leather to have a clearer
indication of where they will be carvingéleh Sugianto, Sutarno, Yudi). One major change in
laying out the design aflayang kulitpuppets on leather comes from a mta@hnologically
advanced item, the photocopy machine. Mpagatahare currently using this technology to
copy pictures ofvayang kulitcharacters from books, enlarging them to scale, and printing them
out. Apenatahwould then place the photocopie@yangkulit character image underneath their
leather of choice so they can see the outline through the leather. The craftsman would then trace
the outline and internal designs onto the leather, rather than drawing out the forms and details
from memory (SagicSaleh,Sutarno, Suyono). Margenatahnow are finding this new
technology to be hugely beneficial for its speed and that pem&tah no longer have the
knowledge or ability to draw the entire repertoirevalyang kulittharacters from memory. It is
unknown which came first, the current technology or tid@uctionof training in this particular
knowledge/skill to draw from memory, but what is certain is this is slowly becoming the
standard for training nepenatahin areas like Wonogiri and ImogirK@wi, Saleh Sutarno,

Sagio, Suyono). Pak Suyono leads an organizatipemdétahat the Wayang Kulit Center of

Imogiri, which according to his estimates has more than 800 gutivatali®, to preserve

wayang kulitin the area. Due to varying skill levels, andplematald s | acki ng t he abi
from memory, Pak Suyoto photocopies images from booksagangcharacters and distributes

them topenatahin the area so everyone can create a character with the same level of design

®This number i s Pak tSisnynobeoowdsnot bevenbstansatediringatte tinoen
allowed by thigesearch.
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detail (Suyono 11 Sep 2014). Indnobgiri the photocopies are used for similar reasons. If orders
for multiple puppets of the same character are made and there are varying degrees of skill level
amongst thg@enatahworking on the project, a shared photocopy of the character would result in
identical outlines and internal designs for each puppet, thereby guaranteeing customer
satisfaction $alehll Sept 2014; Yudi 4 July 2014).

While this method is certainly quicker and lends itself to uniformity across the board,
there are two major pottal drawbacks. One is the phasing oupehatahlearning to draw
from memory. Due to the ease of this method and its acceptance by leaders in their communities,
penatahno longer need, or perhaps want, to commit hundoédbaracters to memory and it is
very possible they wilho longer have the ability or the desire to pass that knowledge down to
the next generation. The second potential drawback is the loss of knowledge of regional styles
and their variations. When asked what books were chosen faqapging, thepenatahin
Wonogiri had several different books they had acquired or that had been given to them. These
consisted of books on Yogyakarta style, Surakarta style, and a very large book from Jakarta that
covered styles form Yogyakarta, Surakagad Cirebon. When asked how they choose each
photo, Pak Yudi responded that he chose based on what the customer wanted or whichever photo
seemed best for the particular order in question. He noted that the particular regional style did
not really play imo his decision (Yudi 5 Jul 2014). While this lack of focus on the specific styles
of Central Java has, for sorpenatah led to much more experimentation within the art form it
has also led to a decline in knowledgendividual craftsmen | intervieweoh what makes each
style unique. Pak Sagio has stated that the lapk@dtahknowing how to distinguish between
styles, and specifically to draw Yogyakarta style puppets, was a large reason for wanting to write
and publish his 2004 bookyayang Kulit Gay&'ogyakartaHe wanted to ensure that the
historical methods used to create puppets were preserved and not be forgotten. Pak Sagio
mentioned to me in an interview at his workshop that he was approached by members from the
finance depart ngowimentand¥dskey yoaviteathistbaod. §he government
of ficers told him fAif viee yehrsthereonll becnroenawhe a b ook
knows aboutvayan@ (Sagio 11 Jul 2014However, in an interesting and perhaps ironic turn,
his book is mw one of the ones used in both Wonogiri and Imogiri to photocopy drawings,

potentiallyaggravatinghe loss of knowledge of those smaller regional styles.
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Internal Carving Process

While the physical process of carving a traditional puppet has not changed drastically
over the yeargyenatahstill usetatah (chisels) to carve the same main sixteen patterns that
combine into larger motifs. The basic iconography and proportions arstéllsouse, with a
small chang@ccurringin the form of thaatahthemselves. A majority of theenatahl
interviewed stated that while the shape and size databhave remained relatively the same
and are technally made of the same materialthgir current toolsan alloy,had almost all been
made from recycled bike spokes from old motorbike wheels or other such recycled materials
(Kawi, Saleh,Sihhanto, Sudiman, Sutarno, Tugiman). Another innovasioocording to Pak
Sudimanis the use of moda cooking oil to treat his chisels before he sharpens them on his
soap stones (17 Nov 2014he addition of this oil makes it easier for himstwmrpen the metal
without chipping either the stone tatahcompared to the naked or untreated meétalvever a
clear concession on why cooking oil, of all the commonly available oils, was used could not be

reached across the various regions.

Smoothing
Adaptations have been made for smoothing the edges of the unfinished leather, which

was previously achievaasing a shell, emery stone, or glass shards. Sandpaper is now used

almost universally instead. Neenatahl interviewed could remember exactly when sandpaper

became the norm but Pak Sihhanto recalls using sandpaper on his puppets by roughly 1974
(Sihhanto30 Aug 2014). The earliest mention | could find in published material was in Ki

Mar wot o Panenggak Taitudan Eesréngpilarl Tat@MSurigging Wayang

Kulit, where he notes that sandpaper was one of the necessary tools needed fowastangg

kulit puppets. Consequently, by 1984 it could be assumed it had been in regular use for a decent
amount of time to be deemed as fAnecesdaryo to
which is now readily available at any home goods, paint, or neigbbdrstoré has also

contributed to it replacing shells and emery stores as the preferred material. Using sandpaper is

also much more efficient than other prior methods for smoothing large areas of leather.
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MODERN PAINTING

The Process of Painting

One ofthe most time efficient adaptations in the craftingvaf/ang kulithas been the
adoption of readynade paints, with acrylic being the most popular. | have yet to find
documentation of exactly when premade paints entered Indonesia opareahas a what
began using them. When | asked the majoritgesfatahcount not remember exactly when
acrylic paints became popularwayang kulitcraftsmanship as mogenatahl interviewed were
trained using acrylic as their primary paint. One craftsman | interdel@vever, Pak Manten,
the 70yearold dalangfrom Wonogiri, remembers his training from as early as 1957 and he was
trained with only powdered paints (5 Jul 2014). Whether this was due to acrylicroapee
paints not being available in Central Java as a whole, or just in his remote location igiNVono
at this time is unclear. Pak Sagio, however, does remember the exact moment he began using
acrylic paints. In an interview Pak Sagio told me about a trip he took to Paris, France in 1977 to
exhibit his works at a cultural exhibition. He did not braryy of his paints with him to France
but upon arrival realized that he would need some. Pak Sagio could not, as one might expect,
purchase what he needed to make his traditional, powdered paints in Paris so he bought what was
readily available. He likeche quality of the acrylic paint, due to its vibrancy, and decided to
continue to use it once he returned to Indonesia. He also saw long term benefits after switching
to acrylic as the vibrancy of the color and the paint itself lasted far longer, compared t
traditional paints, without chipping and needing refBlr July 2014) The first mention in print
| found of the use of acrylic or preade paints for use imayang kulitcreation at large was also
in Pak Sagi o and PWayangkulih@gray ¥aywkatadlhdughiiPako k
Sagio began using acrylics in the late seventies it is possible that by this time, around 1991, the
use of acrylic paints had spread to such a degree that he felt comfortable describing the painting
process in his collaborath work with Pak Samsugi as using only acrylic paints. Pak Sagio
himself now uses acrylic exclusively, even on puppets meant faraben

Utilizing acrylic paints saves@enataha significant amount of time during the creation
process. Now to creapaint apenatahno longer has to bodncur, grind pigments, or mix up his
own colors. They can simply drive or walk to a local paint, craft, or home goods store and
purchase a supply of needed colorgpehatahmay choose to purchase only white, blackgebl

red, and yellow and mix their own versions of the remaining colors to save money but they also
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have the option to purchaseariety of premixed colors.

Two other mentionable benefits to reaupde paints fowayang kulitartisans are the
relative peediness of their drying time and the remarkable integrity of the paint over time.
According to Pak Sugianto the drying time for acrylic paint is very fast, far faster than pigment.
With the quicker drying times, he can continue on with a new color naates and switch to
the reverse side of the puppet qui-lcikfethasalso we l
a product and on a puppatd is more vibrant and requiring much less maintenance over time
(30 Sept 2014). For this reason, puppets #ne not needed for performance or that are given as
gifts can be painted with gold acrylic rather than coated with gold leaf as it saves time and will
last without touchups for much longer. The lesser amount of maintenance required over time is
also oneof the main reasons why clear acrylic paint has replaced egg whites or glue to seal
painted areas of puppets. Happily, for pematah acrylic paint also attracts faewer insects
than egg whites.

Other types of paint have also been introduced in Yotyakarta and Surakarta. While
acrylic paint is the preferred choice and readily available it can be quite expensive for some
penatahand their households. Some frugaihdedpenatahhave switched to using house paint
for their puppets since they can baijew colors in bulk and mix specific colors in smaller
containers for much less money (Sutarno, Suyono, Waluyo). Others have found a way to stretch
their purchased paint and add a special effect to the finished pBppatahdo so by adding
gasolineto either their acrylic or house paint. The addition of gasoline to paint not only makes
the batch of color last longer but adds a glossy appearancewwaybag kulipuppet, even once
dried (Sukirno, Suyono, Waluyo).

When it comes to actually applyingiptall penatahwho | interviewed said that there is
no difference in using powdered paint compared to using acrylic. | believe this was meant mean
they all attempted to paint the patterns with the same colors and using the same methods.
However, it is lkely that there is indeed a different feel to using powdered paint compared to the
smooth, pranade acrylic paints. It not in texture than for sure inttiekness or weighdf the
paint. To begin paintingmost, if not allpenatahstill begin as previosly discussed with a full
base layer of white or yellow paint. The main exception to this rule is whenaahpaints a
small souvenir piece, like a keychain. For these pieces, they begin straight away with red, blue,

yellow, or any other colors desiréat that particular piece (Sutarno 21 Jul 2014). Where the
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penatahstart painting on the puppet and what color they start with, after the initial base layer,
varies frompenatahto penatah Pak Sugianto, who painted one of my Kresna puppets, stated

that hebegins with the color red because that is how his teacher taught him and it is tradition.
However, he varies the particular spot he begins on depending on his mood (Sugianto 5 Jan
2015). For areas that require gradation, mogeratahstill begin paintiig with the lightest

colors first and allow that to dry before moving onto darker colors. For example, when working

on my Kresna puppet, Pak Sugianto painted the full base colors and then moved onto painting all
the areas that required pink. When the pirikdlhe moved on to a slightly darker pink, then red,

and finally a deep red. This process of painting from light to dark in all areas that call for
gradation is still done for the practical reason that painting a light color over a dark color will not
shonv. Whereas dark will cover a lighter color and even hide any mistakes one may have
previously made. The number of colors or layers in a gradation is dependent on the skill level of
a painter. While the most skilled painter can reach up to five layerdaofio@ single gradation,

a less skilled one might only accomplish three. Intensity, or layering, in these gradations can also
depend on who the puppet has been commissioned for. If a puppet has been commissioned for a
tourist even a very skillegdenatahmight only paint 3 layers to save time and effort despite being
fully capable of painting more. Aside from saving time in general this is done because the
customer may not notice, or care,tttiee extra effort was taken.

Also, while greater experimentation has evolved in this more globalized modern era,
nearly all thepenatahl spoke with said thegtick to traditional paintingatterns placement, and
colorwhen making full sizedvayang kulit purwaguppetsThis mindsetchanges when craftsmen
are creating &ull-sized puppethat wascommissioned for a tourist, an innovative puppet
has beespecifically commissioned, or if theyeatea fit our i st si zedo or MfAso
version of a puppet. Since tpenatahis awae that the future owner of the puppet may not
know the fArul eso ofmighthetdkenwithathe eolor, placementeandl i ber t y

general experimentation may happen across the board.

Gold Adornment

There are currently three types of materialsdufor the application of gold orveayang

kulit puppet in Central Java. @deaf is still commonly usednd is viewed as the highest quality
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gold embellishment you can add tavayang kulippuppet. However, packets of gold leaf are

rather expensive. Asgle pack® sold for approximately Rp 450.00@r $35.00 in 201%4.

While one standard of packet of gold leaf would be enough to fully cover one malegmon

wayang kulitpuppet the cost is still exceedingly expensive. Particularly if one considess that
penatahcould buy an average sized, fully formed white buffalo handle from anogmatahfor

Rp 300.000,0r $23.038in 2014. For this reason, the majoritypanatahl spoke to said they
reserved gold leaf only for those customerdalangwho speciically requested it. However, the
cost of the gold leaf also means few peog&angincluded, request it (Sutarno 4 July 2016;
Sugianto 6 Jan 2015). The average customer chooses acrylic gold paint to keep costs down but
stay within traditional color schaes.

The next two gilding options are somewhat problematic, as it is difficult to track down
any realevidenceof when they came into practice and equally as hard to determine when they
became popular or were in regular use. The use of gold acrylicipgiaice of gold leaf most
likely came into fashion at the same time as the other colors of acrylic paint. Whether or not it
met more resistance than the other colors because it was not ayinant, or rare is
unknown. Some resistanteplausible hough, as gold acrylic is still seen today as less desirable
than gold leaf. Regardless, it logically would have arrived as a viable option at the same time as
ot her acrylic paints. One particul arhly pl easi
available option that can be painted over with any form of varnish and not ruin the product itself
or P tdés vibrancy; making it the | ongest | asti
the golds idron?°. A gold powder with a hint of bronzbromis mixed withancuror glue and
painted on avayang kulifpuppet similar to powdered paints. Sopematahsaybromis a
traditional element that has been in use for as long as they can remember. Pak Sukirno of
Yogyakarta claimromto be a classic element used before aciyiseverusedin Indonesia,
and even went on to tell me about how he had bsaehand an egg white coating together. In
this anecdote, he described how the egg white varnish would maketh@owder smear and

you would ruin both your paint job atlomapplication. Since he has not personally used egg

26 Average packets of gold leaf sold in Central Java contain 25 individual sheets of gold leaf which are about
10cm x 10cm or 4in x 4in.

2" Today gold leaf is imported from both China &adrmany (Angst, Kawi, Sagio, Sutarno).

28 SeeTable 36 for modern prices of other handle colors and sizes.

29 Alternate spellingbron
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white coating for decades, and remembers usingrand egg whites together, he believ®edm
to be in use before acrylic (14 Aug 2014). Pak Sutarno of Wonagrstated he does not recall
whenbromcame into popularity invayang kulitcraftsmanship sinderomi s s o ol d
dondét wuse it anymoreo (4 Jul 2014). This
powdered gold form could have fallen odifashion with the introduction of acrylic gold paint
the same way powdered paints were niaéarly obsolete with the introduction of prede
paints. The main issue is no one can exactly remember pdmatahbegan usindgpgromand the
first mention of it keing used in scholarship is from 1969. When discussing a gold caaras
in relation towayang kulipuppets, any written work before 1969 nc |l udi ng Pak
publicatior® only mentiongorada and many specifically mentiggradain leaf or papeform.
However, this alone cannot definitively rule ¢é use obromdating back td.969 for
numerous reasonBenatahand scholars, when writing abonaiyang kulif might have only felt
it necessary to record the highest quality products they use@ioptippets, and sindgom

does not give off the same shine or carry the same vapradait may have simply been left

out. There is also the issue of translation. Wemlao remas®c was f ound i n

Javanese texts it could have been assunedrteant gold leaf as many sources do not specify

t hat

conc

Suki

or

what form the gold coloring comes in (i.e., paper or powder). Given that the original Javanese

sources are near impossible to track down, or simply gone, scholars caelpolythe

translations that renma Officially we knowbromis currently reserved for the lowest level of

wayang kulitpuppets, it is the least expensive, and is far less vibrant than either of the other

choices for gold coloring (Kawi, Sanjata, Sunatro).

30 Emasis the word for gold in both Javanese and Indonesian.
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Image 330. Gold AdornmenExamples

Sealant
According to the craftsmen | interviewed the vast majority of contemparaygng kulit
craftsmen use some form of clear acrylic painte@al $heir puppets. Not only is it reasonably
priced, its ability to keep a puppet looking fresh is far superior to any other option available at
the moment. Furthermore, as previously mentioned, it also has the added benefit of not attracting
insects. A skect few craftsmen do use a mixture of furniture varnish mixedQvétrol to seal
their puppets, and as an added bonus, the addition of petrol gives the puppet a lovely sheen when
dry. This method however, would not be used on higher level puppets bs iagoyeferred for

those levels (Kawi, Sagio, Sutarno, Waluyo).

HANDLE CREATION

Material Origins and Preferences

Buffalo horn is still the preferred material of choice Wayang kulithandles in both
Yogyakarta and Surakarta despite the additioneaadlability of several new materials.
However, som@enatahhave now adopted the use of a power sander to sand or buff a handle
instead of forming it solely by hand. Not only is this method physically easier on a craftsman, the
sander also helps to spegalthe production time, since buffalo horn handles are in extremely

high demand (Sutarno 21 Jul 2014). Horn handles are deemed necessary if the puppets are being
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made for performance udealangare still most likely trained with traditional puppets thave

traditional handles. Therefore, ifdalangwere to use a puppet with a handle made of a different

material it could throw off the weight of the puppet and affect how comfortatdéaagwould

be performing.

Table 35. Average purchase prittor finishedwayang kulithandles

White Horn Black Horn

Rupiah uUSD Rupiah uUSD
ANor mal 0 s|Rp300.00000 | $24.00 Rp 200.000,00 $16.00
Raksasa sized handlg Rp 500.000,00 | $40.00 | Rp 100.000,00 $8.00

aThepurchase price in American dollars was calculatsing the average excharrgée during my research
period of 12,500 rupiah to themericandollar.

There are several alternativyesnatahcan choose from when constructing a handle.

