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ABSTRACT 

The main insight of this dissertation is that we can commit to recognizing 

diversity by sounding others' voices with our voices. I argue that articulations of 'unity' 

using the familiar sounds of linguistic diversity enables ideological change in the practice 

of performing poetry in Bahasa Indonesia. 

Multiple types of data in Bahasa Indonesia are examined and presented to support 

this argument including newspaper articles, literature textbooks, personal interviews, 

conference papers, and recordings of poetry performances. In these data, we hear a 

variety of voices in Indonesia articulate two ideologies about the function of literature in 

society, which are: 'Literature develops the citizens' and 'Literature enables unity in 

diversity'. We also hear various voices articulate an ideology about the proper form of 

performed poetry, which is: 'Proper reading (or sounding) of a poem results from deeply 

understanding another's heart'. Transcriptions and descriptions of poetry readings 

illustrate how these ideologies are realized in performance. I have called the complex 

interaction of these component ideologies 'Language Celebration in Bahasa Indonesia.' 

This dissertation makes several important contributions. This analysis brings 

together two separated approaches to language study (i.e. linguistic anthropology and 

formal linguistics) to show that both are needed to provide an account of an interaction 

between phonetics and ideologies. Further, this analysis articulates a theory of sound as 

one kind of physical (or material) aspect of language that can be exploited to produce 

ideological change. As a reflexive written document, this analysis examines differences 

between modes of linguistic production, specifically literary and scientific modes. 
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Finally, by analyzing the structural differences between American and Indonesian 

language ideologies, I demonstrate why these two cultures differently value giving 

'voice' to their internally diverse populations. 

Combining ethnographic description with formal modeling of language, as well as 

juxtaposing usually separated genres (like poetry and social theory) I hope to enable 

readers to arrive at empathetic trans-cultural understandings of Other values 'on their 

own'. 
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CHAPTER 1 'INTRODUCTION' 

THE PASTURE 

I'm going out to clean the pasture spring; 
I'll only stop to rake the leaves away 
(And wait to watch the water clear, I may) 
I sha'n't be gone long. -You come too. 

I'm going out to fetch the little calf 
That's standing by the mother. It's so young 
It totters when she licks it with her tongue. 
I sha'n't be gone long. -You come too. 

by Robert Frost 

The main problem of social science is deciding which story to tell and how to tell 

it. In the epic story we are telling ourselves about the nature of the human race, the 

individual social scientist has a voice. As individuals we makes choices that partly 

determine the resonant character of the whole. 

The main insight of this dissertation is that we can commit to recognizing 

diversity by sounding others' voices with our voices. (For example, I can represent the 

diversity of English speakers by choosing to sound like someone speaking English in 

Atlanta, Georgia, Nassau, Bahamas, Manila, Philippines, and Sidney, Australia.) This 

insight comes from an understanding of contemporary Indonesian poetry - which 

articulates and instigates a social change towards unity in diversity - and Indonesian 

language ideologies - which see oral literature as an ethical 'making present' of cultural 

values. I have called the complex interaction of these component ideologies 'Language 

Celebration in Bahasa Indonesia.' 
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Understanding others by sounding their voices enables thoughtful examination of 

our own received ideas about articulation and diversity. In this dissertation, I explicate 

Indonesian ideas about vocal articulation in poetry as a way to directly and faithfully 

represent others. I demonstrate how social scientists can incorporate these ideas into our 

own written practices. I also offer an explanation of the critical contrast between 

Indonesian and American ideologies of representing others' voices by likening these 

language ideologies to language grammars. 

The dissertation is organized as follows. Chapter 2 provides the methodological, 

theoretical, historical, and ethnographic backgrounds that are the context for this study. 

The data have been divided into three chapters. Chapter 3 provides textual evidence 

(written and oral) for Indonesian language ideologies about the function of literature in 

society. Chapter 4 provides textual evidence for Indonesian language ideologies that bear 

on the proper form of performed poetry. Chapter 5 demonstrates how Indonesian 

performers use voices - their own and others' - to exemplify and embody these 

ideologies when they read, or voice, poetry. 

The analysis has been divided into two chapters. Chapter 6 provides an analysis 

of the process of voicing 'unity in diversity' in Indonesia within a general framework of 

social theory. Chapter 7 provides an analysis of this same process by comparing the 

structures of particular Indonesian and American language ideologies within a formal 

linguistics framework. By analyzing the structural differences between American and 

Indonesian language ideologies, I demonstrate how these two cultures are differently 

constructing the diverse voices in their populations. 
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Both analyses stray into literary approaches as responses to criticisms of western 

representational practices. I juxtapose ethnographic description, formal models of 

language, poetry in both English and Bahasa Indonesia, and social theory. I use this 

layering of texts to maximize the amount of context the reader has available while 

allowing the voices I represent to speak for themselves - an exercise in straining towards 

an unattainable objectivity. There are parts of the text whose purpose is to animate the 

reader's voice - to move the reader to articulate aloud. I do this as an experiment, which 

takes seriously changing Indonesian ideologies about multilingualism, cultural diversity, 

sound, and change as valid understandings and accurate descriptions of the world. 
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CHAPTER 2 'BACKGROUNDS' 

0. Chapter Outline 

1. Organization 

2 Expository goals 

3. Theory 

3.1 Language and Process 
3.2 Language and Voice 
3.3 Language and Ideology 
3.3.1 A specific accent 
3.3.2 A specific theory — Irvine and Gal 

4. Historical Indonesian Context 

4.1 Indonesia, Bahasa Aku — (Indonesia(n), my language) 
4.2 Indonesia, Puisi Aku — (Indonesia(n), my poetry) 
4.3 Features of the literary context 
4.4 Summary 

5. Early motivations and questions 

6. Field site: Jogja 

1 Organization 

This chapter provides several different types of background, and is organized as 

follows. In section 2,1 explain the expository goals that will be used throughout this 

document. In 3,1 provide the general theoretical perspectives on language with which 

this analysis articulates. Specifically, I provide background on theories that have 

articulated links between 'language' and 'process', 'language' and 'voice', and 

'language' and 'ideology'. These theories provide the general framework for the analysis 

in Chapters 6 and 7. Section 4 provides the historical context in which Bahasa Indonesia 
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became the national language, and in which puisi became a new poetic genre in the 

context of preexisting literary forms. In section 5,1 provide motivations for undertaking 

this particular project, i.e. the questions that arose from reading the literature on 

Indonesia and poetry within anthropology and linguistics. In section 6,1 provide the 

context for the collected data: I describe my field site. 

2 Expository goals 

"Every scripture is to be interpreted in the same spirit wliich gave it forth." 

Ralph Waldo Emerson quoting George Fox 
(A. L. Becker 1995:328) 

A general approach I take in presenting theory, data, and analysis is to juxtapose 

texts or voices. Poems, newspaper articles, transcriptions of face-to-face discourse, and 

academic prose appear side-by-side in the data chapters, presenting the reader with 

multiple voices articulating particular ideas. This intertextuality is structured by the order 

of my argument as well as by an attempt to focus on particular types of texts at particular 

times. 

Part of what drives this approach in the data chapters is an attempt to provide the 

reader with the 'spirit' with which the poetry was performed, particularly through the 

inclusion of ethnographic descriptions of the poetry reading contexts. To do this, the 

scope of the descriptions of data starts out at the macro context in which the poem occurs 

(the poetry-reading event, or relevant historical background, for example) and then 



20 

zooms in on the micro 'sound' phenomena in question (an alternation between /ay/ and 

/e/, for example). 