These include two riaral options: rattan and bamboo. These two natural products are typically

used for puppets that are not going to be used in any type of performance. While rattan and

bamboo are easily accessible, and therefore cost effective, they are far too light and no

necessarily strong enough to be used in performance. Should either of these materials be used in

a performing puppet an extra step to completely seal the handles would need to be taken,

minimizing the chance of splintering and harmindgdangmid-performance. For these reasons,

anything from the wood or grass family are generally not useddgang kulipperformance

puppets. However, these lightweight materials do make for an excellent selection when

producing souvenir or display puppets. Pak Sutarsmbged throughout the years more tourists

prefer a puppet

21 Jul 2014). For these types of puppets bamboo and rattan make an excellent choice as they are

with handl es

t o

one

without

cost effective, easytwork with, and readily available fenatahin both Yogyakarta and

Surakarta (Kei, Sutarno, Suyono, Waluyo).

Two common maimmade materials used for modern handles are plastic and fiberglass.

While these materials are more cost effective than bufiao, hthey are more expensive than

bamboo or rattan. Either can be easily formed into different shapes and are both strong and
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lightweight. They can be made denser to be nearly the same weight as a horn handle but will

always have a different fed?ak Suteno even mentioned that for certalalanga fiberglass

handle could cause their hands to itch, which would obviously not be ideal while performing.
However, some youngalangwho are just starting out may purchase plastic handles to begin
withuntiitheyc an af ford to upgrade their puppetods ha

21Jul2014)P|l asti c and fiberglass handles are also

JOINTS AND MOVEMENT

Most joints for modernvayang kulippuppets are handled in nearly the same fashion
today as they were a hundred years ago. A certain material is fashioned to be larger on the ends
and then slipped through a hole in the jointed areas of a puppet. Bone, metal, and leather remain
popular choics, while gold or silver are still used for special puppets given to high ranking
members of society and dignitaries as gifts. However, plastic is quickly rising in popularity as
material for joints orwayang kulitpuppets thanks to its cost, accessibibiyd ease of
manufacturing. Most recently, two surprisingly repurposed forms of plastic seem to have made
their way intowayang kulitcraftsmanship: the plastic from cotton swabs and the used ink
cartridge from pens. Exactly when these two elements camese invayang kulit
craftsmanship is unclear. Mgs¢natahwant to claim the invention for themselves, a close
relative, or at the very leakir someone from their village. Pak Sutarno from Wonogiri
remembers using the plastic portion of a cotton sfeahis joints beginning from at least 2012
(21 Jul 2014). Pak Kawi from Surakarta recalls using them, but could not recollect when he first
began to do so. However, he remembers originally having the idea to use cotton swabs because
there was no stock aimal bone when he tried to order it and he already had cotton swabs on
hand (Kawi 12 Aug 2014). Despite their unknown origins, the use of these repurposed
components haguickly grown in popularity and has spread across the Yogyakarta and Surakarta
areas Besides the materials being easy to find and very cost effective, Pak Sutarno mentioned
repeatedly his admiratiomif their functionality.

He always carries a few cotton swabs to performances in case a joint on a puppet breaks
mid- performance as he caasily replace the joint with a cotton swab. To create a joint from a

cottonswab gpenatahsimply cuts off the cotton on each end, melts one end and places it against
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a flat surface to create a flat end. He then pushes thenettad end through the ppt joint,
trims, and then melts and flattens the other end. This process only takes one or two minutes and,
with the nature of avayang kulifperformance a lighter or other source of heat is never far away.
Multiple members of the crowdamelan or everthedalanghimself will have a lighter to
smoke a cigarette or two. Thus, the process of creating a joint out of these types of plastic
materials is always quick and cost effective, even in the middle of a performance.

When choosing the type of joint tse for a puppet the decision could be completply
to the mood of the craftsmenr , as menti oned above, it could I
use or who it is going to. A highuality puppet, made with real gold leaf, and painted by the best
wayangkulit painter in the area will probably not be put together with plastic joints. On the
opposite end, a puppet made with goat hide, low quality paint, and finished with a rattan handle
will definitely not be fashioned with gold joints. A custoncanalsorequest specific joints. |
personally requested plastic joints for several of the Kresna puppets | ordered from Pak Sagio as
it was cost effective for me and | had never seen those particular joints made or attached. Use of
the puppet is also crucial irediding the type of joint to use; a puppet that will be frequently
used for battle scenes would most likely need strong joints. Despite this, plastic seems to still be
popular for all types of puppets, and even if it cannot hold up to vigorous fightingresss it
can easily be replaced cheaply and quickly.
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Table 36. Comparison of Modern and Traditional Materials\vi@yang kulit Purwa puppets

Material

Leather kulit)

Carving tools fatah)
Buffing material

Paint ¢cal)

Gold ema$

Sealant

Joints

Handles ¢empuri}

Ties

Traditional
-Buffalo

-Metal

-Emery stones

-Shells

-Glass

-Leaves (handles only)
-Powder/Pigmentiubukar)

-Pure gold leafgfrada)

-Egg whites
-Glue

-Leather
-Bone

-Metal

-Gold or silver

-Buffalo horn

-String coated in wax

Current
-Buffalo
-Cow
-Goat

-Metal
-Sandpaper

-Powder (rare)

-Acrylic

-House Paint

-Pure gold leafgfrada)
-Gold leaf kertas grenjenp
-Gold paint powderl{rom)
-Varnish

-Acrylic paint

-Acrylic paint mixed with
gasoline

-Leather

-Bone

-Metal

-Gold or Silver

-Plastic

-Buffalo horn
-Fiber/Plastic

-Bamboo

-Wood

-String coated in wax

Overall the process of creatimgyang kulit purwguppets has not drastically changed
since&dhe middle of the 20ths century. The most significant alterations have come about with the
advent of modern materials (plastic, acrylic paints, etc.) and with the desire to speed production
of wayang kulifpuppets to meet increasing demand, particularlgragmourists. The broader
impact of ramping up production speed and the tourism trade will be discussed in detail in the

next several chapters.
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3.3 CHAPTER OVERVIEW

This chapter has covered the main changes and adaptations to the pro@sssgkulit
puppetry craftsmanship over the past several decaiesknowledge of these changes and when
they came about will be helpful in understanding the following chapters and the typologies
developed in this workl' hese changes to the puppet making pbase mainly come about
due to one of three reasons: the practicality of the change, price, or influences from outside
cultures. Many of the changes to the process of shadow puppet creation in Central Java came
about due to the practicality of newly intheced products. Two prime examples of this is the
introduction of both sandpaper and acrylic paints. Both sandpaper and acrylic speed up the over
process of creating an individual puppet. Sandpaper is quick and efficient and comes in a range
of grades (howarge or small the grit on the paper is) to speed a variety of jobs. Whereas the
traditional items, e.g.: a shell, is not adaptable to the level of sanding or refining needed. A
penatahwould simply needed to spend more time sanding a more difficultaose@rea of
leatherAcr yl ic paints speed -mpdéehe pwhbchbssuby oom
creating ancur, grounding down materials into powder, and mixing individual colors altogether.
Clear acrylic used as sealant, the use of houstspaind electric sanders use on buffalo horn
can also be classified asAnexardpéeofmaterialhay@mocdsor pr
changing in the name of price is the introduction and use or buffalo and goat leatheydog
kulit purwapuppets.New base material for the puppets was mainly introduced due to the price
increases seen in Central Java for water buffalo hide. This was determined beqzersstati
interviewed for this work would still choose to work with water buffalo hideafioprojects if it
was available and cost effective. However, th
budget or it would be too expensive to use when a purchasing guest would have no concept of its
importance inwayang kulitor Javanese sodje This brings us to the third reason adaptations
came about in the processvadiyang kulitpuppet creatiortourism and outside influences.

The growth of tourism and introduction of external market guests willing to purchase
wayang kulitpuppets as soewirs inspired many changes in the handiwork process; most
notably the creation of small or souvenir sixesyang kulit purwguppets. These puppets not
only shifted the designs of the puppets but also introduced materials that tourists may not notice
as rot traditional or may not care that they are emwtirelytraditional if they do indeed noticA.

prime example of this is the use of photocopy machines for quick turnaround in production.
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While there is an argument cklehindéhpuseafucti vity~o

photocopy machines in thveayang kulifproduction process it has been made clear by the
penatahinterviewed for this work that the primary reason for the introduction of this process was
the desire to produce more puppets to selltoigts and middlenen at a quicker rat&he fact

that regional variations are of little to no consequence in this method also supports this theory.
Another change that falls under this category is the introduction ehaonhandles. These
materials wer@rimarily introduced for puppets not being sold as performance puppets as the
lighter weight and possibility of injury or irritation found in wood, grasses, or plastic handles
makes them a nepractical choice fodalangand performance.

The use of plag joints, uniquely, falls in all three categories. It was introduced not only
for its practicality, as plastic can be found nearly anywhere in Indonesia, but also because the
product is very inexpensiy@lastic makes for strong joint substitia@d mae a very cost
effective choice for tourism puppetBhe initial reasoning for its widespread use is unknown and

therefore this adaptation currently resides in all three categories.
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CHAPTER FOUR

CRAFTSMANSHIP AND TOURISM

4.1 INTRODUCTION TO TOURISM IN INDONESIA

While this dissertation focuses on Central Java, to fully understand what has happened to
the arts in this region since the 1970s, one must first have an understanding of tourism and the
policies that affected its development within Indon@sia whole. Bali was, for many years,
used as a model to develop tourism in Indonesia. While Bali naturally has many major
di fferences when compared to Central Java, on
tourism i n r el astandacnafts.tWhentdiscessirg shé @ossithlé fatureaybng
kulit craftsmanship and performance, an understanding of the programs, policies, and community
efforts, whether they were successful or not, will be useful.

Indonesia has long been viewed bgnyg as a jewel of the international tourism industry,
with Bali being a particularly desirable dest
are often used by both those who have been and those who wish to visit theBialaischoted
asbeig called the Al ast paradiseo by foreign vi:
This regard for the island of Bali is no accident. The growth of tourism and worldwide reputation
of the island as a beloved tourist destination has a great deaWtibhothe formation and
implantation of cultural and tourism policies dating back to Dutch Colonial rule. Bali played host
to hundreds of foreign guests in the 1920s which grew to thousands of foreign tourists in the
1930s (Picard990: 40. The developma of international tourism in Central Java can also be
linked back to these Dutedra policies and has been greatly influenced by government policies
and interventions posit970.

To clarify, | am not at this point stating that tourism is entirely ne@entral Java, rather

that it merely grew at a far more graduakran fact, in 1908 the Dutch Official Tourist Bureau
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first opened in Batavia (now Jakarta). The goal of this organization was to promote tourism in
the Dutch East Indies, with their initidcus on Java. However, the bureau quickly expanded to
include Bali and desclededar i $umda Mi4l)eWhbe m( BIif c ¢
Bali eventually became the primary focus of Dutch and later Indonesian policy, Central Java has
experienced a rise in tourism as well. Since the late 1970s and 1980s, the area has seen
exponential growth in foreign arrivals who are now prioritizing Java as part, or even the main
focus,of their journey to Indonesia.

Therefore, the main focus of this chapagll be on the history of tourism, as well as on
tourism and cultural policy in Bali and Indonesia as a whole. chapter four will then close with an
analysis of tourism growth in Java and Central Java more specifically. This brief focus on the
history andpolicy of the islads is necessary to understdhd process of adaptation and
commercialization of Javanes@&yang kulifpuppets since, as Eric Cohen describes,
Acommercialization is not a single pracess. 0
variety of processes which affect commercialization and crafts, including economic, religious,
cultural, and political factors. What is more, these factors all differ significantly in their
economic and cultural consequences. According to Cohen, trese@rs ses ar e ficompl
neither i sol at ed -b68)rTheaneforeftoofullymoasp(this prbcess in teréng of
Central Java and the assortment of elements affestiygng kulippuppets there is a necessity to

comprehend where these elementaedrom and how they formed.

4.2 TOURISM AND POLICY IN INDONESIA

COLONIALISM AND THE BEGIN NINGS OF BALINESE TOURISM

While the initial focus of the Dutch Tourism Bureau, as mentioned above, was intended
to be on Central Java, it quickly shifted to the island of Bali. Due to Bali becoming of such
importance to the tourism industry in Indonesia, a great deal of Indomedieyyhas been
shaped by how it would affect the island. The beginnings of tourism in Bali can be traced to the

introduction of and eventuabnquest by the DutciBy the time the conquest ended, between
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1906 and 1908, the overthrow had resulted in hoiwas bloodbaths, with the Rajas of Bandung
and Klungkung and their followers choosing brutal deaths over surrendering to the invaders, also
known aspuputari! (Nordholt1996:160-168, 217; Picard 199@0-41). The dreadful events
surrounding the conquest reeseen as massively embarrassing for the Diiard 1990: 490
41). In reaction to this, or at least partially so, the Dutch developedtbeassd | ed A Et hi c al
in 1908. This policy established a vision of upholding and preserving the Balinese aultu
order that it might be present e d*colonialtpdiey wor | d
singularly succeeded in preserving the culture of Bali during this time is difficult to discern and
hotly debated. This is especially true since thecBuat this point, had not yet firmly defined
what @cul t Tobecdearé&he Duth ih thikdmoment were attempting to define the word
culture and not to define the BalineBegardless, this policy demonstrates an early
understanding of the marladtility of Bali and its culture to an outside world. In the same year
they established their AEthical Policyo, the
with the express purpose to present and grow the idearmsgrtoin the Dutch East Indies

Following this promotion of tourism in Bali, the number of visitors to the island grew
exponentially. Among these visitors in the 1930s were several famous anthropologists and artists
whose interest in and descranptt iioomasg eo fo fBaB ail icnoe
the government hoped to pres@picard 199040). This takeoff of foreign tourism in the early
1900s sparked multiple debates and conferences on tourism, culture, and political policy in Bali
and other parts of Indonesia.

Beginning in 1935 and through 1939 Indonesians were involved in debates regarding
Polemik Kebudaayaror the Polemics on Culture. This East/West debate, brought on by the
growing influence of Western culture in the East, provided the spark for yearttichpo
discussion and policy in Indonesia. Thanversatiortentered on those advocates calling for
|l ndonesiabés Astaticd society to shift into a
accomplished by adopting Western attitudes and practicesd | ndonesi ads tradi't
society Picard 1990: 447;Holt 211). Those opposing this adoptive stance, like Sansui Pane,

felt that the historical continuity of a society was far more important than adapting external

'The towputad 6 s a Bal i nese t er mass$riual suicileimpseference to facing er f or
the humiliation of a surrender.

32 Quotation marks here are taken directly from Picard. The original text reads as the policy was in fact not that
enlightened.
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gualities into a culture. @lre Holt, in her 1967 bookrt in Indonesiadescribed this

conversation aroungolemik kebudaayamas t he fAgreat debate. o Quot i

As for the potenti al influence of the W
materialism,mt el | ect ual i s m, and individuali sm,
expands by developing industry, trade, and modern imperialism... Individualism

breeds boundless competition in the economic sphere. In art, the gdalasir

| 6 a.r.t.0  st.nmatetmksm,Engellectualism, and individualism are not

needed so much. Man is not forced to combat nature in trying to master it. He

feels himself in unity with the world a
aspiredtoinindiaaswelsa i n I ndonesia...was mystic:
uni verse denies his physical desires an
physical welfare, forgets the spirit... The East cherishes the spirit, forgetting the

body, fAitnasmddikteatAirmdg uon Mt . Il ndralika.

Pane asserts that, in his point of view, what composed culture was spiritual in nature and not an
object that could be tradent havea monetary value arbitrarily placed on it. The benefits and
detriments inhis debate surrounding welcoming Western cultural practices would continue
amongst Indonesians and the Dutch government through the late 1930s and would eventually set
the stage for the first cultural Congress in Indonesia in 1948irfifeiIlanKesimpulan 190;

Jones 201379).

The landing of the Japanese military in 1942 and subsequent expansion of World War I
ont o Javanese s oRidard 208% 4ifrom Having hoedetddnirte eny solid
definition of culture or establish a consistent tourgaticy for Bali. Both the global economic
effects of World War Il and the physical invasion of Indonesia by the Japanese meant tourism
came to a standstill for the remainder of the war. Following the conclusion of World War 11, the
Dutch resumed their delment of culture and tourism policies for Indonesia. Early in 1945
the Dutch shifted the management of tourism from the Official Bureau of Tourism to what was
then known as the Department of Education and Culture. After attaining their independence, the
Republic of Indonesia retained this structure and tourism remained under the pur¥ieswy o
department until 1988.

Indonesia intensified its fight for independence from the start of 1945. Later that year, on
August 17, 1945, the Proclamation of Indoaesindependence was read. This marked the
beginnings of both political and armed rebellion against the Dutch for Indonesian independence

on Java. Despite the clamor for independence, the debate on how to define culture and how
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tourism or foreign influenceaffected culture persisted. In 1948 Indonesia held its first cultural
congress. This congress focused on the definition of culture and how it tied into the East/West
debat e. It was decided in these prodeeadilunge t
all aspects of humankindés |ife in society (b
(KesimpularKesimpulan; Jone2013:79). Independence was eventually declared in Indonesia

on December 27, 1949 with Kusno Sosrodihardjo (SukRdrand Mohamme Hatta becoming

the nationbs first president and vice preside
transformation, attention to cultural policy and tourism incréasastically oer the next several

decades.

INDONESIAN TOURISM POLICI ES POSTINDEPENDENCE

In 1950 and 1951, Indonediad a cultural conference and a second cultural congress.
The cultural conference of 1950 was organized by the newly fobm@daga Kebudayan
Indonesiaor the Institute of Indonesian Culture. Thetheme dfi s conf er ence was
Culture and its Relationship with the Cultures of Other Nafighsnes2013:79). Stemming
from this conference, the previous cultural congress of 1948, and growing concerns over the
definition of culttudtcienattheeived o memtdi msnter ged
cultural congress held in 1952 focused on cultural policy, copyright, film censorship, literature,
and art criticism. While it is not clear how this congress influenced the debate on whether or not
culture is truly something that can be bought and sold, this conference did encourage a
progression in the discussion on how to manage the growth of the production of cultural goods
(material or immaterial) for sale, especially to foreign peoples.