Besides elucidating 'spirit,' choices to include multiple types of texts together 

stem from the nature of my argument, which relies on understandings of linguistic 

elements at multiple levels of language making. In the analysis (chapters 6 and 7), I 

argue that particular sound variations at the phonetic level are used to convey unity at the 

discourse level (and perhaps to affect change at the societal level). 

In general, the layering of texts is an expository style I use to maximize the 

amount of context or 'spirit' the reader has available while at the same time to minimize 

the amount of analysis and abstraction I exert. It is an attempt to allow voices to speak 

for themselves - an exercise in straining towards an unattainable objectivity. I do still 

provide statements of what I hear these voices saying and base my analysis on these 

understandings. 

Since this is a dissertation about Indonesians presenting and articulating voices, 

and since I too am presenting voices in data and theory, there are parts of the text whose 

purpose is to animate the reader's voice - to move the reader to articulate aloud. I do this 

as an experiment, which takes seriously Indonesian ideologies about sound and change as 

valid understandings, or accurate descriptions, of the world. 

In my representations of Indonesians and Indonesian languages, ideologies and 

theories, I will attempt to follow several principles, articulated throughout anthropology 

and social theory, but stated most clearly for me in the work of the Indonesianist A. L. 

Becker in Beyond Translation. First, in his description of what might constitute a new 
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linguistics, which he calls "humanistic philology,"' he calls for putting the observer back 

into descriptions of 'the Other.' Stepping outside the sphere of objectivity should not 

seem heretical since Science, both hard and social, have definitively shown that complete 

objectivity was never really possible in the first place. I am present in the observations I 

record here. Second, I follow Becker's focus on thoughtful translation as being one 

method for letting 'the Other' speak through me. As Becker has suggested, I find 

discipline in the faithful examination and representation of texts. As comes through so 

beautifully in Becker's writing, 1 am thoroughly convinced that Other ways of knowing 

and being truly exist in Indonesia, and that they are viable options for human existence. 

Because of this, I feel a particularly strong responsibility to faithfully represent 

the stories I was told. However, distance from the actual poetry reading events and my 

presence in the process of re-presentation means that some elements of the original will 

be lost. As I present every quote, cut every sound file, and translate every text, I have 

been aware of the control that I exercise over these texts and the ideas and people they 

represent (Benjamin 1955). I am conscious of how the act of text building here has real 

world consequences, as it always has had. I will be trying to learn from those who have 

gone before me, who wrestled with these same issues and have offered suggestions. 

Recognizing that 1 carry on in spite of participating in a dominating practice, I hope to 

make enough choices to do things differently that how we sound as social scientists may 

change. 

' He takes this from Jose Ortega y Gasset. 
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I have been hopelessly influenced by romantic ideology, which has partly 

determined the parts of my data I give voice, the correspondences I make resonate, and 

the voices I have not amplified. Romantic epistemology as applied to literature, and 

especially to poetry, makes the following claims. Romanticism proposes the resolution 

of modern alienation "in an anthropocentric vision featuring poetry as transcendence" 

(Byers 1989:4). This transcendence occurs by the participation of the poet, the reader, 

and the audience in the process of sounding the poem and in interpreting the poem in a 

present moment (Friedman 1996:42-43). Romanticism is the struggle to move away 

from the duality of subject and object into being and now through shared experience. 

This romantic bent in my writing appears to me as 'ideological' in that I was 

unaware of its influence as a nameable aggregate of concepts until it was pointed out to 

me. Even then, when I easily found texts that articulated precisely the components of 

romantic ideology that I have embraced, they were texts I had not previously consulted. 1 

have attempted to counteract this penchant in the analysis by including voices that 

articulate ideas not necessarily in agreement with my interpretation of the data in Chapter 

6. I have also attempted to discipline my writing in Chapter 7 to conform to a particular 

rationalistic, empiricist mode of production. 

I should comment as well on the voices or ideas that I have not amplified in my 

text. Although the ideologies I explicate that influence the form and function of 

contemporary Indonesian poetry are tied to a long history of orality and the ethical 

practice of performed literature, I have not emphasized this connection to tradition here. 

Previous studies in linguistic anthropology have made a significant map of the traditional 
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landscape with respect to how traditional performed literature in local languages is seen 

in Indonesia as part of a project to bring about moral good (Becker 1979,1995, S. 

Errington 1979, Fox 1988, Kuipers 1990). Unlike these previous studies, this work looks 

at performed literature in the national language of Bahasa Indonesia - declared to be the 

unifying tongue of the nation in 1928, the language everyone learns in school, the 

language of government, and the public language of media. 

Poetry in Bahasa Indonesia is a modern phenomenon, both because Indonesia 

became a nation in 1945 (there could be no national language before then) and because it 

developed in large part in after the Dutch left the archipelago and printed Western texts 

became newly and widely available (Raffel 1967:5-7). Contemporary Indonesian poetry 

can be experienced as a modern, relevant, and proximal phenomenon. Its themes and 

specific articulations speak to our world now, not to an idealized, distant, mythologized 

world of the past. Because the traditional has already been so well described and because 

I want to avoid an immediate historicization, I have not amplified these aspects of the 

story I tell. It is also true that these aspects of the story were not emphasized in the 

discourse 1 heard and read about contemporary poetry. 

I have also not emphasized in my own writing the embeddedness of the ideologies 

and performances I describe in discourse about the nation of Indonesia, although this 

theme comes through in the poems themselves. There are two reasons for this. First, I 

went to Indonesia asking the question, "Why is Indonesian poetry so political?" and the 

answer I received over and over again was, "Our poetry is not political, our poetry is 

humanitarian." Politics takes place in the world of politicians. Poetry takes place in 
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world of artists and 'the people'. Second, I have avoided articulating national 

connections because this thenae too has been well covered in the anthropological 

literature (Anderson 1983,1990, Siegel 1986, J. Errington 2000, Keane 2003, Kuipers 

1989). I have tried to take seriously Said's criticism of the practice of American social 

science that tends to omit literary texts from its expert writing on regions which leaves 

the people described "conceptually emasculated, reduced to 'attitudes,' 'trends' 

'statistics': in short, dehumanized" (Said 1979: 291)^. Focusing on the process of the 

ideological change as it is enacted dialogically by human voices has been a large enough 

subject to try to understand and explicate here. 

Many scholars and theorists have accepted the challenge to turn inward on their 

own assumptions or ideologies and to become reflexively and explicitly aware of the 

pressure their ovm ideologies exert on their own work. The ones that have most 

influenced my own thinking are Becker (1995), Hill (1985, 2002), Gal and Irvine (1995), 

Said (1979), and Silverstein (2000). Any attempts I make to reflect on my own 

assumptions of practice that I bring to this analysis are motivated by the thoughtful 

reflexivity voiced in their own works. Their clearly articulated critiques of longstanding 

practices, as well as the highly articulated statements of possible change through the 

articulation of voices by Indonesians that I hear in the 'data'^ have inspired me to work 

to shift what these assumptions of practice can be, for example what can count as a voice 

in scientific discourse. 