A third cultural congress was then held in 1954. Ted Jones notes in hi€blbaie,
Power, and Authoritarianism in the Indonesian Stagg this congress, in contrast to the first

andsecondcongreass A pr omoted increasing Gcdraghki phtEed IJ)e.
The idea of intervention into culture and art
president. This approach, part of a | arger <co

over into the New Order regime as well. As doctoral adatei Katherine Bruhn, pointed out in

33 Sukarno, the nickname of Kusno Sosrodihardjo, is sometimes also notated using the Dutch spelling:
Soekarno.
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her presentation at the Remapping the Arts, Heritage and Cultural Production conference at the
National University Singapore, one might think that this could have cultivated an environment
that motivated the growth afeativity and a creative economy in Indonesia. Particularly when
you consider government mandates being i mplem
advance I ndonesian cul t ur e oispgeridd)d Indbrgediah histoB/l a u s e
led tothe exact oppositeith theproduction of culture and doeingheavily controlled by the
governmentThese policies limited creativity in artistic communities in Indonesia by heavily
limiting creativity and expression (2017). Furthermore, the use ofreyktemming all the way
back to the Dutch in 1908, as a means to control, mold, and bolster tourism and the economy
greatly strengthened during this period. The government continued to focus on growing tourism
on Bali specifically. One major governmenttigtive, the construction of Ngurah Rai
International Airport, significantly increased the number of foreign tourists in the 1960s. During
this period Sukarno also named Bali as his fa
for state visitorgluring his time as preside(Ricard 2009: 41

However, the 1950s and 1960s also saw monumental shifts in how the arts were funded
in Indonesia and caused ripple effects in artistic communities that would be felt even into the
new millennium. The strudg for independence followed by political unrest and economic
hardships generated a critical time for the classical arts in Indonesia. This was patrticularly true
for those areas of Indonesia where the arts had strongly been funded by royal courts and the
noble elite (Picar@009:46).

As discussed in chapter twoayang kulitwas traditionally funded by individuals
sponsoring an event or though the royal court systems, with the court systems being the greater
influence, both artistically and financiallindonesian independence caused a shift in power from
the regional royal court systems to a centralized Indonesian government, located in Jakarta. This
caused a particular dilemma feayang kulitin Central Java, as the court systems no longer had
the samability to financially support the arts as they once padr tothe Colonialperiod At
the same time, growing tourism in the 1960s provided a rotating audience of both foreign and
domestic tourists willing to pay to seayang kulitperformances and awpuppets. A constant
influx of new audiences, as Picard notes, fdun
ar t2808:46) and would eventually cause a departure for maayang kulitartists from how

they previously funded their livelihoods. Bto this economic shift bottalangandpenatah
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began to reevaluate how, when, and perhaps even why they were onegtamgy kulit From
tourist demaneventuallycamethe supply of tourist performances, puppet displays in hotels,
and the production of Atourist puppetso, as s
national government in Jakarta was also accompanied by further development of tourism through
theof f i ci al establishment of a fAnational cul tur
represented the fAnational culturedo was and st
up of many islands with individually distinctive culturés.contrast to the royal court systems
who were careful to maintain, cultivate, and elaborate on their own distinctive styles, the
Indonesian government was deliberately centralizing, normalizing, and standardizing the
performing arts for use as a markgtiool (Picard2009:47).

|l ndonesiads second president *kwowmy Gener al
colloquially as Suharto, was elected in 1967. Once in office President Suharto and his New
Order Regime further promoted opening Indonesia to the Wesinfary example of this effort
in shownin the implementation of his Five Year Development Plan (1969/1974). Part of this
plan called for a promotion of international tourism, largely to help address the pressing issue of
the national debPicard 2009: 4]l International tourism was seen as one of the best ways for
the government to address the deficit. Bali, thanks to its previously discussed international
renown, was chosen as the keynadat of the development plan.

A major player in the evolution @overnmenimandated tourism and cultural policies in
the 1970s and early 1980s was Lieuter@@aheral Ali Moertoppwhose texStrategi
Kebudayaanor Cultural Strategieslays out a particular argument related to the goals of cultural

development. Greg Aci ai ol i summari zes Moertopodbs book a

afull-bl own t heory of cultural evolution, w
of the New order Indonesian state [...] as the teleological realization of a process

of cultural evolution that has charactedzedonesian socig from its archaic
beginnings(2001: 8)

Tod Jones further describes that Moertopo believed Indonesians at this time were not yet

adequately developed in economic, technology, and information isX)E3.{22). Moertopo

34 Suharto is also often noted using the Dutch alternative spelling, Soeharto. Suharto can also be seen listed in
documents as H. Muhammad SuhaHajji Suharto, Muhammad Suharto, and just Suharto.
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wantedd hese el ements to be the focus of an daccu
that would raise Indonesians to the I evel of
Moertopo made development in these areas the primary goal of cdwedbpment. In other

words, Moertopo was calling for the creation of idealized modern subjects who could contribute
economically to Indonesian society. The state
elements, such as cultural identity or ttehal knowledge and lifestyles (Jones 2013: 122

123). The central thrust &trategi Kebudayaawas to plan the future changes in Indonesian

culture so as to build human capacity and national strength.

Moertopodbds under st antdtherafgreneehtioneduviewswomtbe was | i
evolutionary development of humanity and greatly affected his beliefs and policies for the New
Order government . He defined culture firstly
Ohuman resouradefsi paltleyntasaltstbe a@lld2d. §& him,f 6 h u me
culture was shaped by human agency in conjunction with outside influences. A key element of
Strategi Kebudayaawas t he i dentification of cultural de

evolution. As quoted in Jones, Moertopo argued:

The New Order must be capable of finishing the huge task that faces it, that is to
make Indonesia into a stable subject, a strong subject, by the standards of world
development. The New Order must be dblexecute cultural tasks that are very
important, executing cultural borrowing (acculturation) in the passage of world
history both now and in the future. This is the cultural nucleus that we must
formulate now. This includes thoughts and planning comaeat scientific and
technological progress, economic development, the development of social systems
[. . .] progress in language and the arts and development connected with religion.
(2013 122

According to Moertopo, the NkPw Drdteorregi mpr a
evolution by directing culture towards his priorities of development (J20&3: 123. William

R. Liddle argues that the modernizing intellectuals in Indonesia, including Moertopo, adopted

this ideology of developmenth at had, at its heart, Afa sharp
modern societieso while praising the modern a
Moertopo, using this hierarchy between modern and traditional, legitimized an authoritarian

appro¢h to culture. He advocated for a process

protect selected elements of Indonesian culture. Moertopo inligtemlilture, including theatre
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and crafts, could be used as an ideological tool which the goeetrcould wield when it
proved economically beneficial; even if the economic possibilities remained ambiguous at the
time (Jones 19771:24).

Bali continued its own development of tourism policy during this period. As noted above,
with the constructionfo Bal i 6s own i nternational airport,
1960s, and by the 1970s, arrivals reached upwards of 30,000 foreign tourist¢Ricadr1990:
40.l n 1971 Bali hel d another seminar on cul tur
Bali 0. Through this ev ePRatinisaButagaoriCsliuralfairismd opt e d
(Picard1990:41-42). The primary focus of this seminar was to reviewcllglements of
tourism were seen as harmful and those elements that were perceived to be beneficial.
|l nfluencing this debate was the fact trhhat Bal
of foreign tourists and their walletslowever, this waslgo seen as a direct threat to their culture
through exposure or fAcultural pollutiono (Pic
the most was that growing tourism would | ead
that blurredthelies bet ween the values of culture and t
developed at this seminar was seen as, minimally, a step towards fixing this dilemma (Picard
1990.42) . This policy focused on mar kigagd t he di s
performances designed for outsiderso compared
t hemsel veld986:44).Br uner

When Michel Picard wrote his article ACult
as Tourist Attr act i lmes®authantiedadtBeGimebelievedthte dltural h a t
Tourism Policy had been successful. Tourist money had not only supported Balinese artists but
had even revived Balinese interests in their own traditions and stimulated Balinese artistic
creativity (1990 47, 50, 71 One such example of this is seen in the creati@petificBalinese
dancessendratari Although these dances were originally created forBalnese audiences

and eventually reached official recognition as a Balinese dramatic genB84nthe director of

the Academy of Dance in Bali presented a pape
Cultural Values to the Development of the Nat
continued use afendratariacross Baliasthisgermeas t he most qualified t

conservation of Bal i 1080s/27 Z)u.l tTTheal i wll tuersal (Pa
would have a direct effect on Balinese policies going into the 1980s and b&ysmdias a

104



policy changehat did not rejet tourism but chose to work within tourism structures would
prove useful as tourism climbed from 30,000 foreign guests annually in the late 1960s to a
staggering 600,000 by the end of the 1980s (Pit8e®d:41).
LieutenantGeneral Moertopo was eventlyaéxcluded from power in 1983. This move
was part of -cautSw htarato wiad esamspected to be an &
political elites within the regime (Pangaribuan 1989&nes2013). While this meant Moertopo
was no longer directlinvolved in policy making. i views on modernization, development,

and ofculture as a developmental ta@bill played an important part in forming government

policy into the new millennium (Jones 2013).
pd i cies and preferences on moving towards a 0
mai n goal in Afixingd I ndonesia was a focus o
development. Aspirations in metropolitan and eventually rural Indoneiedstitom blue to

white collar work, and even extended to inclu

Indonesian advertisement, the image of femininity shifted from the mother working at home to a
business woman with a phone to her ear in the latésl@8d 1990s (Hughdéseeland218).

One can imagine that when these modern development plans and professionalism
ideologies eventually reached those in Central Javanese rural communities things became rather
problematic. Individuals living in rural Javanese communities did not necessardyaha
Aoccupationo but rather maintained a set of ¢
1969; Hughed-reeland 218). According to the members of Imogiri and Wonogiri | interviewed,
these roles might include that of a farmer, harvester, butlecher, market seller, etc. Members
of the community took part in the multitude of roles that kept the village running and their
families sustained (Sutarno). When examining the roles of Indonesian artists in terms of
professional i s metaewmardSindustiblostiensfic, andl smoddrm dewelopment
multiple incongruities can be found. As Felicia Hughkeseland describes in her article
Performers and Professionalization in Java: Between Leisure and Livelitivar@ exists a
Af unda me otbeiweencthe ethod of professionalism and the artist, because
professionalism is |linked to commercial actiyv
particularly true in the instance of Indonesia, where a centralized government now desires to
contol, mold, and define its idealized versions of court traditions, and prescribe what is

considered art (Hughdsreeland; Jone2013. More will be discussed about this particular issue
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in the breakdown of business typolegjipresented in chapter five.

The Indonesian government contiauenforcingthe culture and tourism policies put in
place in the 1970s and 1980s until the resignation of President Suharto in May of 1998.
Significant political upheaval folloedSu har t o06s r esi gnaterefonmaswi t h t h
(reform or period of reformgeriod and the national economic crisis that followed. Substantial
inflation coupled with dwindling tourism numbers due to fear of political uncertainty in the
country created a difficult situation for many Indoia@s and artists in particular (Hughes
Freeland 225). This time period was particularly challenging for those artists who created and
performed traditional arts, such as court dancesnayang kulit As previously mentioned,
following the loss of the mayity of cout funding once Indonesia worsitndependence, court
artists eventually found funding in the private sector and through tourism. In the wake of
Suharto, the political upheaval and economic crisis threatened thefoned patronage in the
private sectodue to considerable inflatiomaking it difficult for patrons to be able to afford
artistic services. Funds available via tourism also suffered as international arrivals dropped due
to fear and domestic tourism waned in the face of the risogj of travel due to inflation
(HughesFreeland 230). The Bali bombings in the early 2000s would have a similar effect on
artists and touristiriven industries. This, along with the potential shortcomings of relying on the
financial stability of tourisrbased industries and artists, will be discussed in further detail later

in the chapter.

INDONESIAN TOURISM POLICIES IN THE NEW MILLENIUM

Two seemingly insignificant culture and tourism policy changes occurred at the
beginning of theeformasiperiod,consisting of several departmental reassignments of
responsibility for tourism and culture within the government. In 1999, following the fall of the
New Order Regime, the Ministry of Tourism, Art, and Culture was formed. This shifted the
responsibility ofboth tourism and creative elements of the economy away from the Ministry of
Education and Culture which had been overseeing these elements during the New Order era.
Shortly after in 2001, the department shifted yet again to become the Ministry of Cudhde
Tourism and fell back under the jurisdiction of the Department of Education (Jones 2013). While

it has proven difficult to ascertain from government documents the reasoning as to why these
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particular shifts occurred, they seem to indicate a somewt@tgnuent and inconsistent
application of the terms Acultureo and Atour.
The moves also created confusion amongst the various government offices as to what would be

the best approach to control and goverthlowlture and tourism. However, unchanged

throughout this period was the understanding of culture as a tool and commodity that could be
used to fisell 06 I'ndonesia to furt@er grow inte

This concept was further defined i@ when Susilo Bambang Yodhoyono, then
president, i ssued the APresidenti al l nstruct.
programs that would foster a ficreative econom
and the new creativeeenomy would once more be shifted away from the Ministry of Education
and be subsumed by the nE@menterian Pariwisata dan Ekonomi KregMinistry of Tourism
and Creative Economy), known colloquially as PAREKRAF (Global Business Guide).

Significantly, wlture was once again paired with tourism under a single ministry until 2014 and
continued to be used as a commodity that could be moliedad to the outside world.

Finally, the most recenurridical shift over culture and tourism oc&datin 2014 with the
election of President Joko Wi dodo, Kknown i n |
formed under President Jokowi split the responsibility of tourism and creativity intsepeate
organizations. Tourism to be governed by the Minisfrfourism and creativity by the new
Badan Ekonomi Kreatif (BEKRAR)r the Agency for Creative Economy. This latest shift
highlights yet again what has been discussed throughout this chapter, a pervasive confusion and
continual reevaluation across eadhh® governing parties concerning why and how culture
should be commodified and sold. Despite the growth in tourism numbers, the persistent transfer
of authoriy regarding culture and tourisas well as the ongoing conversation about how to
define culturgor creativity) points to prolonged bureaucratic disorganization that has led to
uncertainty in the understanding of development, professionalism, cultural, and tourism policies

up to the election of President Jokowi.

4.3 THE RISE OF CENTRAL JAVANESE TOURISM

Since Indonesia first began to actively encouratgrnationatravelers beginning with



thefirst Five Year Plan, and thanks to their sustained focus on economic growth through tourism
development, tourism in the country has grown tremendoubly ntimber of foreign visitors to
Indonesia grew from the hundreds of thousands in 1975 to over 9.5 million in 2014, the year
field research for this dissertation began. $akle 41 belowfor a closer look at how tourism

grew between 1975 and 2016.

Table 41. Tourism Growth in Indonesia

Year Number of Foreign Visitofs Percentage Growth
1970 313,452 -
1975 366,293 16.86%
1980 561,178 53.205%
1985 749,351 33.53%
1990 2,177,566 190.59%
1995 4,324,472 98.59%
2000 5,064,217 17.11%
2001 5,153,620 1.77%
2002 5,033,400 -2.33%
2003 4,467,021 -11.25%
2004 5,321,165 19.12%
2005 5,002,101 -6.00%
2006 4,871,351 -2.61%
2007 5,505,759 13.02%
2008 6,234,497 13.24%
2009 6,323,730 1.43%
2010 7,002,944 10.74%
2011 7,649,731 9.24%
2012 8,044,462 5.16%
2013 8,802,129 9.42%
2014 9,435,411 7.20%
2015 9,487,745 0.56%
2016 10,570,287 11.41%

a Statistics taken frorBadan Pusat Statistik (BPS) 2016; Laporan Perkonemian2015;
Laporan Perkonemian 2016.

Government policy on tourism and culture, tied with the popularity and world renown of Bali as
a fApar adi s emoreihterdagoeabtoulists to iIndonesia pd€70. Although certain
policies and projects have, undoubtedly, played a major role iavérall growth seen in Java,

what has directly brought growing numbers of tourists to Central Java in the same period is
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disputed While the majority of years ihable4-1 above show steady increase in tourism arrival
numbers there are several outlieftsene tourism either dropped or grew significantly. Regions

that experienced a fall in arrival numbers may have done so due to hindrances by government
policies, or by events outside the realm of government control. A particular example of the latter
scenaio occurred in 2005 following the devastating Bali Bombing of 2004. These patrticular
events which caused a decline in tourism@discussed in great detail in chaptee fas they had

direct and immediate effect avayang kulitousinesses.

One of thdargest cultural projects to take place in Central Java since Indonesian
independence was the International Campaign to Safeguard the Borobudur Temple. This project
would eventually prove to greatly increase the world view of Central Java as a tourism
destnation. While work on Borobudur had begun originally with a Commission of Antiquities
(Oudheidkundige Commissie) in 1901, and a small portion restotegdre 1907 and 1911
(Jones 201345), UNESCO did not step in to assist until 1967. The archeologicibp of the
project to safeguard the temple began in late 1970 and continued until 1983 (Jones 2013;
UNESCO 1985). Reconstruction and conservation work on the temple were important for
several reasons. First, it set a precedent for future World Hesit@g® in Indonesia and
facilitated the beginnings of a strong relationship with UNESCO. At the time survey work began
in the 1960s, UNESCO identified that urgent repairs were required to prevent Borobudur from
completely collapsing. Structural work comneed in 1972 and the project was completed in
1983 (Jones 2013: 161%4). Besides providing a precedent for future national archaeological
programs in Indonesia, the Borobudur project also reinforced the importance of Javanese
heritage with the New Ordergine and Indonesian cultural policy (Jones 2013: 162;

UNESCO). This project unquestionably drew the focus of tourism and cultural policy to Central

Java. Such a large undertakdnfoth physically and financialy required not only substantial

support from WWESCO but also the continuous attention of the central government in Jakarta
(Jones 2013) . Borobudurdéds designation as a Wo
worthy tourist destination in Indonesia. Even at the time of my field resear@i4, @ne could

step into any | arge hot el or backpackerdéds ven
and Prambanan temples. Numerous tourism agencies, separate from hotels or hostels, also run

half-day or full day trips to one or both temples. Thieiséorically significant temples could also

35 Indonesia currently hasight UNESCO World Heritage sites (UNESCO).
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be seen in several of the AVisit I ndonesiabo
Such commercials, run by the Wonderful Indonesia campaign, began in 2011 and the Wonderful
Indonesia campaign contiad into 2016 and 2017 (indonesia.travel). These monuments were
highlighted in physical marketing in hotels, hostels, airports, and tourist locales across the
country in 2010, during my first visit to the country, and were still hugely prominent throughout
the entirety of the research performed for thisetisgion.