• Indonesia has enjoyed a privileged position in this regard as many if not most American Indonesianists 
include literary study as part of their work, including the people I have cited here. 
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I hope that the reader will experience a real connection to the processes described 

in this dissertation, both by as direct an experience of the original texts as I can present 

and also by the particular focus on the oral and ideological aspects of the context in 

which contemporary Indonesian poetry takes place. I also hope that the reader finds 

sufficient reference to works that elaborate other parts of this context to be able to easily 

access it should he or she so choose. 

3. Theory 

..the distinctions between speech and writing, poetry and performance, and language and the world, 
which seem to us to be a starting place for analysis, are not necessarily obligatory." 

J. Stephen Lansing (1983:76) 

There are many theories about what constitutes language, and what language 

constitutes. As a "multi-accentual" sign, 'language' itself has "an effective nucleus of 

meaning but in practice it has a variable range, corresponding to the endless variety of 

situations within which it is actively used" (Raymond Williams 39, discussing 

Voloshinov's theory of the sign). With so many accents of 'language' voiced by various 

scholars within a variety of descriptive and analytic traditions of inquiry, I will be explicit 

about which accents I will make present here. 

In this dissertation, I focus on voices that emphasize the social, instead of the 

individual aspects of language, although the voice of grammar as a universal and 

individual characteristic of human beings will play an indispensable role. I will 

' 1 will try to fight the categorization of Indonesian voices as 'data' and Western voices as 'theory' with 
several tactics in what follows. 
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rearticulate voices that emphasize the active, constitutive, and present aspects of language 

rather than ones that describe language as more passive, reflective, or fixed. Crucial to 

the analysis are theories that articulate language as an emergent process, constructed 

dialogically in the interplay of voices, and influenced by language ideologies. 

3.1 Language and Process 

There are several traditions of language study that have focused on language as a 

process constructed in the interaction of humans in society. Linguistic Anthropology is 

grounded in this emphasis, notably in the traditions of ethnography of speaking 

(Gumperz 1972) performance (Hymes 1972,1975, Bauman 1977, Bauman and Briggs 

1990). With many articulations of this focus on language as process, I have chosen to 

organize this section around statements by Raymond Williams in his book, Marxism and 

Literature, for the following reasons. First, Williams provides a thorough historical 

summary of Western approaches to language study. Second, his articulation with Marxist 

theory will keep us focused on the material aspects of the process of using language. 

Finally, his is a theory of language and ideology in literature, which has special relevance 

for data from Indonesian poetry. 

Williams separates language studies into two modes of thought, which I will call 

'reflective' and 'constitutive'. The reflective mode studies language as a reflection of reality; 

There is a real world out there and language is what we use to name that reality, or to talk about 

that reality out there. This mode of thought can be seen inherently in descriptions of the sign 

(Saussure 1959 and Peirce 1992, for example) where there is a real world referent to which the 
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sign is linked. For example the word 'cat' is a sign that represents the reality of a particular kind 

of mammal. 

The second mode of thought sees language as constitutive of reality, that is to say 

that we create reality and much of this happens through the use of language. Studies in 

this area focus on discourse level phenomena, articulating connections between the 

functioning of the language system and cultural, social, or political institutions. 

Voloshinov took a constitutive approach even at the level of the sign. As Williams 

paraphrases him, Voloshinov saw the sign as a "dynamic fusion of 'formal element' and 

'meaning' - 'form' and 'content' - rather than as fixed, 'already-given' internal 

significance" (Williams 1977:39). In other words, what we take for granted in use as a 

fixed reflection of reality is in fact the result of a constitutive process. In Voloshinov's 

formulation, the sign is still a binary concept linking form to referent, but it is a dynamic 

binarity because its existence depends entirely on its use by individuals in society. 

Formal linguistics has generally aligned itself with the reflective approach while 

linguistic anthropology has generally aligned itself with the constitutive. In modeling mental 

grammars in the minds of individuals (termed 'competence'), formal linguistics creates 

reflections of a hidden but verifiable reality that enables speakers to use his or her language 

automatically. This focus on individuals and a commitment to a reality out there (or in here - the 

mind) has enabled a sustained and convincing argument of language as a universal human 

endowment. Further, formal linguistics has been successful (at least within academia) at 

dispelling language ideologies that assert language inequality. 
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Although most of my argument fits within a constitutive framework that focuses on 

performance, the argument I make would not be possible without the ideological, material gains 

of formal linguistics approaches. In what follows I embed my writing in what I believe to be 

particularly convincing and clear statements of the constitutive approach, but will argue that 

although this is the 'right' approach, its full effects have not yet been fully realized. 

The key points within a constitutive perspective are that the constitutive process is 

ongoing and that the product of this process is emergent. Tedlock and Mannheim 

paraphrase Jakobson as saying that" langue or language, as a shared system, becomes an 

emergent property of dialogues rather than being granted ontological priority over all 

speech" (1995:1). Although interlocutors do agree in general on the referents of 

particular signs (because if we did not how could we communicate?), the link between a 

sign and its referent is recreated as it is used, which often results in change (as when 

words come to incorporate larger, smaller, or different semantic feature sets, for 

example). This change over time results in what Voloshinov termed signs' 'multi-

accentual' quality. 

Of this constitutive, creative use of language Williams writes, "language is the 

articulation of this active and changing experience, a dynamic and articulated social 

presence in the world" (Williams 1977:37-38). This statement particularly well 

describes the use of language in performances of Indonesian poetry. It focuses on 

articulation, or the uttering of language, rather than the writing or thinking of language, 

for example. Because it takes place in real time, it is active, changing and present. 

Further, it is social, because it occurs between real individuals communicating together. 
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Process, is a complicated thing. When relationships are constantly changing, we 

are left wondering what is fixed enough to grab onto, what stays constant enough to 

enable description and analysis? Fixed states are perhaps easier to observe and describe, 

which is why the reflective approach to language study has methodological appeal. 

However, the phenomenon I observed and present here is fundamentally a process 

of change. I am not attempting to describe either the state before the ideological change 

takes place, nor the state after the change has occurred. It is the process of articulating 

the change that interests me. It is clearly the case that there is a lack of recognition of 

diversity in some Indonesian practices. It is precisely this problem that poets, academics, 

and people concerned with culture in Indonesia are addressing with their articulations of 

'unity in diversity'. It is also clear that some Indonesians have experienced an ideological 

shift that consciously recognizes and celebrates diversity. Rather than an examination of 

either the previous or resulting states of ideological being, this dissertation describes and 

analyzes the process whereby the shift itself is articulated and instigated. 

In my presentation of this phenomenon, I have attempted to model in some places 

what I believe to be a practice of writing that is itself a constitutive process that instigates 

change. The basic mechanism by which this process of change is enacted in a dynamic 

and present way is through the sounding of the human voice. 

3.2 Language and Voice 

Much of the work in linguistic anthropology that focuses on voice takes as its 

point of departure the work of Bakhtin and Voloshinov - possibly but inconclusively one 
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in the same theorist (Holquist 1981: xxvi). Although their theories were based on 

language phenomena observed in literature, they have been aptly applied to language 

produced in face-to-face interaction in a variety of settings. For a succinct and clear 

summary of their ideas about 'voice', as well as an articulation of the needed integration 

of social theories with linguistic ones, I include the following excerpt from Jane Hill's 

"The grammar of consciousness and the consciousness of grammar." Here I begin the 

practice laid out in section 2 above, of providing extended texts to preserve context and 

enable voices to speak for themselves. 

The program for the study of language suggested by Bakhtin and 
Yoloshinov, which, particularly in the work of Voloshinov, is grounded in 
a Marxist structural analysis of human interaction, offers the possibility of 
an alternative - a rigorously empirical investigation of the 'practice' of 
language, which will be a window on consciousness, whether peasant, 
bourgeois, or proletariat. This program admits the systemic aspects of 
language, a well as the study of usage. 

For Bakhtin and Voloshinov, the central structural element of a 
new kind of language study (which their translators usually call 
'translinguistics' (cf. Todorov 1981, Bakhtin 1980 [1935]) is the 'voice,' 
and the theoretical juxtaposition of 'voices' is the central problem of 
translinguistic study. A single utterance can combine a variety of voices 
in an intertextual polyphony or dialogue, in which both ideology and the 
language system function as constraints on combination. 

It is important to emphasize that the study of the language system 
remains fundamental to translinguistics. The language system of 
linguistics is the context-free, relatively permanent, 'centripetal' side of 
language, the domain of 'monologue,' which can exploit the language 
system in order to constrain the possibilities for discourse. This 
monologic voice is somewhat similar to the 'ideal native speaker,' the 
locus of competence, but it is an active voice, using the systemic side of 
language as a resource for the practice of dominance. Added to this 
'linguistics' is the central translinguistic domain, the context-bound, 
shifting, responsive, intertextual, 'centrifugal' production of meaning in 
language, which is found prototypically in the negotiations of a dialogue 
on equal terms, and not in monologic dominance. In dialogue as well. 
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both conflicting ideologies and the systemic constraints of grammar are 
resources for the combination of voices. (Hill 1985:728) 

There are several elements of this approach that I incorporate in what follows. 

First, this approach combines an understanding of the language system itself with an 

understanding of language in use - a unification of what have been traditionally reflective 

versus constitutive approaches. My work integrates these two approaches or sides of 

language, especially in chapter 7 where ideological complexes or rules of usage are 

modeled as systemic grammars. 

I also incorporate the idea that "the theoretical juxtaposition of 'voices'" is 

fundamental to an understanding of the data. By juxtaposing voices, we can model 

dialog, which for Bakthin and Jakobson is a "more fundamental form of speech than 

monologue" (Tedlock and Mannheim 1995:1). As pointed to above, real language is a 

process, and the fundamental mechanisms for constructing this process are voices. 

Voices can be identified as specific and particular by laying out the particular features 

that individual voices possess. Presenting dialog rather than monolog is a more accurate 

representation of the language studied, and provides a more objective point of view for 

the reader. 

The dialogical critique of anthropology radicalizes the phenomenological 
critique, refusing to privilege disciplinary discourse and instead locating it 
on the same dialogical ground as other kinds of discourse. Even as the 
voice of objectification or interpretation narrows itself toward an 
authoritative monologue, it bespeaks, in the mind of an alert reader, the 
suppression of a multiplicity of other voices. (Tedlock and Mannheim 
1995:2) 



Finally, in the second paragraph, language in use is termed "ideology," and it is 

ideology as well as the language system itself that together constrain the possibilities for 

discourse. I elaborate how theories of language as ideology are used in this dissertation 

in the following section. 

The translinguistic model outlined by Hill above has provided the impetus for 

many analyses that focus on the presence of a variety of voices within a single utterance 

or a single text, and has inspired commitment to analyses that simultaneously account for 

language system phenomena and usage or ideological phenomena. At least a couple of 

key points have still not been fully realized, however. First, there is no "program" - no 

comprehensive method - for studying language system and language ideology together 

by focusing on the voice. Instead, there are diverse, individual applications of these ideas 

accounting for a variety of language phenomena. 

Second, in many previous studies, what Hill calls the "theoretical juxtaposition of 

'voices'," has resulted in theorists paying attention to the layering of voices present in the 

language practice they observe, describe, and analyze. In the case to be presented here, 

this would be the layering of voices present in performers' readings of poetry in 

Indonesia. But the phrasing "theoretical.. .voices" hints at another practice of writing in 

language theory itself, not just in accounting for observations of what others do out there, 

in face to face interaction or literary texts, but what we do in our accounts of them as 

welf. 

" Examples of how this has been accomplished in disciplinary discourse include chapters in The Dialogic 
Emergence of Culture, particularly chapters 2, 9, an 10 by Isbell, Becker and Mannheim, and Tedlock 
respectively as well as a review article by Carnie and Mendoza-Denton 2003. 
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My presentation and analysis are attempts to make good on the promise of this 

alternative approach to language study. By presenting data where Indonesians have 

embodied a theory of voicing as a mode of production, I put forward this approach as the 

best way to account for linguistic phenomena in Indonesian poetry and talk about poetry. 

It is exciting to realize that in this sense, I am not using only theory to describe what 

Indonesians are doing, but that theory is in fact the same thing as what people have as 

their own ideologies and practice. Competence (what is in the mind) and performance 

(what is articulated) meld into one. "I am the theory," the musician Djaduk Ferianto told 

me in Jogjakarta. 

3.3 Language and Ideology 

"Indeed, if all cultural and linguistic phenomena are essentially ideological 'all the way down,' this calls 
for a re-evaluation of how we might creep up on such 'material' or 'objective' factuality as presents itself 
in them." 

Michael Silverstein (1994:313). 

"How do you catch a unique rabbit?" 
"You 'neak up on it." 

(a joke Jamee Cole told me) 

3.3.1 A specific accent 

Although many writers have identified and rearticulated the various accents of the 

term 'ideology' in current common usages (please see Kroskrity 2000 and Woolard 1992 

for thorough lists), again I revert to Raymond Williams. He identifies three commonly 

used definitions of 'ideology,' all of which apply in varying degrees to my study. First, 

ideologies are "a system of beliefs characteristic of a particular class or group" (Williams 

1977:55). An example of how I use this accent of the term 'ideology' in this study is 



34 

when I draw distinctions between Indonesian and American ideologies of presenting 

other voices. 

Second, ideologies are "a system of illusory beliefs - false ideas or false 

consciousness - which can be contrasted with true or scientific knowledge" (Williams 

1977:55). In general I want to avoid using this particular accent of ideology, first 

articulated by Napoleon (Woolard 1992, Williams 1977) because it implies that the 

people we study do not really have a clear view of their world. This accent, nonetheless, 

appears in my work in at least two ways, and I fight to modify its meaning. On the one 

hand, ideologies can be called illusory because they appear to those who have them as 

natural, providing as they do an encompassing view of the world. By juxtaposing 

Indonesian and American ideologies about voicing others and by showing relationships 

between the internal structures of these ideologies, I hope to modify this accent and push 

the sense of 'illusory' to 'unexamined' and the sense of 'false' to 'one of many possible 

ones'. 

I remain critical of the particular alignment of 'true' knowledge with 'scientific' 

knowledge - 'scientific' in the sense of 'objective', 'rational', 'empirical', and 

'hypothesis' based. I fight this alignment by demonstrating that at times 'non-scientific' 

knowledge, like Indonesians' talk about poetry and its function, lines up with 'scientific' 

accounts, like constructivist theories of language. By juxtaposing genres in a 'scientific' 

text, I also hope deconstruct the given, or received, nature of equating truth with science, 

an insight clearly articulated by Gal and Irvine (1995). 
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Since the contrast between scientific and literary modes of production is an 

important part in this presentation, and since the distortion exerted by ideology on the 

view from science is part of this analysis, I include the following quote from Williams on 

the separation of scientific knowledge from ideology, as well as the production of 

meaning within science. 