Further development of Indonesian tourism policy included the designation of several
UNESCO World Heritage sites in Central Java; promotion of the royal courts in the region; and
the fosterig of traditional arts, crafts, and performances, all of which resulted in continued
growth of tourism between 1970 and 20EGen thoughhistorical statistics of foreign visitors to
the regions of Central Java and DIY are harder to trace than thoseighfaisitors to traveling
to Indonesia as a whole. Considering the number of ports and means of travel across the country
(car, motorbike, train, domestic flights, etdt)s particularly difficult to discern how many
visitors were traveling into Centrdava and DIY, or how long tourists stayed in each locale.
Beginning in 2010 sample data have been taken regularly for both regions, but as of yet few
historical statistics are foun8pecific statistics for foreign travelers to both DIY and Central
Javahave not been consistently recorded in the same way statistics for foreign visitors to
Indonesia as a whole have been recorded. For this reason, this study focuses on tourism statistics
for Central Java as a whole with the understanding that the avatab$tics cannot perfectly
reflect individual tourism in Yogyakarta city, Surakarta, and their municipalities. However,
overall growth and tourism patterns can still be gleamed by the data each region.

According to Hill and Mubyarto, between 1970 and 3 8ernational tourism in
Indonesia as a whole jumped from 313,452 to 366,293 visitors. In that same period, the District
of Yogyakarta saw international visitors increase from an estimated 65,800 to 128,200. However,
no further substantiated and regudgatistics for DIY and the region of Central Java could be
found until the 2000s. Séeble 42, below,for an overview of the tourism statistiéavailable

from the regional offices from each district.

36 Statistic for Indonesia taken from: Badan Pusat Statistik (BPS) 2016; Laporan Perekonimian Indonesia
2005; Laporan Perekonimian Indesia 2015; Laporan Perekonimian Indonesia 2016. Statistics for DIY and
Central Javaaken from: Badan Pusat Statistik (PBS); Deparpostel; Dinas Pariwisata Daerah Istimewa
Yogyakarta; The World Bank 2015; and Hill and Mubyarto 1978.
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Table 42. Number of foreign visitors to IndonesfalY, and Central Java

Year Number of Foreign Number of Foreign Number of Foreign
Visitors to Indonesia Visitors to DIY Visitors to Central Java

2005 5,002,101 103,488 74,700

2010 7,022,944 152,843 55,900

2014 9,435,411 254,213 419,584

2015 9,729,350 308,485 375,166

2016 10,570,287 355,313 578,924

What has been recorded in official regional documents in a more regular fasthiegrswthin

the number of hoteland roomoccupancy rates in both regions. While we cannot know precisely
how many rooms were occupied by foreign guests versus domestic travelers, we can at least
examine the strength of tourism. Both Yogyakarta and Surakarta have seen significantrgrowth
the number of hotels being built in the new millennium. Yogyakarta has seealdaxgs

resortstyle hotels built since the 1970s, as well as a particularly accelerated boom in hotel
construction between 2014 and 2016 (Badan Pusat Statistik; DinassBi& Daerah Istimewa
Yogyakarta). Despite the growing number of hotels in each city, the-o@onpancy rate has
remained stable or even increased from year to year since 20G8eSaklebelow forfurther
statistics.
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Table 43. Hotel RoomOccupagy Rates (ROR) by Distrigt

Year Central Java DIY

2000 42.82% 39.47%
2001 40.57% 40.00%
2002 40.94% 40.61%
2003 47.99% 40.52%
2004 46.89% 40.38%
2005 43.16% 39.20%
2006 43.47% 36.92%
2007 45.55% 37.60%
2008 50.07% 37.79%
2009 49.94% 39.71%
2010 47.03% 41.01%
2011 50.86% 44.22%
2012 55.45% 55.45%
2013 56.48% 56.48%
2014 54.96% 57.38%
2015 46.13% 59.38%
2016 44.38% 56.04%

b Badan Pusat Statistik; Deparpostel; Dinas Pariwisata Daerah Istimewa Yogyakarta;
Laporan Perekonimian Indonegl@05; Laporan Perekonimian Indonesia 2015;
Laporan Perekonimian Indonesia 2016.

From the tables and information presented above we can understand the Central Javanese
perspective that tourism and the tourism industry are indeed growing and show potential to
continue to grow in the future. Although the exact numbers of tourists caamiidcerned from
room occupancy rates shown above, what can be seen is a steady growth in tourism in Central
Java, particularly in DIY. If tourism was not growing or even stayed relatively the same, as more
rooms were built in the regions occupancy ratesld decline. This growth and the potential for

further growth in tourism, coupled with the
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professionalization which shifted artistic funding primarily to the private sector, has led many
wayang kulitcarves to reconsider their place in the economy and the arts. Senagahhave
chosen to leave the arts all together. Those that remain in the tnadgasfg kulitcreation, or

have recently completed their training, must now evaluate how, why, and for Wwhgroreate

puppets.

4.4 CRAFTSMANSHIP, TOURISM, AND BUSINESS
OPPORTUNITIES IN CENTRAL JAVA

ConsideringhatIndonesia experienced a relatively consisténtreasen foreign
arrivals year after year between 1970 and 2016, it is no wonder thgttraditional artists
began to see tourism as a major business opportunity to augment their income. The ruling
governments of the country haregularly statedhat tourism and culture are important
economic tools in one form or another since 1908, amdading for tourism growth has
consistentijbeenseen as a means of economic advancement. Traditional artists across Central
Java have begun investigating the ability of tourism and its subsequent industries to fund their
artistic endeavors, particularafter independence when funding for the arts shifted away from
being predominately provided by the courts. Since then artists have sought patronage through
state ceremonial events, educational displays, individual sponsored events and performances
designedor corporate events. Small numbersaafyang kulitartists also found patronage
outside of stateand tourismasponsored events through continued patronage with wealthy
patrons. However, the tourist industry has proved the most promising avenaelitownal
artists seeking greater funding possibilities through commercials, hotel shows, and dinner and
short shows designed for domestic and foreign tourists (Hugleedand 1989: 219). The appeal
of the tourism industry is especially relevant foisastin Central Java given the increasing
numbers of visitors flocking to historical &it and the frequency of tourigmlated events post

1970.

37 Tourism in the country has seen a positive growth in tourism each year since 1970 with the exception of the
years directly followingeformasiand following the Bali bombings in the early 2000s.

11¢



This could be viewed as the beginnings of what Bourdieu described as the hardening of
the demarcation betwrartists and commercialization (Bourdieu 1993:-1B2. As early as the
1980s some artists began departing from creating entirely for their internal nokaiket@nd
otherwayang kulitartists) to creating for both the internal and an increasinglyredtararket.

The external market here can be defined as both foreign and domestic tourists/buyers who have
no intention of using their puppets for their original purposeagang kuliperformance, but

rather as gifts or for display. This group can furthedefined as individuals who may not
understand the intricacies, hundreds of years or history, and cultural meanings found within each
individual puppet. Over time someayang kulitartists began producing puppets purely for the
external market. Produarfor external buyers was seen as quicker and cheaper, generating a
higher return than producing for purely the internal market or even producing for both internal
and external. More on the shift in production models, business typologieayang kulit

penatah and the effects those models and typologies have had on the puppets themselves will be
discused in chapters five and six.

Tourism certainly presented itself as a bountiful opportunity for traditional artists to
supplement funding for their artdowever, as Felicia Hughdsecland has discussed, the
tourismindustry often offers exaggerated expectations of financial security (1998). Tourism does
provide a major form of patronage in Yogyakarta, with many hotels and aristocratic households
producirg classical dance or theatre evehtss worth noting thoughthat these hotels rarely
cast such events with professionally trained artists as a way to keep costs down. Generally,
actors, dancers, and performers with less training are willing to wotevier compensation
than those with more advanced degrees or classical training in the arts. By way of example,
HughesFreeland discusses tReamayanalance ballets being performed in Yogyakarta hotels.
These larger hotels frequently present performauseg dancers who, at best, may have
completed secondary school. Whereas, by contrast, an individual aristocrat might only now and
then call for or employ higktatus troupes with classically trained dancers for an eDeetto
this, what initially appea&d to be a ripe opportunity in the tourist industry may not have
necessarily lived up to that promise in every instalcaddition, precious little of the money

paid by tourists for these performances goes to the performers themselves. In Augusel999, th
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normal earnings reported by performers holding Bachelors of Dance in the were in the range of
Rp 2,500 to Rp 12,000.($0.20 to $0.96). Less qualified dancers reported fees of Rp 2(600.
Rp 3,000 ($0.16 to $0.24) (22@21). Dancers also spoke dher financial issues in 1999,
including the growing trend of middimen,dominating the¥ ogyakarta dance scenghere they
took up to sixty percent of a dancero6s fee in
performers. Struggle to find workgdement in the tourism industry, the presence of middle
men, and a lack of any wage protection system meant that artists resorted to undercutting each
other for work in this period. As mentioned, in the 1980s and 1990s there werdessjomal
ar t issotiaidnsara no minimum wage to protect traditional artists, making tourism an
alluring but challenging business to be in (Hugheselander 1998: 221). Regardless,
possibilities still existed and tourist patronage continued to be sought after. Hgpedladse
circles of artists who were creating physical forms of art that could be sold as isptwéime
visiting tourists.

Individual artists in Central Java began to find that tourism was drasticallgiogamow
their arts were fundeand furthermore, had also begun to shape how their arts were performed.
This is not a phenomenon unigue to Central Java, nor even to Indonesia. Researchers have been
studying the effects of tourism on traditional or ethnic crafts for decades. Scholars such as Eric
Cohen, Kristen Swanson, Dallen Timothy, Jenny Cave, and otherspaeiicallybeen
examining how tourism changes traditional crafts as the manufactured items become souvenirs.
Their observations indicate that with exposure to the outside world, inclfat&ign tourists
artists began to change their crafts from ut.i
expectations of what souvenirs should be. In this process, the forms, meanings, symbolisms and
even functions of the items changed wel | . This has resulted in v
arto, oO6airport arté, or O6kitschd (Cohen 1989;
Swanson 2012). Inevitably, following the changes in the physicality of the crafts, the historical
knowledge and expertise needed to fashion them in their authentic form begins to disappear. Due
to the loss of importance placed on traditional knowledge as being necessary to produce these
objects, crafts then begin to be made by people unskilled in traalitoaft techniques and who

have |little to no understanding of the object
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making the souvenirs had no real connection to the historical or cultural elements portrayed in
the objects. For many of theseenging craftsmen producing souvenirs was viewed as an
opportunity, just a job and not a way of life. Lastly, authenticity was almost always questionable
in these commercialized crafts. Aside from the lack of training;|ocel materialsvereoften
introduced, along with modern techniques and tools. Adoption of these new elements was
partially necessary to speed the crafting process along so more crafts could be produced in a
shorter period, resulting in higher income per hour worked. Eric Cohen alsdhmitesice, as
mentioned above, a basic separation exists between the daihe internal market and that of
thegrowing external market, craftspeople begin to search for new materials, colors, sizes,
designs and functions of the craft products to eititastomers by making theirs stand out
amongst other crafts. For these remscommercialization often lends itsadftraditional details
being ignored or the use of embellishments that would have never appeared in the original craft
(Cohen 1989, 1999;imothy and Swanson 2012). As the income generated from these new
products increases, their cultural significance for both the artists and their community can
gradually decline (Cohen 2013: 165). Ultimately, from what Dallen Timothy and Kristen
Swanson havebserved, these new crafts can falsely assume the mantle of being a genuine
representation of the traditional culture of an area. These changes put forth in the new
Atraditional craftsodo can then skewfiwaysi $thad
areinaccit e and stereotypicalo (495).

Similar observations have beerade abouhow tourism has affected changes in
traditional dance performances in Indonesia. As discussed previously, Felicia Hugélesd
perceived that larger hotelaw both the lucrative potential of tourist performances and the cost
effectiveness of hiring dancers with less training for their abbreviated, touristic dance
performances. Also, when describing the traditional dance performansedhraya Hughes
Freelnd noted that the once lengthy performances have been shortened ovBednaya
performances were reduced to just sifitye minutes, a mere portion of their original length, for
tourist performances in 1994. The dances were once again scaled lesrky 1099, to just
thirty minutes long (227). Modern, abbreviated performances even began to replace traditional

dances at some royal court events in the 1990s. As an example, in 1996 the Sultan of Yogyakarta
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replaced the traditional dancesvedyang won@ndbedhayathat were normally given for his
birthday celebration, with newer and more modsndrataridances. In part, this was most

' i kely done t ha nkkosvn desire for hig cowstuolbécanre datycenveatér bf
national culturéout of international repute and interest as well. Thanks to this desire the sultan
began to diversify and sponsor different forms of art and theatre outside of the traditional genres
for various court eves, includinghis birthdaycelebration.

Many of theconsequences of modernization and tourism described above have also
affectedwayang kulit purwauppets. The results of these influences, both beneficial and
harmful, can be seen with greater clarity wixyang kulitmakers and businesses aredbd
into specific typologies, ecially since not all consequences are, or have the potential to, affect
wayang kulitmakers in the same manner, particularly in the division between urban and more

ruralwayang penatah

4-1  Wayang kuliinspired souvenirs




4.5 CHAPTER OVERVIEW

In this chapter, the complexitied Indonesiarpolicy in regard to culture and tourism and
the beginnings of tourism and the growth of the tourism maviketshownand discussed his
was necessary in order to understand how tounssnaffected theiayang kulitmarket and why
tourism and souvenir creation is such a draw for contemper@ygng kulippenatah It is also
necessary to understanciyang kulifs past and present relationship with tourism and the
souvenir market in ordeo theorize about the future creatiornvedlyang kulippuppets and the
future of the performance form, which will be discussed in the following chafsrang kulit
puppetds relation to tourism and its future w
introduction of divisions of bottwayang kulitpuppet businesses as well as divisions of the
puppets themselves.
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CHAPTER FIVE

WAYANG KULIT COMMERCIALIZATION
AND TYPOLOGIES

In Javanese wisdom, it is called
owel as tanpa alishutt it means '|I have

| have no way. The financial crisis made me
lose a lot of workers and to find new ones is
very difficult. But, what can | do? Wayang is
refreshing for me. So, | take it not as

difficulties but as challenge...

| have to survive.

- Pak Sagio, 11 July 2034

5.1 INTRODUCTION TO TH E DIVISION BETWEEN DALANG AND

PENATAH

It is noted in the majority of, if not ayayang kulithistories thatlalangcarved their
own puppets for performance. This was not entirely tse darring my research in Indonesia
between 2010 and 2015 and continues into 2018. In the 21st centurydata@myno longer
have the time or the desire to craft their own puppietigngwho are just beginning their
professional careers often no longer have the skill sets needed. What is more, almost none of the
craftsmen interviewed for this work also perfornvemlyang kulit A few of them were trained in
and capable of performingayang kilit but have chosen not to. An example of this is Pak
Suyoto, who stopped performing when he realized that he was able to make just as much if not
more money by just preparing leather and occasionally crafting puppets (18 Jul 2014, 5 Aug

2017). For thosdalangwho do not have the time or skill to craft can outsource to craftsmen like

38 Personal interview with Pak Sagio, in his home. Translayedyself andAgnes Pranugrahaning.



Pak Sagio. Pak Sagio, also located in the Yogyakarta area, crafts puppets for a vdaieiygof
from all over Java, including Jakarta, Surakarta, and Yogyakarta. At thetithis dissertation
research a whole new generation of carvers were also being taught to carve but not perform in
both | arger metropolises and in the surroundi
school is an example of this. He notes sfieally that he teaches his students to carve but not
perform (11 Jul 2014).
There is no known time period when a divide formed betvde¢amgwho both carved
and performed versygenatahwho solely focused their energies on carving. What has been
discened from this research is that by at least the 1970s and 80s there were several established
and growing communities e¥ayang kulitcraftsmen in the areas of this reseahbgyakarta,
Surakarta, Wonogiri, and Bantul (Sagio; Sukarno; Kawi; Suyono; Wallipgse communities
are not limited to the four areas mentioned here. Both larger and smaller communiégsiof
craftsmen have also been noted in other areas in Central Java. However, those areas will not be
discussed in this work due to the limitatsoiis researcht is possible that there has always
existed a division between craftsmen who do not perform and those wAbdi@alemthose
who work in the court, angenatahfrom both Yogyakarta and Surakarta courts remember and
note the use of pugenatah(those who only carve and do not perform) within kreton dating
back several generations (Murjilah; Suyoto; Sihhanto; Wicoro). However, there is no existing
historical documentation @fenatahworking outside of the courts before the 1920s,ahdlt is
taken from material around the 1920s is merely conjecture. The igematahoutside of the
courts is taken from Sukirds 1920s manuscript
was meant as a kind of guide book penatahin the aea as the tone of the work appears to be
written with other craftsmen, besides Sukir himself, in mind. The intended audience can be
deduced through the t @enaahwathin ti®cdurt systesn would have ng b
had training and resourcegadlable to them and would not necessarily need this treatise and
from the fact that it was published and distributed across Java and not purely within the courts.
Lacking an abundance of historical documentation notating a separation bebiasmn
andpenatahit is currently impossible to know the exact details behind the transition. It is worth
noting thatthe lack of documentation could, in part, be due to the fact that scholarly research in
the past has predominately focuseddafangrather than openatah The majority ofwayang

kulit schohlrship in English, as noted in chapteepfocused heavily oelangand performance
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These works note thdalangtraditionally made their own puppets and that their knowledge
would be passed down to the followjigenerations. Therefore, it was presumed, or at least
presented as if carving skills were intrinsically linked with the knowledge and skill sets needed
to also perform with these pupp€tdis is not meant to suggest a lack of interest by previous
scholas in singulapenatah but rathethat they fell outside of the scope of the majority of
historical English language scholarshipwasyang kulit In addition, while the fields of material
culture and cultural anthropology have covered the creation ara sigmificance of Javanese
batik, kris, bronze, and silver work in Javanese society they have yet to fully cover the creators
and creation process whayang kulitpuppets. From this lack of scholarship, we can draw one of
two conclusions: that there whitle demand for research @enatalhwho were not alsdalang,

or that the growth of thevayang kulittommunity to include larger numbers of pure craftsmen is
a relatively new phenomenon. | take the position in this dissertation that it is indeecdethe latt
Giventhat ther isno written documentation on when certain members ofvihyang kulit
community began to focus primarily on puppet creation and not performance, | have relied
heavily on trust in the oral histories of the craftsmen who participated in this study to draw this
conclusion. Their remembrances indicate that the largest grow#matahin Central Java

beganin the midtwentieth century.