The notion of 'science' has had a crucial effect, negatively, on the 
concept of 'ideology'. If 'ideology' is contrasted with 'real, 
positive science', in the sense of detailed and connected knowledge 
of 'the practical process of development of men', then the 
distinction may have significance as an indication of the received 
assumptions, concepts, and points of view which can be shown to 
prevent or distort such a detailed and connected knowledge. We 
can often feel that this is all that was really intended. But the 
contrast is of course less simple than it may look, since its 
confident application depends on a knowable distinction between 
'detailed and connected knowledge of the practical process of 
development' and other kinds of 'knowledge' which may often 
closely resemble it. One way of applying the distinguishing 
criterion would be by examining the 'assumption, concepts, and 
points of view', whether received or not, by which any knowledge 
has been gained and organized. But it is just this kind of analysis 
which is prevented by the a priori assumption of a 'positive' 
method which is not subject to such scrutiny: an assumption based 
in fact on the received (and unexamined) assumptions of 'positive, 
scientific knowledge', freed of the 'ideological bias' of all other 
observers. This position, which has been often repeated in 
orthodox Marxism, is either a circular demonstration or a familiar 
partisan claim (of the kind made by almost all parties) that others 
are biased but that, by definition, we are not. (Williams 1977:64) 

The third definition of ideology identified by Williams is "the general process of 

the production of meanings and ideas" (1977:55). It is this accent that I strive to 

articulate most clearly. The production of the idea of 'unity in diversity' in Indonesia and 
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the production of texts in the social sciences are the two main processes I present that 

exemplify this accent of ideology. 

I will argue that the identification and rearticulation of diverse voices enables us 

to 'creep up' on the ideological nature of linguistic phenomena, and that this practice 

further enables and requires a reevalnation of our own ideologies of practice. 

3.3.2 A specific theory — Irvine and Gal 

The relevant ideologies for this study are ideologies about language. Examples of 

language ideologies are statements like 'our language is more suited to poetry because it 

has more soft sounds like /I/ and /m/ rather than hard sounds like /g/ and /h/', or 'their 

language is more suited to scientific writing because it has a larger technical vocabulary'. 

Language ideologies are organized ideas that people have about the way language works. 

I draw on many approaches to the study of language ideologies in what follows, 

including work by Philips (1982,2000), Hill (1993,1995,2000), Lippi-Green (1997), 

and Silverstein (1979, 1994, 2000). However, I embed my analysis within the particular 

theory of language ideologies articulated by Irvine and Gal (2000) that has the attractive 

aspect of having posited cross-linguistic properties. Here, I outline their theory and 

explain their three cross-linguistic properties by summarizing one of their examples of 

language ideologies in Macedonia. 1 will take up these properties when presenting data 

in Chapter 5 and the analysis in Chapter 7. 

Irvine and Gal embed their theory within the history of European colonial 

expansion, which led to the establishment of political boundaries during colonization by 
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determining language or dialect boundaries and academic interest in exotic languages. 

One of the dominant language ideologies of Western Europeans during this time included 

"imagined inherent, natural links between a unitary mother tongue, a territory, and an 

ethnonational identity" (2000:60). While Irvine and Gal apply their theory to observed 

linguistic differentiation between cultures, one of their goals is to keep in focus the 

theoretical and practical consequences of having this particular European language 

ideology as the theorizers. 

Irvine and Gal define language ideologies as ways that speakers use to create and 

delimit language related boundaries or "the ideas with which participants and observers 

frame their understanding of linguistic varieties and map those understandings onto 

people, events, and activities that are significant to them" (2000:35). They identify three 

semiotic processes - iconization, fractal recursivity, and erasure - that speakers use to 

conceive of these links. 

Iconization is a process whereby a social group establishes a causal or necessary 

relationship between the linguistic features that index social groups and their activities. 

Iconization; Linguistic and social features that may coexist because of historical or 
conventional connections (indexes) are ideologically transformed into inherent 
connections (icons). 

In their example of how the language ideologies of Western Europeans functioned 

historically in the linguistically rich region of Macedonia, Irvine and Gal illustrate how a 

feature of the linguistic environment was picked out and ideologized as corresponding 

iconically to a feature of the social environment. 

During the nineteenth century. Western Europeans in contact with the peoples of 
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Macedonia described it as a geopolitical region with "astonishing linguistic diversity" 

(2000:64). Western Europeans brought to this contact an elaborated language ideology 

that expected to find correspondences between ethnic groups and languages. In 

Macedonia, however, they were confronted with a situation in which different languages 

did not neatly correspond to ethnic boundaries. Confused by the failure of iconicity, or a 

predictable relationship between 'ethnic group' and 'language group'. Western 

Europeans created an ideology to explain this apparent arbitrariness, which took the 

form: The link between the language spoken by a Macedonian and the ethnic category of 

a Macedonian is not predictable, therefore Macedonians have the social characteristic of 

unpredictability. This 'characteristic' was further interpreted as unreliability or 

untrustworthiness (2000:63-64). 

This new connection between the linguistic diversity and the imagined social 

behavior of the Macedonians was then seen as an iconic or natural one. This example 

illustrates that the pressure to find iconic links is so strong that when confronted with 

'arbitrariness' in a link previously ideologized as iconic, arbitrariness itself becomes a 

feature picked out for iconic pairing. 

The second semiotic process argued to be a cross-linguistic property of language 

ideologies is 'fractal recursivity', which crucially involves the idea of opposition or 

dichotomy. 

Fractal recursivity: Fractal recursivity involves the projection of an opposition, salient 
at some level of relationship, onto some other level. For example, intragroup oppositions 
might be projected outward onto intergroup relations, or vice versa.. .the oppositions do 
not define fixed or stable social groups, and the mimesis they suggest cannot be more 
than partial. Rather, they provide actors with the discursive or cultural resources to claim 
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and thus attempt to create shifting 'communities,' identities, selves, and roles at different 
levels of contrast, within a cultural field." (2000:38) 

Fractal recursivity occurs when a group seizes upon some social feature that distinguishes 

them from another group at one level, and projects that difference, or opposition, onto 

another level. To return to the Macedonian example. Western Europeans viewed 

Macedonian familial relations as unreliable because they allowed different children 

within the same family to attend schools taught in different languages. They would send 

"one son to a Bulgarian school, another to a Greek school, a third to a Rumanian school, 

a fourth to a Serbian school", which could then mean in the mind of a Western European 

that each of the children in a Macedonian family could have a different religion and a 

different national identity (2000:64)^. 

The boundary, or opposition, between self and Other from the point of view of the 

Western Europeans described by Irvine and Gal which was demarcated along the line 

between trustworthiness and wwtrustworthiness at the level of the entire social group of 

'Macedonians' could be redrawn again around the family unit. Thus the fact that 

Macedonians were different from Western Europeans both at the social level and at the 

family level made their 'untrustworthiness' all the more apparent. 

The final cross-linguistic semiotic process of language ideologies that Irvine and 

Gal identify is erasure. 