There are two key reasons for the increase of aptivepenatahoutside of the court
systemsacross Central Java during the early twentieth century. The primary cause being shifting
performane demands on and the growing status of Javateaag.As seen in the previous
chapter, growing influence from the West introduced numerous western elements to Central Java
during the twentieth century. Outside of the effects of government policy, dhe wiost
notable elements within the entertainment world are Western forms of entertainment like radio,
film, and television. Since the introduction of Western entertainment, it has been common for
scholars to scrutinize the negative ramifications of M@dstern influences, and in turn
globalization, on the arts in Indonesia. However, while the rise of radio, film, and television in
Indonesia may have affected the arts overall or even influenced what is considered popular
entertainment by your average Ja®se citizen, it has not devastavemyang kulitin the ways
some scholars might have suggested. Every week during the dry season you can find numerous
performances ofvayang kulitacross Central Java. As a result, salakngare now so busy they

have stpped cratfting their own puppet#/ayang kuliperformances are still held in Central Java
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for births, marriages, deaths, community celebrations, company openings, and other special
occasions, as well as for general entertainment. Together with thesenadive
performancesywayang kulitcan also be found performed on various television channels and
multiple radio stations that are dedicatedveyyangand/orgamelanperformances. Throughout
my research period, it was not uncommon to get in a taxicabewhe driver hagamelanmusic
playing on the radio. Similar to other Southeast Asian societies, television, movies, and radio
have undoubtedly had a measured effect on the overall popularity of traditional theatre in
Indonesia. Although some scholarsdargued that this is a negative influence on traditional
theatre, modern media haakso had some positive effects feayangand especially for selected
dalang

Somedalanghave embraced new or modern forms of entertainment and technology,
using themin innovative and creative ways to attract audiences. This has been a péarticular
populartactic when attempting to draw in the younger generations (Angst 2007: 240). The
popularity of radio, television, andehnternet have helped usher in what somadese calihe
Aer a o dalangh & nusmtiemofdalang Ki Purbo Asmoro and Ki Manteb Soedharsono for
example, have thousands of followers on each of their individual Facebook and YouTube
accounts. These superstimlangperform repeatedly on both riacand TV stations, maintain
busy live performance schedules throughout the year, and retain large followings on various
social media platforms and in person. Ki Purbo Asmoro posts his upcoming schedule on his
websité® every month so his fans and the gaheublic can keep track of his future
performances. During the high season, he is often scheduled for up to four performances a week.
These performances are not restricted to Central Java either.dalstagmight perform in
Jakarta one week and thenSarakrata the next. Adding to their already busy schedules, star
dalangare also occasionally invited to perform internationally, both in Asian and Western
countries (Sagio 11 Jul 2014), adding to their renown and star status upon their return to
Indonesa. However, not evergalangreaches such celebrity status, and out of the hundreds
training and performing across Indonesia only a select few ever achieve stardom. Over the past
several decades the economics of becomuglanghave shifted a great dede to both
modernization and changing tastes within the Javanese community. These same shifts have

impacted the growth of theurepenatahcommunity as well. Still, to understand how these
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changes imalangperformance and popularity have affectedgbeatahcommunity we must
first | odaka | agihegbdieron id smidreadepth. In particular, hosakangcan reach
star status.
| once overhearah a casual conversation abalaiangin Indonesiaa statementhat
roughly tr ans | datamgbecome fanionspbut alafamodalgngmowdst be good.

So, what makeswayang kulitdalangfigood ?0 This is a rather diffi
be a rather abstruse concept on a | arge scale
audence member to audience member. Certain qual

times. Regardless, there are a few general elements or quadiiEsigmust always have in
order to be considered figoodo i paddlaegmust al Java
know the stories they will be asked to present. A solid understanding whtfang kulit
repertoire parama sastrais necessary to portray each story, but also as a means to understand
the individual characters in the stories. A deep wtdading of each individual character is
needed in order to perform their precise movements and voices accordinigilargmust also
be a skilled linguist in order to appropriately portray the various levels of characters. They need
to be able to skillilly create prose in all thirteen levesJavanesand in modern Indonesian to
properly give voice to the variety of characters imagyang kuliperformance. Alalangmust
also be skilled in the vocal requiremerdaatawacanaand physical movementsgpetarn of
each of the individual characters. Moreover, in order to cue a performaatangmust be
skilled in and knowledgeable of the musicality of a performanatalAngmust have a robust
understanding of thgamelanand its workings in order to cikbe musicians throughout the
performance. They must then be a skilled singer, with a strong vocal ability, in order to perform
the various songs required througharmérdawa lagyu

Additional gualities needed ytobelmsekiledonsi der
playwright, actorimproviser,and director. As discussed ihapte two, while the majority of
Javanes&ayang kulitperformances are based on a specific structure and a particular story from
within thewayang kulitrepertoire there areno set scriptsDalangcreatecomplexand unique
tales each night based on a particld&on, buttheycan, and often do, develop a story further
based on a sponsords request, audience react:.i
wayang kulitis being performed. In other words, no twayang kulitperformances will ever be

the same.
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Finally, adalangmust be a strong overall entertainer. In order fdalangto be
considered Agoodo an audi enc eEnoompgassedadnmbeimgya t hei
strang entertainer for the Javanasdeing a knowledgeable historian, witty social commentator,
and a skilled comedian. What makes the quesidtangstardom even more challenging is that
while some of these skills can be easdyght, others are much harder to teach to an individual.

As an example, most individuals can be taught a story or the history of that story. However,
somedalangmay have far more natural talent than others at delivering that story in an
entertaining andomical way. Comedic talent, the ability to read an audience, and a quick wit,
are much harder, or even impossible to teach, but are all necessary for reatdmiggtardom.

In additionto ad a | a pegdved performance quality, their training oeilge may
also play into their popularity. Today there are three methods of training typically used by
wayang kulit dalangThe first method is father/son training, in whdddangwould traditionally
be trained by their father or another older male redatiio was already@alang The
knowledge and history afayang kulitwould generally be passed down this way through an
uninterrupted line of succession. A long linedafangwi t hi n oneds family wou
as a strong source of power (one thateases with each generation) and an excellent
justification for their right to hold such a powerful and prominent position within Javanese
society (Groenendael 1985; Headley 2000). Furthermore, this method allowed members of a
singlefamily line to keepspecific techniques or a specific movement style within the family
(Ness 1980). A child would begin thelalangtraining at a young age, generally around age
seven. However, since they were learning from a family member they normally would have lived
with a closeness wwayang kulifrom birth. A member from a nedalangfamily could also
petition to train with alalangin a similar manner. Obviously, it would be left to ttedangto
decide if training this student was a worthy endeavor (Groenendaél 1985%s way, the
chosen student would then live and train withdak&ng The way in which aalangis trained is
comparable to howenatahare trained as welPak Sihhanto, of Balai Agung in Surakarta,
learned to carvevayang kulitpuppets in a simalr fashion. He petitioned and then went to live
with apenatahin Surakarta when he was a child (Sihhanto 30 Aug 2014).

The second most common metHfodadalangis in a group learning environment within
asanggar,or community practice space (Goodlan@014: 187). The teaching methods here are

similar to the style described above, although far less intensive. As this is a community learning
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center the student would not live in the space or witldéh@ngthat trains them, and students
are thereforerée to come and go as they wish. In this method, multiple students may be taught at
once by a single teacher or in individual lessons. Craftstoeromparehavealsobegun to
adopt this system. Pak Hadi Sukirno (Yogyakarta) uses this method to tragnafsmen who
wish tdJoin his business. Pak Sutarno (Wonogiri), Pak Suyono (Bantul) and Pak Sihhanto
(Surakarta) also use this method of teaching carving skills tgpeeatahand even refer to their
businesses assanggar For ex amp |l e ,inesBia kam@&NayaagrKalioSarsgggab u s
fiRama Bak Sutarno (Wonogiri) not only teaches his son in the traditional manner but uses
funds gathered from the community to teach other children if they wish to learn in a similar
fisanggad methodas well.

The third option is through pedalangar(the art of being dalang program in an
official school or university setting?edalagardepartments have their roots as far back as Dutch
arts institutions in the nineteenth century. The Dutch introduced foohabng fordalangas a
way to standardizdalangtraining. As mentioned in chaptesur, the standardization of
Indonesian culture as a means of promoting the islands as a tourist destiaatieaep roots in
Indonesia. At the time of the formation biese schools, the Dutch even encouraged practicing
dalangto enroll and rdrain fully or to improve certain skillsets (Sears 1996, Keeler 1987).
Currently, smallepedalangarmprogramsexist in some scattered secondary schools, like at the
Sekolah MenengaRertama (SMPn Wonogiri (Sutarno 4 Jul 2014). Several universities across
Indonesia have also establistptialangardepartments, like Institut Seni Indonesia (i81)
Surakarta. However, despite there being regional traditional styesyang kulitpurwa
performancesjalangstill acknowledge that a semblance of a personal performance style must
be devel oped in order to be wayanyskulittbemuaityha g oodo
devel ope daandipelajar er ro r Adaangitarefetd adalangwho performs too
rigidly and perhaps relies only on performance texts (Keeler 1987; Robertson 2016). Despite
this, universitypedalangardepartments continue to see young men and women enrolled in their
pedalangardepartments (Robertson 2016)

One training method is not necessarily preferred over another when it comes to
popul arity and h adaangisaconsideteckby theocomniugity. Dheéré haee
been many populatalangwho have long family lineages and many who are thedaktngin

their family. Robert Peterson, in his 2001 article on the legacy of Ki Nartosabdho, discussed how
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Ki Nartosabdho became a s#dughtdalangby watching performances and reading books. He
later went on to be one of the most famdatangin Cental Java. Peterson goes on to describe
that, during his fieldwork in 1997, it was the new and innovatalangthat were the most
popular and, therefore, most requestathngin Banyumas at the time. He specifically noted
t hat none of tshoe chammaej ofrr opmu pppeertfeoerrmance famil i e
appears that one crucial element in decidingddlngbecomes popular can be what the current
wayangcommunity and sponsors in a particulareadeem important at the time.
A sponsor may choosedalangbased on their lineage or a style that is currently popular
as described above. While those elements are largely odaddagd s contr ol , t here
elements @alangcan take charge of to encourage their own popularity mittewayang kulit
community as well. This is especially true falangwho take advantage of the social media

culture that is currently thriving in Indonesia. As Andrew Weintraub describes:

Thedalangs popularity and star quality do not simply anate from his personal merits
and individual talents. However important his personal stydialangmust also rely on
an extensive social network to bolster his image and popularity, as well as to help
produce, promote and circul(2004e16hi s o6éproduct . o

Stardalanghave used social media to cultivate large followings that bolster their perceived
popularity and worth. Over the past three to five years craftsmen have also begun using social
media, like Facebook and Instagram, to gain both folloaedscustomers. Other factors that can
affect adalangs popularity include collaborating with popular singgregindeh and musicians;
their connection to their immediate community; the number of performances they hold annually;
performances at popularstévals; and the quality or status of guests at their perfocesa
(Robertson 2016: 781).

Given the long list of qualifications seen above and the amount of work that goes into
cultivating popularity within thevayang kulittommunity it is easy to comprehend why few
dalangr each t he | odalangd sbDae¢ utso off hiist art can be di
dalangt o commi ssion a | arger number of perfor man
(Sindung 24 Oct 2014).his can make it difficulfor adalangto provide for themselves and a
family by performing as dalangalone. Over the past few decades this has led to some trained

dalang like Pak Suyoto, shifting to work solely ap@natah Understandably, this has also
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caused younger indivichls with an interest iwayang kulitto focus on training to carve rather
than perform, as it seems like the more financially stable route. These individuals then undertake
to learn only carving from a family member or enroll in a carving schosdiogga (Sagio,
Sutarno). Additionally, this shift can be partially attributed to the rapid growth of tourism and
increasingdemand for souvenirs in the country and the lofty ideal of a higher income if an
individual focus on craftsmanship

A frdalang t hemsel ves ar e apesa@hntchewagahgknligy a de ma
communityitself. During a discussion omayang kuliin Central Java, Pak Sindung, a professor
of wayang kulitat UGM and an avid puppet collector, mentioned that with their busgsigse
most populadalangmay still craft a little but they have less and less time to do so (24 Oct
2014). Populadalangnow require the skills and availability of fitiime penatahto carve new
puppets and to fix damaged puppets for them. Pak KawiK&uad, Pak Sagio (Yogyakarta),
and Pak Suyoto (Bantul) all frequently discussed the commissions they have fashioned for

celebritydalangwho do not have the time to fix or creéite puppetshemselves.

5.2 EARNING POTENTIAL FOR CRAFTSMEN

The secon@lement that has helped fuel the growthvaf/ang kulit penataim Central
Java is the perceived earning potential in carving for tourists. As mentioned in the previous
chapter, artisans in several traditional arts have long seen the tourism markepperaumity to
fund their artistic endeavors. This also rings trueafayang kulitcraftsmenPenatahin both
rural and metropolitan areas of Central Java
late 1960s but more notably into the 1970siswas especially true for metropolitan areas like
Surakarta and Yogyakarta, which first experienced the burgeoning effects of tourism. Pak Hadi
Sukirno (Yogyakarta) developed the idea that he could support himself through ceayisg
puppetsat a youg age. He saw a few older craftsmen in the late 13&@gporting themselves
through puppet sales and thought that it coul
prosperous |ifeo (14 Aug 201 4dwpyangdeplonthtadi Sukii
popula tourist thoroughfare Jalan Malioboro in Yogyakarta at some poithe best of his



recollection,in the late 1960s to early 1970s. Then, when he felt he had the opportunity to open
his own place he left and opened a shop a few streets away from thek#dgkratonin 1973
(14 Aug 2014). Pak Sihhanto (Surakarta) alsowayang kulitcraftsmanship as a potential way
to support himself. He began carving in 1972 when he initially left his home to train with
craftsmen in Sukoharjone of the regenciesrsaunding Surakarteeventually moving on to the
Surakartkratonto refine his skills as a Surakarstyle carver (30Aug 2014).

While a fewearly pioneers of theayang kulitourismcraftsmanship market struck out
in the 1970s it wasot untilthe late 1980s and early 1990s that craftsmen increasingly turned to
souvenir making and touristmased business. The years between the late 1980s and 1995, as
shown inTable 41 in chapter dur, witnessed a sizable swell in foreign toufistsindonesia.
This influx was also felt by craftsmen in Central Java. Pak Sagio says he began to notice tourist
traffic in the late 1970s and that their presence rose significantly again from 1988 till the fall of
Suharto in 1998 (11 Jul 2014). Due tothisrise intoumi, ot her member s of Palk
community began to see the earning potential of craftsmanship and tourism as well. Capitalizing
on the growing desire of individuals in his community to work psreatah Pak Sagio trained
multiple individuals from the swounding area in his style in the 1980s. The number of
craftsmen in his workshop eventually grsignificantlyto 50 individuals (11 Jul 2014). Tourism
had generated such a demand that it was during this time PakiiSayitedt he s mal | At ou
puppeb in his shopHis new puppets were rendered in half the size of a traditional puppet. Pak
Sagio noted specifically that in the pagtyang kulitpuppets were only created for performance
in his shop. Such was the demand during this time for puppets thaifted &is thought process
to meet touristods desir e fganungdnireg bflifg), bptwhich e d pu
were too difficult to carry home. So, Pak Sagio developed gjuaiingarpuppets as well as a
variety of character puppets, booarks, fans, and other tourist products over this period (11 Jul
2014). Pak Kawi (Surakarta) also noted that the late 1980s ton€®@ bustling time for the
wayang kulitsouvenir market. Pak Kawi ran his own business in Surakarta that sold both
tradiional and souvenir puppets during this time. He states that his sales were comprised of
roughly fifty percent traditionally sized pup
during this period. He also explained that visitors would purchase db#iizeed and small
puppets, as some guests desired the Atraditio

Overall, the strength of tourismatits uccess of shops | i ke Pak Sag
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Pak Sihhantoos, a n dakaRaaakd SKrakeria bedpedispreadbtioetidea thato g y
creatingwayang kulippuppets, particularly for tourists, wastable way to make a living.

However, as discussed in chapter four, a towdsiven market often offers an
exaggerated sense of security ¢HasFreeland 1998). After the fall of the Suharto regime,

tourism, both domestic and foreign, decreased significantly across Indonesia. According to Pak

Sagi o, n[a] fter the falling of Suharto, there
everywh er e . Because of alll those circunmsnatahnc e s ,
also noted the decline of tourism in Surakart
697 crisis, there was | ot =ciatlyfin Sold thaveswere dletwfo n st r

demonstrations, [and] the numbers ofteutis decr easedo (12 Aug 2014)
Due to the decline in the number of guests
1998 he was no longer able to support the fifty peoplewdréied there. Necessity forced him
to release several workers and the number of craftsmen working in his shop quickly declined to
twenty-five. The number of workers then continued to drop intcetiidy years of the next
decadePak Sagio also noted thatrthg this period his customer demographic changed and he
began to see a higher percentage of international guests versus domestic tourists. He stated that
seventyfive percent of his guests from 1998 and through the financial crisis were foreign (11 Jul
2014). This decline in local tourist numbers is most likely the result of the financial crisis that
followed the end of the Suharto regime and the severe inflation in the wake of the political
upheaval. Inflation caused Indonesians to spend far less eessentials and therefore they
traveled far less, even within their own country. This period of decline following the fall of
Suharto eventually forced Pak Kawi (Surakarta) to closehiuip sompletely (12 Aug 2014).
Many craftsmen engagedwayang kulifproduction found themselves out of work
following the end of the Suharto regime. Although tourism ebbed and flowed between 1998 and
2005, many craftsmen stated that they did not notice a rebound in tourism again until 2004
(Kawi, Sagio, Suyono). Despitew vi si t or traffic, Pak Kawi too
wayang kulitshop in thealunralun at the Surakartieratonin 2001. However, due to the initial
drop in tourism with the financial crisis and the first Bali Bombing in 2002, it was not until 2004
that Pak Kawi saw a recovery in tourist pura@sas his shop (12 Aug 2014).
Despite the brief recovery tourism would once again prove to be an unsteady foundation

for a business. The Bali Bombing of 2005 shook the tourism industry across Indonesia.