Erasure; "Erasure is the process in which ideology, in simplifying the sociolinguistic 
field, renders some persons or activities (or sociolinguistic phenomena) invisible." 
(2000:38) 

^ Irvine and Gal are quoting Brailsford, 1906, p. 102 and Moore, 1906, p. 147. 
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Erasure happens when facts that are inconsistent with an ideology are ignored or 

"rendered invisible" (2000:38). In the Macedonian example, Irvine and Gal point out 

that the Europeans ignored the fact that Macedonians were very adept at drawing their 

own social boundaries between themselves based on Macedonian ideologies of how 

group membership was to be reckoned. It was by the process of erasing the Macedonian 

patterns of self-organization (and this implies an active process whereby observed 

evidence is put aside in favor of the totalizing vision of the ideology), that the Western 

European point of view could be maintained. 

In what follows, these three proposed cross-linguistic properties of language 

ideologies will be useful in describing and analyzing the structure of Indonesian 

ideologies about the function of poetry in society. Irvine and Gal's model is also useful 

in that it helps us to keep in mind the conflict between ideology-as-false-consciousness 

and ideology-as-lived-experience in view. 

4. Historical Indonesian Context 

"All things counter, original, spare, strange:" 

from the poem 'Pied Beauty' by Gerard Manly Hopkins 

The examples of contemporary Indonesian poetry and ideologies I present in 

chapters 3 through 5 are part of an historical context. In this section, I provide the 

historical background of Bahasa Indonesia as Indonesia's national language (section 4.1). 

I also summarize the development of contemporary Indonesian poetry as a project of 

elites originally tied to the making of a nation (section 4.2). I then describe some relevant 
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features of the prior literary context in which the 'new' Indonesian poetry emerged 

(section 4.3). 
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4.1 Indonesia^ Bahasa Aku^ (Indonesia(n), my language) 

"Strictly speaking, there was no country, no nation called Indonesia until after World War II." 
Burton Raffel (1967:3) 

"From its earliest days the Indonesian nationalist movement used Malay, later called Bahasa Indonesia 
(Indonesian). In 1928, the Second Congress of Indonesian Youth held in Jakarta proclaimed: 'We, the sons 
and daughters of Indonesia, accord pride of place to the language of national unity, Indonesian', and when 
the country declared its independence in 1945, Indonesian was endorsed as the Republic's sole official 
language." 

George Quinn (1992:273) 

"Indonesian, the official language of nationhood, government, education, formal communication, and, in 
less standardized forms, of most mass-mediated communication, is a variant of Malay. The transformation 
of Malay into the increasingly standardized language of, by turns, a colonial administration, a nationalist 
movement, a state apparatus, and a national culture was, if nothing else, an effective response to an extreme 
linguistic situation. Even now some five hundred languages are spoken in Indonesia, fourteen of them by 
over one million speakers each (Steinhauer 1994)." 

Web Keane (2003: 512) 

Strictly speaking, there was no national language called Bahasa Indonesia until 

1945. Its unique development as a national language in the particular historical and 

cultural context of Indonesia is fascinating and complex (Takdir Alisjahbana 1976, 

Errington 2000, Keane 2003). I will elaborate three particular features of its development 

and existence, which are most relevant to the forthcoming examples of contemporary 

Indonesian poetry: linguistic unity, forgetting of diversity, and self-conscious 

development. 

First, Bahasa Indonesia accomplished linguistic unity. In a country of five 

hundred languages, the use of Bahasa Indonesia has managed, for the most part, to elide 

the diversity of local cultures, local languages, and local ideologies in favor of a 

modernizing, unifying project of national development. As the choice for a national 

^ Indonesia, my language. Modeled on the first line of the national anthem "Indonesia, tanah airku" 
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language, of the many possible choices, Bahasa Indonesia has been a highly successful 

instrument of national unification. 

But the choice of Malay as the national language was not obvious. It was 
the native language of a small minority, in contrast to several numerically 
and culturally dominant groups. For the first half of the twentieth century, 
the educated elite was far more comfortable with Dutch, and many agreed 
with their Dutch teachers in considering Malay — 'that preposterous 
language,' as one called it (quoted in Sutherland 1968: 124) — to be too 
crude for serious undertakings. Yet compared to, say, the more contested 
position of Hindi in India, Indonesian is remarkable for its apparent 
success. Due in part to the absence of the ethnic or political resistance 
encountered by many postcolonial national languages, being identified 
directly with neither the colonizer nor any privileged ethnic group, 
Indonesian has spread rapidly in the last fifty years'. 

In 1928, 4.9 percent of the population of the Indies spoke Malay as 
a native language, compared to 47.8 percent Javanese and 14.5 percent 
Sundanese (Moeliono 1994:378). In 1990, 15.5 percent claimed 
Indonesian as a first language (compared to 38.8 percent Javanese), but 
over 70 percent called it their second language (Hooker 1993:273; 
Miihlhausler 1996: 205; Steinhauer 1994). (Keane 2003:512) 

The actual success of Bahasa Indonesia as a unifying national language has relied 

in part on a second feature of its development, which is an active forgetting of the past 

and of the internal diversity of its speakers. "Yet the essence of a nation is that all 

individuals have many things in common; and also that they have forgotten many things" 

(Ernst Renan 1970:67)^. 

In the Indonesian case, forgetting began with the politics of language. 
Changing the name of 'Malay' - the language of instruction in Buddhist 
schools of religion as well as the language of the Sumatran courts in the 

(Indonesia, my country, lit. my land and water). 
^ The following second paragraph appears in the original as a footnote to the first. 

^ From his lecture entitled "What is a Nation?" delivered at the Sorbonne, March 11,1882. 



44 

seventh century - to 'Indonesian' was an expression of the nationalist 
passion typical of the early twentieth century when the anticolonialist 
movement was in the making. However it is somewhat misleading to 
represent the Indonesian language as purely a nationalist invention. In 
1908, the government of the Dutch East Indies established a commission 
that would lead to the founding of a publishing house called Balai 
Poestaka, to develop the habit of reading and writing among the native 
population and to promote the standardized Malay that had been 
sponsored by the colonial administration since the end of the eighteenth 
century. As Maier (1993) notes, it was the beginning of the end of 
heteroglossia, a part of the bureaucratic efforts to create a rational and 
efficient method of government. The great variety of dialects and local 
languages had to be consigned to the back of one's mind, silenced. 
Goenawan Mohammad (2002:185-186) 

Forgetting is an important feature of the language situation in Indonesia. It is 

important because it is pervasive and is thus a very real part of the context in which the 

performed poetry I will present takes place. Although, as I will show later, diversity is 

everywhere visible and audible (recall as well the presence of "some five hundred 

languages"), using Bahasa Indonesia relies on and enables an ability to forget all that 

diversity in favor of homogenization and standardized communication. 

Although forgetting has played a huge role in the success of establishing a 

national language, it entails negative consequences^ including "the loss of pluralism and 

tolerance towards the possibility of differences" (Faruk, personal communication). In the 

newspaper articles I present in Chapter 3, writers recurringly articulate the need to 

® While I was in Jogjakarta, I attended a play entitled Mengapa Kau CulikAnak Kami? (Why have you 
kidnapped our children?). The play was a dialog between an elderly couple finally allowing themselves to 
talk openly about things they had supposedly 'forgotten'. What had been 'forgotten' were the 
circumstances and events surrounding the disappearances of many neighbors and their own daughter who 
had been attending a political protest. The play shows how forgetting is tied to not-talking about 
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'unearth' and 'remember' and 'to become aware of pluralism. All these exhortations 

rely on an already present pluralism that has been 'forgotten.' 

Faruk has called this ability to forget a "kind of cultural defense mechanism", and 

points out that Indonesians are "very skilled at pretending to see differences as sameness, 

to see change as continuity even though really they are very much forgetters of the past" 

(personal communication). When speaking Bahasa Indonesia, the required 'silencing' of 

one's first or local language "often seems to provoke remarkably little mourning: ethnic 

language politics or revitalization movements have been surprisingly rare in the 

archipelago" (Keane 2003:505). 

In fact, the success of Bahasa Indonesia as a national language has gone hand in 

hand with explicit statements about the need for a national, modem culture that does not 

keep in mind ties to local cultures or languages. These statements entail a negative 

positioning of local languages with respect to the national one. In his book The Novel in 

Javanese, George Quinn points out two influential voices that have made these kinds of 

statements, one Indonesian and one Western. The first is the Indonesian intellectual 

Sutan Takdir Alisjahbana. Quinn summarizes Takdir Alisjahbana's statements on the 

need for a separate national culture. The first is a summary of his statements made in 

1954, and the second is of statements made in 1979. 

The national culture of the future Indonesia could not be a continuation of 

Javanese culture, Malay culture, Sundanese culture or any of Indonesia's 

something, and that talk brings forgotten things to memory. 
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other cultures. The culture of the new state had to be free of provincialist 
colour. The Javanese, he said, would have to give up their Javanese 
culture, for it they did not, they would endeavor to bring to Indonesian 
culture the provincial spirit of Javanese culture. Grafting the new 
Indonesian culture on to the old regional cultures could only give rise to 
division and dispute (Takdir AUsjahbana 1954:16-8). (Quinn 1992: 
274-275) 

We should realize, he says, that the question of cultural development in 
the modern world is a question of global unity, of the unity of all peoples, 
for modem culture based on science and economics has unified the world. 
Anyone who rejects the equation of modem culture with unity is living in 
the multifarious past (Takdir Alisjahbana 1979:55). (Quinn 1992: 275) 

These statements claim that forgetting local differences is the key to building a 

modern nation and avoiding conflict. This kind of ideology has had a powerful effect on 

the practice and institutionalization of Bahasa Indonesia (cite book). Such statements 

denigrating local languages in favor of Bahasa Indonesia are made not only by 

Indonesian intellectuals but by Western ones as well. In exploring the position of the 

Javanese novel within the broader category of Indonesian literature, Quinn cites a 

pseudo-Whorfian perspective voiced by the Indonesianist Benedict Anderson in a paper 

presented at a conference on multilingualism in West Java, Indonesia. 

In essence Anderson argues that, because of the presence of rigidly 
entrenched honorific levels in Javanese which are not separate 
'languages' tied to certain social groups but suffuse the speech of almost 
all social groups, the language is irredeemably feudal in character, it has 
'menacing socio-cultural implications', and cannot be used by writers 
seeking to examine their culture in any kind of critical or irreverent way 

(Anderson 1981). (Quinn 1992: 276) 

Again, forgetting is valorized as the necessary component to achieving a modern 
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national culture. Recall the quote from Goenawan Mohammad above where he said 

"forgetting began with the politics of language." The choice of Bahasa Indonesia, the 

language of a small minority group already widely used as a trade language, furthered the 

project of forgetting because it did not belong to a large local cultural group and had been 

long used as linguistic bridge. Bahasa Indonesia had, and continues to have, great 

potential as a vehicle for public communication with wide circulation. 

This potential for publicness and circulation is a function, in part, of the 
suppression of those indexical links to particular contexts—to social 
interactions, parochial memories, traditional hierarchies, obscure 
places—that are part of what make 'local' languages supposedly unfit for 
the nation. (Keane 2003:509) 

The examples I will present in the following chapters are of Indonesians who are 

highly aware of the negative results of this forgetting and who are working to eliminate 

forgetting as a necessary feature of using Bahasa Indonesia or of having a national 

culture. They are doing this precisely by recreating indexical links to particular local 

contexts, but they are doing so within the national language, Bahasa Indonesia. 

Specifically, poets and performers use sounds as indexes without changing the syntactic, 

morphological, or lexical structure of Bahasa Indonesia. This enables them to be 

speaking 'only' the national language but to be simultaneously remembering local 

diversity. 

The third important feature of the history of Bahasa Indonesia as a national 

language is that its institutionalization has been and continues to be part of a 
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self-conscious process of development by its speakers and writers. It was first identified 

as the national language in 1928, before Indonesia even existed as a nation, when the 

members of the Youth Congress made a self-conscious choice to call it the language of 

national unity. 

The rise of Indonesian after independence (1945) was marked by highly 
self-conscious acts of elites attempting to make language the object of 
their deliberate actions, such as its recognition in the first constitution 
(1945) and state sponsorship of several language conferences (Halim 
1984). (Keane 2003: 513-514) 

It has continued to be the object of self-conscious manipulation as the language of 

political discourse (Keane 2003, Errington 2000) and as the language of the media. Part 

of what makes Bahasa Indonesia susceptible to self-conscious manipulation, in ways that 

are not available in one's local language, is that without the indexical ties to tradition, 

history, culture, and literary allusions, it is free for anyone to inhabit and make of it what 

they will (Siegel 1986, 1997, Errington 1985a, Keane 2003). 

The next section outlines how Indonesian poets made use of this potential for 

self-conscious manipulation to create a new literary genre - poetry in Bahasa Indonesia. 
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4.2 Indonesia, Puisi Aku (Indonesia(n), my poetry) 

"...the history of Indonesian still contains alternative futures, streams of heteroglossia lost underground 
that may yet surface." 

Web Keane (2003: 505) 

Just as there was no language Bahasa Indonesia, there was no literature in Bahasa 

Indonesia before independence in 1945^°. With the access to Western texts and control of 

print production that came with the leaving of the Dutch and the Japanese from the 

archipelago, Indonesian literati began to imagine a new poetry - puisi. An influential 

part of the context in which puisi emerged was the willingness and ability of publishers to 

create printed poems in books, newspapers, and magazines that could be made widely 

available to the public. 

Surrounding the emergence of puisi in Bahasa Indonesia were ideologies that 

drew on global and individual experiences. Instead of seeing their work as embedded in 

local Indonesian literature, the poets who called themselves "the generation of '45" saw 

themselves as "jointly the heirs of world literature" (Raffel 1967:91). The integration 

with western ideologies allowed modern poets to stand apart from their context to see 

themselves and their situation, a perspective not necessarily available in traditional 

literary genres. This distanced view was not completely satisfying, however, in that poets 

expressed both a longing for the past and a feeling of confrontation with the present. 

Disconnected from the traditional social constraints on respectful language, the 

tone of these poems was at times intensely ironic with only a faint bow to traditional 

Although both Keane (2003) and Raffel (1967) trace the roots of self-conscious literary development in 
Malay to the 1920's. 
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Javanese society (Aveling 1975:xviii). The poet Chairil Anwar, for example, wrote a 

poem addressed to the president of Indonesia, "not in the voice of traditional or approved 

language that would be commonly used in this kind of exchange, but in the poets' own 

voice, revolutionary, individual, disrespectful, and looking for change (Raffel 1967:89). 

The emergence of this new poetic genre in the national language was driven by 

the work of those Indonesians able to most benefit from the access to Western texts and 

most able to make use of print media. These were people who could read literature in 

multiple languages, which made them a significantly elite set in place where the majority 

experienced literature as oral. Some contemporary writers spent time abroad, (for 

example Rendra spent four years acting in New York during the 1960's) and drew on 

these experiences as subject matter for their poems. In the data I present, it is still the 

case that contemporary poetry in Bahasa Indonesia is created and disseminated by the 

highly educated, but there is a conscious and concerted effort to make the effects of this 

poetry felt and appreciated by the masses (or the 'masyarakat' in Bahasa Indonesia). 