Unfortunately, with this being the second bombing in a brief span of time and both having
targeted large tourist destinations on Bali, foreign arrivals took a significAht@riaftsmen in
both metropolitan and rural areas felt this decline in tourism avel dtated that it negatively

affected their businesses as well. Craftsmen would not see sstaigerise in tourism business

again until 2010 and in some areas not until 2014, depending on the locale. Stores in Yogyakarta

experienced a rise in tourismrnohases in 2010 and Surakarta and the regencies began to see a
rise in late 2013 and early 2014gWi, Sagio, Sutarno, Suyono).

Early indicators of recuperating tourism showed themselves in small bursts of arrival
activity in Bantul and Wonogiri in theagly 2000s. However, with the dips in tourism following
the Bali Bombings and then the 2006 earthquake in Bantul, significant tourism traffic, domestic
or foreign, did not reach the regencies of Yogyakarta and Surakarta until 2013 (Kawi; Sutarno;

Suyono).This is not to say that tourism had zero effectvaryang kulitcraftsmanship in the

regencies during the slower years, but rather that these areas did not see large numbers of tourists

in their locations until around 2013. Not only is this rise in toumsited by several craftsmen in

each area but it is also reflected in the formation of several puppetry workshops by craftsmen in

both Bantul and Wonogiri. Craftsmen have collaborated in these areas to create support networks

to help strengthen craftsmanglaind develop artisans in these areas starting in 2014. More on the
specifics of these support groups will beadissed later in this chapter.

These bursts of tourism in Central Java
puppets but also led & stronger division between the levels of puppet quality in terms of
placing a strong market value and quality division on these levels. Along with the growth of
wayang kulitpuppetbased businesses came the demand for puppets produced in a variety of
sizes, and likewise, puppets that would fit the varied budgetalahgand tourists alike.
Normally, if adalangwere to order a puppet for their own use they would find a craftsman
whose style they liked and who created puppets they could afford. Asuauplex Pak Sagio was
trained in and exclusively carves puppets in the Yogyakaatanstyle. These are incredibly
refined puppets and they take several days to complete. The traditionallyksiedgquality
Kresna puppet | ordered for this work, that
$200.00 at the current exchange rate in 2014. Pak Sagio often works for the Y ogyrakanta

40 Statistics and tourist information taken from Badan Pusat Statistik (BPS) 2016; L&eozkonimiar2015;
and Laporan Perekonimian 2016.
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and his work is considered a good representation of styleraxedqs akratonpuppet.
Obviously, not every tourist has the budget or the willingness to spend $200.00 for a souvenir.
However, as Pak Kawi stated, many tourists still desire aizdid or traditionalvayang kulit
puppet as a souvenir, astheyare@etv as mor e fiaut hentic. o This |
diversifying the puppets they sold in their store to include a variety of puppet levels. These levels
are divided by the quality of the overall puppet as well as the materials used. Often this involved
outsoucing puppet carving and paintingpgenatahin areas farther from Yogyakarta or
Surakarta openatalwho were not trained in the refin&datonstyle. For example, the level five
Kresna puppet | ordered from Pak &argedand was pu
painted in Bantul. In this instance, a store owner would generally then take a portion of the
purchase price for themselves and give the rest tpghatahwho createdhe puppet (Hadi
Sukirno; Sagio).

To summarize, the two main elementdridonesian society that have affected the growth
of wayang kulitcraftsmen in Central Java are shifts within diaéangcommunity and the growth
of tourism tied to the perceived earning potentialayangcraftsmanship. Firstly, the rise of
dalangwho aretoo busy or who were never trained in puppet carving creates a demand for
carvers. Additionally, intertwined with this, is the development of a perceived need for carvers in
thewayang kulittommunity. As more individuals are trained solely in the skdisequired for
carving, the number of members of thayang kulittcommunity who can only pass on carving
skills continues to grow. Particularly when those craftsmen open schaaaggarand are
passing on carving skills to multiple individuals eachegation. Se¢he figurebelow for an

example of this growth.
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Figure 51. Example of the growth affayang kulitcarvers over the generations
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Secondly, tourism has generated a desipematahto capitalize on the seemingly ideal
situation of supporting themselves through carving for the tourist market. Even when tourism
takes a hit due to political, financial, or terrorist activity the allure of the tourist dollar and
catering to that marketmeains strong amongst the Central Javares®ge owners continue to
createevenduring tough economic timesd continue to hire and train n@enatahwhen
tourism booms again. Despite the oftdmamatic fluctuations in arrivals discussed above, more
craftsmen continue to be trained, schools continue to open, and areas have recently begun to
develop tourism villages basedvwayang kulit Such villages, located in the surrounding
regencies of Yogyakarta and Surakarta, view bringing tourism to them as the best way to support
themselves and their community (Sutarno). All of these elements combined have created an
environment in Central Jawance the 1970s ripe for the establishment of nm@gang kulit

shops and carvers.

5.3 TYPOLOGIES



While the elements discussed above have affected the owaxalhg kulit penatah
community they have not always affected individyenatahor busingses in precisely the same
manner. To garner a deeper understanding of how these elements have driven change in the
variouswayang kulit penatabommunities it is necessary to dividenatahand their businesses
into distirct typologies. As mentioned in apter onethe typologies for this work were created
in the field through a version of grounded theory in which no typologies or groupings were
placed ompenatahor their businesses prior to the research. Rather, core conce@gang
business models wemade clear through the interview process and those lead to the
development of specific typologies. These core concepts resulted in the organization and division
ofpenata® s business models into four disesilnct typ
have relied heavily on Eric Cohends typologie
also drawn inspiration from genemahyang kulithistories written by Brandon, van Groenendael,

Holt, and Irvine; the works of Picard and McKean on Balirteseism and the art&rik
Cohends wor k o andtsedwbsergation whyandkolitraftsmanship in the
field in Yogyakarta, Batul, Surakarta, and Wonaogiri.

Cohen, in his article, AThe Commemmon al i zat
practice of intellectuals to fAbewail 06 the deb
and to complain about the negative influences tourism has on these arts, without fully
understanding all the elements that play into said issue. Cohepmgtesliscuss that
commercialization is not a single process as it often gets boiled down to, rather, it is shaped by a
broad array of economic, religious, cultural, and political factors. These new divisions have been
established in order to better unstand the current changes in the Central Javgessah
community, as well as to help predict future developments in the art form through comparison
with other traditional crafts dhdonesia and Southeast Asia.

To organize different forms of commerlization of ethnic crafts Cohen uses two
principal factors in his construction: the health or relative vitality of the local culture and the
source of initiative for commercialization. These are then broken down into subcategories that
are influenced by aombination of economic, religious, cultural, and political factors. In regard
to the vitality of the local culture, Cohen notes that it is important to distinguish whether at the
outset of the commercialization process the culture was vital and flogdshieaning the

craftsmen were producing for use by | ocal pop
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referred t o as 0 oriwlkethér commercialization sehia duking toaditions of

general decline in the local culture where crafts vdeteriorating or disappearing all togetHer.

am stil/ using Cohends definition of Ainterna
audienceo can be rather confusing when discus
productionn n fr ont of an audience. Therefore, this
but is used in the same contekhrough these factors Cohen developed four groups of

commercialization in ethnic crafts:

Table 51. Eri k Cohenos ommepcalizatigniofe&ethnicfCmits t he C

CULTURE SOURCE OF INITIATIVE
Spontaneous Sponsored
VITAL (A) Complementary (C) Encroaching
Commercialization Commercialization
DECLINING (B) Substitutive (D) Rehabilitative
Commercialization Commercialization

COMPLEMENTARY COMMERCIALIZATION (A)

Cohen describes this typology within the larger crafts market as when native craftsmen
continue to produce their crafts for a predominantly internal market but begin to occasionally sell
to outsiders and tourists, or the external market. However, crafisitien this typology, more
or less, continue to produce for the internal market. Over time, with this type of
commercialization, members of the internal market may begin to distinguish between the items
produced for the internal market versus those preddor the external markddowever
according to Cohenhis form d commercialization appears little disturb the culture and social
relations linked to the production of the native crafts. This remains true as long as there exists
some level of qualtcontrol of the products for sale. Without this, products for sale can quickly
deteriorate into cheap souvenirs. This process originates in craftsmen beginning to notice that

their new customers, the external market, have little to no understandingnogtitees or
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Acriteria of appreciationo customary in the

SUBSTITUTIVE COMMERCIALIZATION (B)

In this typology, native craftsmen begin to produce for the external market due to
missionary intrusion, political upheavals, onpé&ation of industrial goods as a substitution for
the native crafts. Due to these events, numbers of craftsmen decline, the quality of work
deteriorates, and specialized knowledge begins to be lost. In this environment, good
craftsmanship becomes lessldess appreciated and the younger generations, seeing no future in
craftsmanship, look for work elsewhere. However, when these communities engage in more
communication with the outside world, either throdlg@étourists directly or throughndividual
middle-men, they begin to see an alternative outlet for their crafts. This, as Cohen notes, can
breathe new life into crafts thatay have died out otherwise.

However, similar to Compiaentary Commercialization, without strongly maintained

quality controlom connection to the native cultureods

craftsmen can begin to undergo changes to the patterns as they adapt to the tastes of the external

market. Such changes can occur partially due to the initial economic behefitxlucing for

the external market. Rapid growth in income for those producing for the external market can then
attract more craftsmen to do the same or inspire those without any training in the art form to
begin producing as well. Unfortunately, thisxdead to both a saturation of the market as well as

a decline in the quality of products. Poor quality can lower demand and lead to less money for
producers over all. In order to continue making a living, craftsmen, in this form of
commercialization, tentb increase the speed of production and quality in order to make ends
meet, which can further shrink the market. The market will eventually stabilize at a very low

level or de out altogether (1621.63).

Yet, in a minority of cases a development ineélxact opposite direction can t&kdace

in Substitutive Commercialization. Some skilled craftsmen, whose work is distinctive and of a
higher quality than that of the majority of crafts in the market, can attain a recognized status as
revered folk artistsT hi s can push their work to be seen
external market (Cohen 2014: 163).
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ENCROACHING COMMERCIALIZATION (C)

Native craftsmen in Encroaching Commercialization work in an environment where
ethnic crafts still flourishThese craftsmen are typically employed to make marketable products
by a sponsoring agency. This is referred to,
is relatively isolated and lacks direct access to the tourist market is given thattmomtieough
a middleman or sponsoring agency (163). In the beginning, cultural impact from this form of
commercialization is minimal. However, destructive encroachment and commercialization can
develop when the sponsoring agency, working from monetariv@esoseek to exploit the local
craftsmen. This can lead to the acceleration of production and the standardization of the local
crafts. Over time, the crafts can develop into something that has little or no resemblance to the
original ethnic crdts.

Cohen stateghat at the time of his articlee believed this to be the most uncommon form
of commercialization in the modern world. Cohen developed this estimation based on his
observations and on the fact that areas where vital native crafts flourishressingly rare and
usually very remote. Hence, this usually makes for an unprofitable equation for businesses

looking to develop souvenirs in the crafts market (2014: 163).

REHABILITATIVE COMMERCIALIZATION (D)

In this form of commercialization, crafése revived by a sponsoring agency for external
markets. Cohen believed, at the time of the article, this form of commercialization to be less
pernicious than that of Encroaching Commercialization (2014: 164). While a sponsoring agency
will generally attenpt to rapidly commercialize ethnic crafts to the point that the market and
available craftsmen permit, the impact is far less than Encroaching Commercialization as there is
far less to destroy since the vitality of the culture had already dropped so tbese
environments. Rehabilitative Commercialization can lead to substantial changes in the
appearance and uses of the ethnic crafts in question but also may lead to a revival of the crafts
and help keep the craft alive. Support from the sponsoring pgancead to the fe&aining of
senior craftsmen for the external market and may also spur the training of new craftsmen who
had never been treed for the internal market.

This form of commercialization can also be far less damaging compared toartherals
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a sponsoring agency normally is capable of taking care of the gradual exposure of market goods

by helping to invent new crafts or new uses of old crafts, thereby preventing oversaturation of

the market. The sponsoring agency can also establisityqeaitrols.However this can have
positive and negative outcomes. On the one ha
declining to what has been described as mere trinketsn also lead to the standardization of

crafts and loss of knowledgehaugh An example of this is when the sponsoring agency creates

a catalog of goods made by the local craftsmen. This encourages uniformity as guests will want

to purchase the same item they saw inctitalog (Cohen 2014:16K65).

5.4 WAYANG KULIT CRAFTSMA NSHIP DIVISIONS

It i s I mportant to note at this time that
perfectly match up with the typologieswéyang kulitousinesses and communitidsave
developed in this worldlso, of note is that there is a fine line between business and community
in Central Java as manmyayang kulitousiness are built out of a singl@ayang kulit
craftsmanship community. These typologies still focus primarily on the businesses themselves
butaspects of the particular community it grew out of cannot be ignored and are often included
in or the basis for the business and therefore typolRggardlessC o h eabs&ryations and
understanding of how commercialization develops in craftsmanship eoities were vital in
solidifying thesegroupings The core difference between Cohe
i mportance of the vitality of the culture at
typologies can be formed into a table dividgdboth cultural vitality and the source of initiative,
my typologies all fall under a declining vitality due to the cultural, political, and economic issues
thathaveimpactedcraftsmanship over éhpast centuryl hese typologies are mainly divided by
the source of initiative of commercializatiamd a rural versus urban divide. These typologies
have also been formed along two continuums based on their locale (rural or tathem)than in
a tablebased ortulturalvitality. This divide also took insp&tionfrom C o h ereséasch on
tourism ribbonsn his articlefiTouristic craftr bbon devel opment i n Thail a
1999.This article focused on how well touristic crafts and craftsmanship fared based on their
location within tourist ribbondn this work Cohen describes different segments of the souvenir

or tourist market that formed into a variety of marketing chains, differing in length and



composition.These ribbons or tourist roads form similarly to tributaries that form off a main

river. These tributaries, or ribbons, form based of the strength of tourism or market possibilities

in the areas they exist.ohen describes these as the istiar craft ribbons. Cohen also goes on to
describe the strength of through middben, traders, wholesalessd exporter networks

involved in these Thai ri bbons. Ghehanattader us e o

networks were of great help refining me typologisd will also be used in the future

hypotheses in chapter sMy typologies are dividd as seen below Figure 52.

Figure 52. Typologies ofWayang KulitCraftsmanship Businesses

URBAN CONTINUUM

Village Village Tourism
Operation Collective Village

RURAL CONTINUUM

Village Village Tourism
Operation Collective Village

COMPLE MENTARY BUSINESS
This group ofwayang kulitcraftsmen is based on past businessewellas Eri€o he n 6 s
Complanent ar y Commer ci al i zati on. Similar to Eric
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of craftsmen in larger cities, like Yogyakarta and Surakarta, who originally may have employed
a few craftsmen to collaborate with them in their home okslowp; one example being a star
carver may have employed painters or someone adept at creating handles. These craftsmen
primarily created puppets faalangand localwayang kulitcollectors. In other words, they
nearly exclusively created for the intermadrket. While they may have begun creating puppets
for external market visitors, these were few in number. Also, the puppets created for the external
market and those created for the internal market would have been nearly identical to each other.
The quaity and materials of a puppet sold to a tourist would have been the same as if it were
made for use by dalangin awayang kulit purwaroduction. Overall, the production for the
external market had little to no effect on the culture and social relatitms this particular
business/community of craftsmen.

Sever al City Store Front businesses, i ke
(Surakarta) stores, originally started out in this divisiowayang kulitousinesses. However,
due to politi@al shifts, economic instabilities, and the growth of the external or tourism market
they have shifted into a City Store Front model. None of the craftsmen | interviewed for this
work fell under this division ofvayang kulitcraftsmanship businesses. Someividual
craftsmen may fall under this vision, as they might craft puppets predominatdbldagor
internal collectors who understand the meaning and qualitesyaingpuppets. These artisans
may be commissioned, on occasion, to create for tourists. However, this will generally not be the
main source of income for a craftsman. As Central Javanese craftsmen have stated throughout
several interviews, it is far too difficuio support oneself by making puppets solelydfaiang
and internal collectors in the current economic and cultural environment in Central Java (Kawi;
Sagio;Sunarto; Sutarno; Sihhanto).

CITY STORE FRONT

In this division,wayang kulitcraftsmanshifusinesses have found tourism and the
external market to be a strong alternative to the internal market to support their craftsmanship
andbusinesses. These businesses are located in a larger metropolis anetohgagiayusiness

runs out of a physicaletr e or st ore front. Examples of busi
store AGriya Ukir Kulito and Pak Hadi Sukirno
Handycrafto (Yogyakarta). I n Surakarta, Pak S
thsgrampi ng as well. These store fronts may or m

home or personal workshop. There is, however, always a large workshop area for craftsmen to
gather and work on puppets and projects. There will be one primary ownetbaofihess who
controls the financial aspects, owns the physical building(s), and delegates the workload to other
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craftsmen. On occasion this fAimanagerial 0 work
owner and a member of his family, as in the manneiwiding responsibilities between a
manager and assistant manager.

Due to the upheavals following the fall of Suharto, political calls for professionalization
development in Indonesia, governmental policy developments that put a strong emphasis on
tourism growth, and the overall growth of the tourism market, maayang kulitcraftsmen had
to shift their business models or simply began their business with a focus on tourism and the
external mar ket. As in Eric Cohebudiressé&atihpl e men
createwayang kulippuppets for the internal market and their standard, esizdd, puppets may
not differ greatly from internal market to external market sales. However, due to the
aforementioned processes of political and econonmeayals, the numbers of craftsmen over
time have diminished and a struggle to survive over time commenced. Both Pak Sagio and Pak
Hadi Sukirno (Yogyakarta) mentioned the large drop in the number of craftsmen they could
support following the fall of Suhartand the economic crisis that followed. The tourism market,
although small at this time, was seen as a viable alternative to continue crafting and supporting
their businesses. As Pak Sagio mentioned, during this time 75% of his customers were foreign
individuals who did not let the political upheavals scare them and traveledadioelsia anyways
(4 Jul 2014).

Within the City Store Front grouping, businesses strongly focus on the preferences of the
external market to determine what they stock and setieim stores. This was true for Pak Sagio,
Pak Tugiman, and Pak Hadi Sukrino (Yogyakarta) and Pak Kawi and Pak Sihhanto (Surakarta).
Pak Tugiman mentioned that when he worked for the Hotel Ambarrukawothe Royal
Ambarrukmo Yogyakartahe would predominaty stock characters from the Ramayana Ballet
that many tourists who stayed in the hdétatiseen. These were the characters tourists were
asking for and the characters that would, for them, represent their trip to Indonesia in souvenir
form (13 Jan 2014)The City Store Front typology in Central Java is supported by a customer
base consisting of roughly 5% external market buyers.

A City Store Front business will continuously have a supply or stock of puppets on hand
for tourists to purchase as wedl work on commissions. The stock will consist of popular or
Afgoodo characters that both domestic and fore
Sihhanto, Hadi Sukirno). Shops that fall under this typology have begun to hire workers that are
able to ceate a range of puppets while also varying quality levels, which allows for the most
economic gain. In terms @fayang kulitbusinesses this means employing artisans that can carve
or paint a puppet at expensikeratonlevel standards (level 1), as wa#f workers that carve at
a lower, and thereforeds expensive, level @lvel 5). This allows the shop to offer the same
character but at varying levels of quality and therefore at varying purchase prices that can fit any
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touristoés bud g educethelowarflevets gemarallywork from their homes and
not out of the business locale itself. More on the precise differences and distinctive qualities of
the five levels will be disussed later in this chapter.

Although the level or quality of a puppmay vary, the style (Yogyakarta or Surakarta)
remains the same in a City Store Front business. These shops, at this time, choose to specialize in
their regional style as they find the specialization currently draws more of the internal market to
their shops (Hadi Sukirno, Sagio). Indonesia has a strong culture of gjifisgo your family
and relativesvhen youreturn home frontravel outside of your home city, and such gifts are
known asoleh-oleh. Traditionally it is quite similar to the concept @phnesemiyage
Travelers are expected to purchase gifts for family and friends from places they visit. These gifts
are normally small and inexpensive but are representative of the area they are visiting. A certain
town will often have a specific food itg like a candy that is only made there, or small trinket
that is considered the normaéh-olehfrom that town. This mentality is also present in the
internal market when buyingayang kulitsouvenirs. Internal market buyers want tivesryang
kulit puppés or souveniwayangitems to reflect the locale they were visiting (H&ukirno,

Sagio, Sihhanto).

Merchants in the City Store Front typology have also begun to keep stock of souvenir or
novelty items that range in price and quality as well, and saehlty items are usually created
by craftsmen who have tiskillsets in producing levels-8. This practice has been adopted since
the small size of the souvenir items makes it incredibly difficult to render the more refined
details and most guests buyitigese items are unaware of or do not expect the fine detail.
Additionally, this leaves the artisans capable of carving or painting higher level puppets free to
work on more specialized projects when the shop receives such requests. Souvenir items can also
be requested in bulk or even personalized, and an example of a common request is for wedding
favors featuring the bride and groomdés name ¢c
that may be kept on hand in these stores includes: fans, bdakmmaniature puppets with
handles, small framed puppetdhaut handles, and keychains.

In light of their focus on external preferences and buyers, these stores are readily
accessible to tourists through a variety of methods including the store $edhtatstore phone
number, the ownerds personal phone number, or
of these merchants have also expanded their reach by creating websites to grow domestic and
international ordering as a way to increase thastamer base without having to open additional
doors. Profits for this model are distributed among craftsmen based on the number of orders they
complete, with a portion going to the proprietor. Supplies are purchased by the owner, housed in
t he st kshop,@&msl dividedmaongraftsmen on a needs basis. Employees generally own
their own tools and prefer working with those. Should craftsmen opt for using their own
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supplies, pay can be adjusted by the store owmneeflect these purchases.

This categoy of wayang kulitcraftsmen shares the majority of its qualities with Eric
Cohends Substitutive Commercialization, such
economic issues, and craftsmen eventually finding the external market as an altewnative
support their businesses. Therefore, it should stand to reason that some of the positives and the
challenges of his Substitutive Commercialization may also be applicable to City Store Front
businesses. In the wake of political and economic obstaclasasute economic crisis in the
late 1990s, younger generations of craftsmen, who would have normally followed in their
fatherés footsteps, | ooked for work in other
However, starting in 2014, some Citto& Front locales have seen growth in the number of
workers they are able to sustain after focusing on the external market, creating a new life and
even a desire for new craftsmen to learn the crafse®ilPa k Sagi o6s carving s
started in 2014 and continued into 2a1% Also in 2014, many City Store Front locales have
noticed the growth of middlenen and tour guides influencing their businesss i mi | ar t o Cc
observations in Thai craft ribbarBak Hadi Sukirno discussed in great detail in one interview
the effect tour guides and midelleen have had on his business. Some tour guides request 50
percent of any salespenatahmakes if they bring a tour group to their store. pematahrefuses
this type arrangemerd guide might no longer bring tour groups to their store filakewise,a
middle-man may choose to purchase stock from a mocemmodatingenatah More on this
will be discussed in chapter six.

Il n alignment wiiond)witGoatlsteomgly maintaimed gualityacantrol
puppets produced in this City Store Front category of businesses can undergo changes in
patterns, materials, and meanings over time as they are adapted to the external market. Some of
this can already be sr in City Front Store locales as they have begun to realize that many
external market buyers cannot differentiate between an incredibhghiglity puppet and one
that took far less time to create. Therefore, businesses may begin to create lowepujpdity
faster to generate a higher return on their products. Of particular concern regarding a shift to
lower quality puppemmaking is that the initial profitability of doing so draws larger numbers of
less qualified craftsmen into the market. Unfortulyateot only could this lower the quality of
the puppets even further, but also results in oversaturating the market with puppets. This decline
in quality can eventually lead to lower demand for puppets and therefore lower profits for
penatahand City Stoe Front businesses (Coh#®39 Timothy and Swanson). As Cohen noted,
the market can eventually stabilize but it normally does so at a very low level or worse, will die
out albgether.
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TOURISM STORE FRONT

The next group, Tourism Store Front, lies ingh store fronts who cater nearly entirely
to tourists, where 8200% of their visitors are external market guests. These shops are similar to
stores found on Jalan Malioboro in Yogyakarta that sell predominately souvenirs and cheap
trinkets like miniaturéBorobudur statues and shot glasses. While there are stores who sell Level
5, the lowest quality puppets, in their grouping, there are not yet any puaging kulippuppet
businesses that sell exclusively to external guests. Regardless, this is aditediep if the path
of wayang kulit puppet commercialization continues. Many craftsmenvapdng kulitscholars
in Central Java, Pak Sunarto being one of these, fear that without some quality control or
protection on a grander scaleayang kulippuppetcreation might fall to a purely souvenir level
or possibly be lost completely (Sunarto 12 Nov Bthigh percentage of these locales also work
with middlemen and tour guides to both sell and advertise their goods. A large number of the
wayang kulitproducts in these locales will have been obtained through midéle Sagio,
Sukirno, Suyono, Waluyofxample of Tourism Store Fronts can be found along the tourism
street Malioboro in Yogyakarta or streets surroundingtbh®nin Surakata.

VILLAGE OPERA TION

The Village Operation division consists of a small village or several small family or
extended family units operating in a rural area, out ofemnmercial locations such as their
homes. Some of the homes may have a small kiosk located directly inrfiorhmit to use a
s mal | area of their home as their designated
what they are capable of creating. The clientele that would order from these small kiosks are
predominately from the internal market: lodalang, local collectors buying for themselves, or
middle-men. As thgpenatahworking in these locations belong to the same family unit, or a
small village, they are generally trained by the same individual or another artisan trained in the
same style. As a rah, the level and style of the individual puppets are very similar, if not the
same, fronpenatahto penatah The size of the village and the level of demand for puppets in the
particular location will determine the quality of the materials used (leathit, gold, etc.).

Village Operations do not keep a large stock of puppets but, rather, enough to show what they
are capable of creating. Profits from this model are kept within each family unit and supplies are
purchased on a needs basis by each unitaepuppets are ordered/created.

Craftsmen in this type of business might also occasionally work for particular middle
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men or for City Store Front owners in larger cities, and this practice is reminiscent of models in
Cohends Encr oa c hon While tbecumiure ofvayarg kulitzaiismanship may
not necessarily be vital and thriving in thes
external interference in their crafts is low as the miadén or City Store Front owners work as
the medator between the external market and the Village Operation members. Their regional
styles and the quality of their carving is not directly influenced by tourists or the outside market.
Meaning, tourists and the midelteen are not yet influencing desigreciges to the puppets
craftsmen in this grouping currently design, but simply order specific characters in the style these
craftsmen normally carve. Although, HApernicio
eventually develop if mediators begin to pushrfmre puppets at a faster pace or a change in
style. Pak Waluyo, who made my Level 5 Kresna puppet, stated that he began making the leather
thinner in order to carve more than one puppet at a time when he realized he could sell more
puppets to middlenenfaster (30 Jan 2015). This motivational factor ultimately lowered the
quality of both the leather and his carving as he began to carve fasteitlafess attention to
detail.

Village Operations have also, through the years, felt the ups and downgioépahd
economic crisis in Indonesia. However, since tourism had not reached thesexaepsfor
indirectly through middlenen,until the late 1990s they did not experience quite the same
change in customer base as those businéssztedin the cty. They did see drop in the
numbers omiddlemen as there were fewer tourists to purchase from them and from local
buyers as inflation affected what people could and would buy (Kawi; Sagio; Suyono). However,

they did not see the same decline as citgliimns that wereasier for tourists to access.

VILLAGE COLLECTIVE

The term Village Collective describes multiglenatahor family units ofpenatahin a
rural area working as an organized group whose goal is to improve craftsmanship and increase
saks within the collective. This typology is similar to the Village Operation; these craftsmen also
work out of norcommercial spaces and in rural locations. However, the members of this
grouping have come together to create a sort of union to supportteactaad further the goals

of the union. The main reasoning for the formation of these unions is tavkgepg kulit
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craftsmanship alive through continued practice of their craft, to keep workloads and costs
manageable, to distribute earnings equallyugtmut the collective, and to encourage more
puppet sales. Membership in these collectives is open tpaaratahin the local area willing to
participate and pay dues. Within the collective there can exist a variety of skill levels dependent
on the membearand their individual training histories. This indicates that the quality of supplies
in each collective will vary as well. While the level of carving may vary fpgmatahto
penatah the members of a collective generally work in the same style of pypet,
Yogyakarta or Surakarta style). Such collectives commonly distribute work from a single large
orderamongmultiple members of similar skill level within the collective. This is one of the main
reasons for keeping members of the group to thosewank in one style. For example, the
Punakawan collective from the outskirts of Surakarta will split an order for an leoiiie
(puppet box) for a newalangamongfive to six workers of the same skill level. The Punakawan
collective has a consumer bdbkat has grown to roughly half external and half internal since
they were founded in 2005. However, depending on the individual collective, the customer base
can vary from all internal to all external market buyers. These collectives can choose toeelect on
person as the fimanager o who divides the work
group. Contacts for orders from these collectives are maglergon at their homes or over the
phoné& via text message or phone call.

These organizations, likehe oO0Vi | | age Operationsd do not
items on hand, rather they keep a few samples readypwo gbtential clients. One pohmerson
may keep all of these examples or they may be spread out across multiple homes of collective
membersProfits can be divided in one of two ways: all profits made from the collective are
spread out equally to all members, or profits are split equally to only those members who worked
on the individual project. In both of these scenarios dues from the grewsed to purchase
supplies in bulk to bring down the costs for all members.

This grouping shares particular qualities with both Encroaching and Rehabilitative
Commercialization. Those in the Village Operation, similar to Encroaching Commercialjzatio
can feel the pressure to produce mdiaster as the collective and demand grows. They can also
feel the effects of commercialization seen in
especially if the leader of a particular collective finds standardization to be important for the

group.This is already the case in a village collective in Bantul. Pak Suyono is in charge of the
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Wayang Kulit Center in Bantul. This center is
sells puppets to locals as well as to middlen, like Pak Sagio. The ¢ettive is named
Paguyubanor Circle of Friends. The purposes of the group, according to Pak Suyono, are to
standardize the puppets made by the group, collect puppets from the craftsmen, make
distributing supplies easier, and to use multimedia to sharexiberiences of the craftsmen.
When asked how he goes about standardizing th
the craftsmen based on their skill level and he distributes patternsvirgang kulitbooks and
gives them to the craftsmen (30 15) . Thi s is similar to Cohen
Commercialization where a sponsoring agency, in this cageetteahcollective, creates a
standard catalog of gosdeading to standardization.

Pak Suyono also states that, as the goal of the collestisancrease sales and be able to
distribute funds to the members of the group, most gb&matahin the area are now making
souvenirs. Even if they still make puppetsdatangand internal collectors, all craftsmen in the
group make souvenir puppetad many have shifted exclusivelycreating souvenirs. They still
produce the standard puppets for local collectors as well as to sell to-mieldlevhen orders are
commissioned, like my Kresna puppet. Pak Suyono is another craftsman who has claimed to
haveinventedthe souvenir, or small, sized puppdak Suyono has stated that he got the idea
because he did not want to waste his leather scraps so he made small, 10cm, puppets first and
then started to make keychains, book marks, etc. He could naniemea date for this creation
though (30 Jan 15Fkor these small puppets, he has created a pattern from his design that
resembles the standangyang kulit purwauppets that he also distributes to the collecihge.
with other craftsmen who have desigrsedaller puppets Pak Suyono notes that because they are
so small he obviously could not fit all of the details in. He did say that he took extreme care to

make sure the face of these puppets looked as close to the original as possible though.

TOURISM VIL LAGE

The final division ofwayang kulitcraftsmanship businesses is that of the Tourism
Village. This typology falls almost entirely
Commercialization. In this typology, however, the supporting agency can be an eaternal

internal agency. In the case of the Wayang Kulit Village in Wonogiri, the supporting agency is
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from Jakarta, not from an organization outside of Indonesia, however, still outside of Central
Java. Inspired by the tourism village idea, the Punakawandielfrom the outskirts of

Surakarta is interested in creating a similar tourism village in their rural area and the supporting
agency in this case would be the Punakawan Collective. The primary distinction between this
typology and the Vilkhge Collectives the intentiorgoals of the supporting agency. These

Tourism Villages are focused exclusively on tourist or external guests. Other differences include
the way in which funds are distributed and the organized profit sharing systems. Tourism
Villages consstently keep large stocks of puppets available in order to sell souvenirs quickly and
efficiently to tourists who will not have the time to wait for a custom order. Additionally, they
keep a relatively sizable stock of traditionally sixemyang kulitpuppets for those guests who
want a more fAauthentico item, but generally
These novelty items can includayang kulithemed fas, bookmarks, and keychains.

Tourism Villages are located a fair distance advayn larger cities or tourism hubs.

Bearing this in mind, profits from the Tourism Village are not only split between the members of
the village, but a portion must be dedicated to infrastructure and general business needs of the
community. Funds are dexdited for improvements on existing homes for homestay visits, new
buildings to host classes, road repairs, signs, brochures, websites, advertisements, store fronts,
and supplies for the craftsmen themselves. Unlike the Village Collective, profits ipgbiedy

are also shared with members of the Tourism Village that are not craftsmen but are necessary to
keep the village running. Examples of such members are: drivers, cooks, builders, translators,
and middlemen. Profit sharing amongst other villageramer in the tourism village not only

helps keep the village running but also appeases villagers whose daily lives might be impacted
by the intrusion of the exterhaarket into their villages.

Much | i ke in Eric CohenbosgriRRipstofpebataharet at i v e
being revived by the sponsoring agency and there is a focus on puppets being manufactured for
external markets. While Cohen believed that this form of commercialization is less pernicious
than other forms because there is far lesgegiroy since the vitality of the culture had already
dropped so low in these environments, the sponsoring agency can generally control the market
saturation in these areas, and new interesaiayang kulittan be sparked in these Tourist
Villages, complcations still remain. The sponsoring agency in these cases can also establish

quality control in Tourism Villages. On one hand, as mentioned, quality control preveydag



puppets from drifting too far i ntotherhamdethisr e al m
can lead to the standardization of crafts and loss of regional knowledge. One such example is the
creation of a village catalog and use of photocopy machines to copy uniform patterns to be
followed at the Wayang Kulit Village. Down the&, both of these trends can lead to

standardization and loss of the regional difference in the Wonogiri style. More on this issue will

be discussed in chapter six.

Image 53. Banner advertisement for the Wayang Kulit Tourism Village
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MOVEMENT OF TYPOLOGIES ALONG A SCALE

| have described these typologies as existing on a sliding scale, rather than in groups that
are clearly divided from one another. The adoption of this method became necessary because
someindividual of wayang kulitcraftsmanship businesskaveshiftedfrom one typology into
anotherlt has been observed that while these businesses tend to stay within one typology for
extended periods of time, they are still influenced by external factors such as changes in
governmenpolicies, terrorism, tourism shifts, or economic issues, and typologies and policies
for each of these businesses can change accordingly. While, during this research, it has only been
observed that businesses have moved from left to right on this segd@d#sible that in the

future they could move from right to left. As an example, if, in time, the Tourism Village fails
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and the village and sponsoring agency decide to disband, the village could easily shift back into a
Village Collective. In terms of tnmore metropolitan divisions, should a severe decline in

tourism occur a City Store Front could shift back to selling primarily to the internal market. They
could then focus on making standardized puppets as well as improving their skills, rather than
praducing touristsized puppets or novelty items for the external market. More on the movement

along this scale will be inctied in the following chapter.

5.5 QUALITY LEVELS OF MODERN WAYANG KULIT
PUPPETS

As previously discussed, several of the bessnmodels developed lxayang kulit
penatalhrely on stocking a varied inventory of puppets that fit a range of budgets. Most City
Store Frontvayang kulitbusinesses will offer traditional puppets in three quality levels: high,
medium, and low. Some, likeak Sagio, will offer all five levels. After interviewingenatah
who work for themselves amenatahwho runwayang kulitpuppetrybased businesses there
appear to be two main factors that determine the puppet quality: the skill of the actual carving
andthe quality of materials used. Using these two main factors there are currently five
discernable quality levels for newly creatgdyang kulippuppets being manufactured and sold
throughout Central Jav@hese have always been discernable differenceaaility of wayang
kulit puppets. As some artists in most art forms are more skilled than others at their cratft.
However, when referring to newly created puppets in this work | am referring puppets that have
been made since the development of these mankas lsnwayang kulitbusinesses.

These levels have been categorized using descriptions given by the craftsmen on what are
considered Aigood qualityo and Al ow qualityo c
community views certain materials and wpanhatahcan feasibly chargeof those materials.

The five levels are as follows:



Table 52. Price Range fowayang kulit purwguppet levels

Level Name Price Range in Indonesian Rp| Price range in US Dollats
1 Kraton Standard] Rp 1.875.000 Rp 2,500,000 $1501 $200
2 High Rp1.275.000 Rp 1.875.000 $10071 $150
3 Medium Rp 750.000 Rp 1.000.000 $6071 $80
4 Low Rp 500.000 Rp 750.000 $4071 $60
5 AKasar Rp 250,000 $20

%Prices are based on an average of the 2014% exchange rate during the period of this resddrtls$ = Rp
12.5005) from Rupiah to American Dollar.

LEVEL 1 1 KRATON STANDARD

The first, and highest, level of modemayang kulippuppetsaremodeled after thiraton

approved images that were released at the end of the 19th centurstylengill be noted as

fkratons t y | e 0O

t hroughout this worKk. The ski

this level must be considered extremely refined. Whether completed in the Yogyakarta or

Surakarta style the carving needs to be smanthdelicatethroughout. Jagged or rough

incisions would immediately drop the quality of a puppet from level 1 to level 2 or possibly

lower. The quality of the carving of tliace, as mentioned in chapterot, is of particular

importance to a Level 1 puppéilthough the rest of the puppet might be exceptional, if the face

is not in proportion or carved properly the entire puppet no longer holds the amount of monetary

or cultural value needed to classify it as Level 1. Pak Kawi (Surakarta) mentlomaad) an

interview,thatdalangare particularly concerned with the face of a puppet. He asserts that the

face not only gives a puppet life but is also incredibly important in truly making the characte
who they are (12 Aug 2014).

Level 1 puppets are madeusindhie fibest qualityo

craft

ev

materi al s

smen. What is considered Abest quality, o

price, and public opiniah which is in turn influenced by tradition. Buffalo hide and pure gold

leaf, o prada masare always used for Level 1 puppets as other materials would not qualify as

Afgood

enougho

for t he q(Bagib, Sihhgnto)lSarg teiibiliey i

allowed for the rest of the necessary materials. Acrylic paint is ggnesad as it provides a
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bright andeven colorcompared taraditional powdered paints. Acrylic also requires fewer
touchups over time, adding to the level of quality of the puppet. Despite this, if a particular artist
was quite skilled with traditiongdowdered paints and the paint was even and clear, especially on
the face, the use of powdered paints would not lower the level of the puppet. H@vever,
powdered paints were to be usebave found no evidence obntemporarygraftsmen using
anythirg but modern varnish or clear acrylic paint to seal newly made puppets. In regard to paint,
a higherlevel puppet can also be determined by the lef/gradation. As discussed in chapter
three, levels of color gradation can be found on jewelry, clotlaingd,other accessories. A highly
skilled painter can add up to five shades or levels of gradation on an individual element.
However, four levels suffice for Level 1 aredmore commonThe complete carving and
painting process of a Level 1 puppet could takgwhere from a few days to over a week
(Sagio,Sihhanto Sudiman).

The joints of Level 1 puppets allow for even more variation. The type of joint depends on
whom the puppet is made for and how the puppet will be used, if usedLatvel.1l puppets ar
most commonly used as performance pupprischased for rare collectior®, given as gifts for
very special occasions. Pak Sagio has made puppets of this level as gifts for Rresident
Bacharuddin Jusuf Habihi@bdurrahman WahidviegawatiSukarnoputriandSusilo Bambang
Yudhoyono The governments under each president had requested Pak Sagio make these
puppets. Pak Sagio did not mention specific individual in each government who requested
the gifts. At the time of this research Pak Sagio had not yet created a puppet for President Joko
Widodo and was unsure if he would be askeddepending on the uspenatahlist gold, silver,
bone, ad leather as possible options for joints on Level 1 puppets. First and foremost, the
selection of the joint material can rely purely on the wishes of the buyer as Level 1 @uppets
oftencommissioned pieces. Should no particular joint material be regljdsine or leather will
most likely be used if the puppet will be utilized in performances. These are used for
performance puppets as they are considered the strongest materials, whereas gold or silver might
be selected for decorative puppets or collécter ias thepare the leaspsteffectivechoice
Gold in particular is very expensive and a very soft metal that is the least appropriate for
performance(Kawi, Sagio, Sihhanto, Tugiman).

Level 1 puppets remain the closest modern equivalent te thasle in the 19th century,

as puppets in this category are made with nearly the exact same techniques and equipment. These
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puppets are also made with relatively the same materials as they were in the past. White and
brown buffalo horn would be acceptalibe the handles of a Level 1 puppet. Black buffalo horn
would not be appropriate as it can be viewed
community. However, the white buffalo horn, as a rarer matev@ild most likelyadd to the

overall cost of thpuppet (Sutarno 21 Jul 2014). Overall, for Level 1 puppets the tradition behind
the designs, the skill level of tipenatahinvolved, and the materials used all play into the
monetary value of the puppet. Skill and materials aside, there are othergtistiBcas to why
penatahare able to charge more for these particular puppets. These would include the cultural
value surrounding the tradition behind this classical style of puppet, as well as the relative rarity
of remainingpenatahwho can carve at thisvel. Pak Sagio has noted several times that the
number of individuals who can produce this style of puppet are dwindling as younger artisans
entering the craft were being trained in the lower levels for several years prior to and during the

period of ths research

152



Image 54. Kresnal Level 1full
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LEVEL 2 7 HIGH
There are two divisions within the second levelvalyang kulippuppetskratonstandard
puppets that do not meet all the standafdsevel 1, and higfguality puppets that feature new
or modern design elements. A Level 2 puppet might contain all of the same materials and follow
the same pattern as a Level 1 puppet but may ultimately lack the precision in carving and
painting needetd o | a bkeatonsitta nadsarid o, t herefore falling i
second division of Level 2 puppets includes more flexibility regarding the internal design. While
all of the levels discussed in this work still encompass traditional dkesaeithin thewayang
kulit repertoire, in levels-B there ismoreroom for a degree of creative interpretation within
certain aspects of the design. Clothing patterns, internal filigree, and some decorative jewelry
pieces may vary, as long as the cdesrents of a particular character remain intact. For
example, the clothing pattern on an Arjuna puppet could vary frokréten standards and still
be considered a higiuality puppet as long as the iconic elements that identify Adjusech as
his pshmimd hair style, pious dovaretlur ned head
represented. For Level 2 puppets buffalo hide is still used exclusively and this is reflected in the
price. As with Level 1 puppets the paint can be either acrylic or powdeoggedr, all
craftsmen observed and interviewed during my fieldwork only used acrylic paints for puppets
level 2 and higher asis simply more practical.
In terms of gradation of color found in level 2 puppets, three to four levels is the norm.
Regardig gold found on Level 2 puppefsgnatahcontinue to userada masut gold foil,
knownadi f a k e 0 , ig @ldo dcceptabse fand would not lower the level of the puppet as long
as the carving and desigrereof high quality.Theuse of gold foil insteadf prada maswill,
however generally lower the price of a puppet as the materials do not cost as much to procure.
Occasionally gold acrylic paint will be used on puppets inlévsl to keep costs loas well. In
other words, the level of gold (fopyadamaspr acr yl i c) does not affec
carving is high, buinsteadaffects theoverall price of the puppet.
Joints on Level 2 puppets can be brass, bone, leather, or plastic. This choice, again, might
fall to the buyer who commissmed the puppet, be determined by the pupgatal purpose, or
rely onthepenatatb s arti stic choice. AlIl four options \
with plastic being the cheapest option among the four. For the handles, brown buffalothern is

preference for level 2 puppets. The use of white horn, black horn, or other materials would be
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highly irregular for a level 2 puppet. A Level 2 puppet will take somewhere between a few days
to slightly over a week to complete in fuRuppets in this level are commonly used in

performance bylalang given as gifts, or colleateby collectors and middimen.

Image 56. Kresnal Level 2full
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Imag?’ 57. Kresna' Level 2 detail
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LEVEL 3 7 MEDIUM

The third level ofvayang kut puppets allows for the same levels of artistic
interpretations as Level 2. Il nternal carving
carving being |l ess fidenseo or spread further
style lut because this method takes less time to fill an entire puppet. Cutting back on the internal
carving detail for a quicker production time also means a lower cost. However, the utmost
attention still needs to be given to the carving of the face. Relaspelgking, the quality of
carving and painting can be difficult to detect between Levels 2 and 3. The price and quality
difference between the two levels is mostly reflected irctdstof materials used. For example,
it is in this level that we begin t@e the use of cow hide. While buffalo leather can be used for
Levels 1 through 4, cow is only seen in Levels 3 through 5. We also begin to see the use of a
variety of paints beginning in Level 3. Acrylic paint is commonly used for Level 3 puppets;
however some craftsmemaychoose to use house paint for these puppets. House paint is a
popular option among many craftsmen as it can be bought in large quantities for lowArices.
few varieties of color of house paint are commonly purchased and, similaditmtral
powdered paints and acrylic, can then be mixed tog&thereate the variety of colors needed.
Comparabldo Level 2, in painting levels of gradation, three to four layers of @®found on
Level 3 puppets. Theintsof these puppetgrecommonly made using brass, bone, leather, or
plastic. Again, depending on the future use of the puppet or the artistic choice of the buyer or
penatah For the handles, brown or black buffalo horn is preferred and used often in this level,
though, in order teep prices low fiberglass or resin handles can be found in this level to keep
costs low. However, as mentioned previously, maagangprefer to not use fiberglass or resin
handles as the material can be itchy if held too long. The lighter weight cdidéel can also
significantly affect how thelalangmoves and controls their puppets if they were trained using
traditional buffalo horn handle$he puppets in this level are often usedbiangfor
performance, purchased for collections, given as gifts, or bought by rmeiaie This is also the
level where wdébegin to see a larggumber of tourists purchasinguppets (Kawi, Sagio). While
it is notunheard of for tourists or memiseof the exteral marketto purchase higher levels of
wayang kulitpuppets, it is quite rare. These purchases are also generally made by buyers who
have a greater knowledgewéyang kulithan your average tourist. Examples of buyers above

Level 2 can be foreigners wheside in Indonesia, academics, members of the Indonesian
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diaspora, or others who may have a larger knowledgepang kulitor particularpenatah
However, | evel 306s | ower price point makes
averageaurist who may not want to spend over $100 dullasizedwayang kulippuppet (Kawi

14 Aug 2014)The full process of completing a Level 3 puppet can take a few days to a week to
complete.

Image 58. Kresnai' Level 3full
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Ir‘nag“e 59. Kresnal Level 3detail
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LEVEL 4 i LOW

A considerable decrease in quality can be seen starting at the fourth leraglamigkulit
puppets. This level of puppet may be made out of cow or buffalo leather. However, the buffalo
leather used for Level 4 puppets is generally a lower quality leather. There might be blemishes,
discoloration, or unevenness in the hide chosen for a Levelgkepuihe lesser quality of the
hides chosen for these puppets keeps the price low to meet the demand of clientele with a tighter
budget. Speed is usually essential in producing these puppbtsragjority ofLevel 4 puppets
are produced as souveniPeratahmay include only the base internal carvings needed to
represent each individual character. However, the quality of this carving is generally considered
guite Arough. o0 Perceived Aroughnesso can be e
delicae or even jagged and uneven. To give two examplesutinekanor small circles, may
appear lopsided or irregular and the negative space mitmglan, might be much wider as less
time was taken to ensure delicate and small perforat@mentioned ative, many of the
smallerwayang kultp u ppet s or fAtourist sizedo puppets fa
much detail in the smaller sized puppets. Also, as these puppets are often being made for external
market buyers who will generally not haare understanding of the delicate details in the puppet

they are often skipped over to save time and increase productivity.

Image 510. Level lrumpilanand Level 4umpilan
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The paint used for Level 4 puppets is predominately house pdower quality modern
paints that are not as vibrant in color as more expensive acrylic versions. Craftsmen working on
Level 4 puppets often mix gasoline with these types of paint to thin them out. This process
makes the paint easier to apply and speeddriheg time (Waluyo 30 Jan 2015). However, this
process can also lead to patchy coloring on a puppet if different batches of a color are mixed and
applied to a single puppet. Should too much gasoline be added to a batch, it can also create an
overall coathat appears cloudy. In terms of painting the levels of gradation, two or occasionally
three levels in gradation of color can be found on Level 4 puppets. Craftsmen also tend to use
much broader strokes when compared to Levels 1 through 3, dueptenteh being far less
practiced or skilled in the delicate painting techniques of hithesl artisans. While gold paint
or acrylic is often used for Level 4 puppets this is the first level wirera may also be used.

Joints for level 4 puppets are madeni brass, bone, leather, or plastic. The choice can
once again be based on clientele requests or artistic choice. When asked, many craftsmen will
just reply with a version of Ait just depends
based on whahe penatahhas ready on hand when they are putting the puppet together. As for
the handles, it is not uncommon that buffalo horn, particularly black buffalo horn, will be used
for Level 4 puppets. Although, puppets of this level are more often foundwe@t, bamboo,
plastic, fiberglass or resin handles. Puppets may also be made with two different handle
materials. The Level 4 puppet | purchased from Pak Sagio, who commissioned out the carving
and painting of this puppet to a Bantul carver, has a buffalo main handle but has wooden
handles attached to the puppetds arms. This w
that the main handle will not hurt the hands of the individual holdingfitllAsizedLevel 4
puppet will often be made imb to three days depending on how long the paint takes to dry
between layers and coloidowever, he length of time needed to creatgoavenirpuppet in this
category can vary greatly due to the wide efriof sizes and shapes that are preSdra.
souwenir puppets in this category can include keychains, bookmarkd, fsamed puppets, and
other shapesThese puppeteven if fultsized,will most likely never be used for performance.

This is due to the fact that the shadow produced from these puppets would not be very good due
to the lack of definition in the carving generally found in this level. The lack of carving and
rushed quality to the paint wouédso mean the puppet would most likely not be very inspiring to

the dalang using the puppet in performance.
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Image 511. Kresnai Level 4full
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Image 512. Kresnai Level 4detail
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LEVEL5TAKASARO

Level 5 or 0k amsastsiviking of thepaedusevels aseheyt Idolethe
furthest fr,0omthdér aviyang &ustangnloresian would have grown up
seeingand the imagea foreigner might see on websites, in advertisements, or in brochtees.
t erkmsadher e is used differently tasaon pwlpepretdescr
Here it does not mean rough or unrefined in character but rather rough, as in not smooth, in
gualtyif Kasar 0 puppets include only the base el em
internal carving. Excluding the face, small elements of internal carving might be found on the
mahkotaor crown, necklace and chest adornments, optaleaor backwing and along tl legs
to add definition. Somedvel 5 puppets may also include a few carving patterns on the clothing.
These carvings are commonly uneven and rough, as craftsmen tend to carve multiple Level 5
puppets at onc€arving multiple puppets at oa done in order to speed up productilon.
ordertoaccompl i sh this the | earudhthinnerthatfoundikthes ar 0 pu
other levels of puppetd his thinness can then result in warped, bent, and cracked leather over
time. The leathefor these puppets it almost predominately cow leather but goat leather can be
used as well, especially if making a smaller puppet. The paint used for Level 5 is almost
exclusively house paint, and again this paint is also occasionally mixed with gastilineg
gasoline will depend on the preference of the craftsmen involved. Craftsmen making level 5
puppets also tend to use paint colors -fias i s,
purchased colors into a wider variety of shades. Thexefe colors on Level 5 puppets tend to
beregulated to only a fewrimary colors rather than the variety of subdued soft colors found in
other levels. The paint strokes themselves are also broad and quite obviously done with speed.
Also, if gradationoft ol or e kasa®t puipped @ here are usually r
Some of the internal detail normally found in higher levels msg bé painted on quickly in lieu
of carving that detail in the puppet. This is done to still give the effebieatharacter without
having to spend the time carving in these det@itdd aplication on Level 5 puppets is done
with gold paint obromrather tharusing any form of gold leaf.

The joints on Level 5 puppets are almost always made from plastic blo¢ caade from
leather as leather scraps are readily available to craftsmen. The handles for these puppets are
made from wood, bamboo, or rattan. Multiple Level 5 puppets can be produced in a single day.

They may, however, take more than one day to dry ¢siely depending on the thickness of
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paint layers and the weather. During the rainy season in Indonesia paint can take longer to dry
due to the high humidity level$he puppets in this level are entirely souvenir puppets. They are
often commissioned, asine was, or purchased in bulk from midafen for souvenir shops
(Waluyo20 Jan 201pb They can also be occasionally requested in small numbers from a Tourist

Collective to be shown as examptidghe possible work thatollectivemembers can create.

Image 513. Kresna Level 5full

16¢€



Image 514. Kresnai Level 5 d_etail




One last element influencing the pricingvedyang kulitpuppets is the reputation or fame
of the actuapenatahthemselves. The popularity ofp@natafione who is well known and
renowned for his skills or is a favorite of a popwdatang can be reflected in pricing. However,
thisis usually only found in Levels-2, uncommon in Level 3nd incredibly rare to nonexistent
in Levels 4 and 5. All five of keels can be found and purchased in the larger tourist destinations
of both Surakarta and Yogyakarta, however it is rare to find Level 1 and Level 2 oltside o

heart of the metropolises

Image 515. Comparison of Levels and 5full
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Image 517. Comparison of Levels 4 argddetail
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