What is striking is not that Indonesian poets see the masyarakat as the necessary 

recipients of the arts. Notice the following observation about traditional poetry in Bali. 

Through the performance, the reading clubs, the studying of the written 
texts, the statues, the paintings the temples and festivals and so on, this 
poetry is brought before the eyes and ears of all every day. It is a shared 
culture: performances and reading clubs are democratic, and prince and 
share cropper participate equally (Wallis 164-65; Lansing 75-92,143-
148). (de Vet 1996: 72-73) 

What is striking is that when compared with the gap between elite poets and the general 

public in the United States, Indonesian poets reach a much wider public audience. 
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Part of imagining a new poetry,was the purposeful manipulation of Bahasa 

Indonesia to test its limits (Raffel 1967). Poets had to fight against a prior language 

ideology, hinted to above, that Malay was unfit for complex expression. To do this, poets 

made self-conscious innovations, for example in what could count as a possible structure 

of an Indonesian poem and what could count as a word in Bahasa Indonesia. In the 

structural innovation, poets borrowed forms like the sonnet from western literature, and 

in the lexical innovation, they borrowed morphological processes particular to one lexical 

class and used them with words from other classes". 

According to Indonesian literary scholars, there have been two great innovators in 

Indonesian poetry (Wiyatmi 2001): Chairil Anwar (1922-1949) and Sutardji Calzoum 

Bachri (contemporary), both originally from Sumatra. In the following chapters, I 

present many examples of Sutardji's poetry, but here 1 offer one example of how Chairil 

Anwar self-consciously manipulated the new national language in creating a new 

Indonesian poetry. "Anwar wrote only seventy-odd poems.. .but his was a complete 

revolution of language, of form, and of out-look; the effect was irrevocably to transform 

bahasa Indonesia as a literary tongue" (Raffel 1967:81). 

Anwar transformed the poet from a keeper and repeater of traditional texts into a 

person with a unique identity claiming and brazenly announcing his selfhood to his 

readers. With his brave innovation of rhythms and 'appalling honesty' (Raffel 1967: 88) 

in his expression of his thought and his world, Anwar proclaimed the individuality of the 

poet. His idea that the poet was a creative individual rather than a 'repeater' of 

" For an example of nominal reduplication applied to verbs in the poetry of Effendi, please see Raffel 
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community texts is distilled in his shocking use of the familiar first person pronoun 'aku,' 

instead of the more formal soya (Goenawan Mohammad 1995). 

The most famous line in all poetry in Bahasa Indonesian is from Anwar's poem 

entitled 'Aku' or T and reads: 

Aku ini binatang jalang dari kumpulannya terbuang 
(I this animal wild from group poss. discarded) 
I am a wild animal, discarded from his group 

"Every Indonesian school child surely has memorized these poetic lines of that foremost 

poem, that is also entitled Aku - a title that has no comparison in the history of modern 

Indonesian poetry" (Goenawan Mohammad 1995: 298). There is no comparison for 

these lines because of the novelty and forcefulness of Chairil's proclamation of selfhood. 

Mohammad points out that this proclamation ultimately failed to evoke a permanent 

change in usage to the familiar first person pronoun because the use of aku raises 

uncertainty in the relationship between the speaker and the hearer, whereas soya is "a 

straight street which is safe" (ibid). Fifty years after the poem's publication, it is still 

difficult to use aku in Bahasa Indonesia. Mohammad writes, ''Aku raises nervousness. 

Aku is something that is cursed. What is safe is not only saya, but kami, and in the end 

not only kami, but kita"" (1995: 299). Yet as poetry, the line itself has an almost 

universal recognizability that comes from its continued repetition. I heard this line 

repeated in plays and on television shows. Often when people found out that I was 

1967: 47-49 
Kami', first person plural exclusive, Kita\ first person plural inclusive. 
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studying Indonesian poetry, they would perform this line as evidence of their familiarity 

with my topic of interest. 

Although much can be (and has been) said about Anwar's unique contributions to 

the making of a new poetry, I have mentioned this use of aku for three reasons. First, the 

use of aku illustrates the relationship between having a particular ideology (i.e. one 

favoring individualism) and the use of a particular linguistic form (i.e. the familiar first 

person pronoun aku). It is this particular kind of process, linking ideology to linguistic 

forms, that continues to be elaborated in the examples of Indonesian poetry I present in 

what follows. Second, the attempt to have aku replace soya in Bahasa Indonesia is an 

example of an attempt at national forgetting, specifically an attempt to forget the 

historically validated relationships of community in favor of modern individualism. 

Keane describes how the use of 'aku' functions in forgetting as follows. 

The conscious choice of this word seeks not only to dislodge the speaker 
from existing social relations, the world of his or her birth, but also asserts 
a modernist claim to personal autonomy. This autonomy is manifested in 
the speaker's agency relative to language itself, in the choice to step out 

of—even to sacrifice—one language and not only to speak another one 
(this, after all, has always been an option in multilingual situations) but to 
improve it and, in the process, to claim a public persona markedly apart 
from some presupposed prior self and its social relations. (Keane 2003: 
522) 

Third, the fact that the attempt to replace soya with aku in Bahasa Indonesia failed {aku is 

still the marked form), perhaps illustrates the pressure exerted by non-national language 

ideologies on the establishment and use of the national language. An opposition between 

the familiar aku and the more formal soya mirrors, though only very simply, the speech 

levels inherent in 'local' languages, (for example Javanese, the local language with the 
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most speakers). Features and ideologies of local languages are being used in 

contemporary poetry in Bahasa Indonesia to establish links with the local and to convey 

local diversity. 

In the following section, I describe the presupposed, prior literary context in 

which the 'new' Indonesian poetry emerged. 

4.3 Features of the literary context 

Although Indonesian poetry was in many ways something new, something 

innovative, and something modern, and although in many ways it succeeded in 

extricating itself from traditional literary genres, there are three important features of the 

rich literary context in Indonesia that are present in some way in puisi. The chief feature 

is orality, to which the other two - presence and power - are connected. 

For most people, the experience of traditional literature in Indonesia has been, and 

continues to be, an aural one. Literature is performed orally in the form of plays, as part 

of festivals and ceremonies, or for entertainment and discussion. Shelly Errington 

describes the situation for one poetic genre, Hikayat Malay as follows. 

Hikayat were written, but they were written to be read aloud in a public place. As such, 
they are better considered notes for a performance than texts to be read in quiet 
solitude. People listened to, rather than read hikayat. They were attracted into its 
reality through the voice of the narrator. (1979:240) 

Therese de Vet describes a similar situation for reading poems in Balinese, written on 

palm leaves, or lontar. 

To the Balinese, performance does not necessarily mean a theatrical event in the Western 
sense. One kind of performance is the reading out loud of a manuscript in a 'reading 
club' consisting of a main reader, a 'translator' and an attentive audience which 
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discusses the line which has just been read out loud (and translated).. .Even when 
alone, a reader will chant out or vocalize the text, since melody, meter and vowel 
length are vital for the determination of meaning (Wallis 1980:161-163). (de Vet 
1996:59) 

In his history of the development of Indonesian poetry. Burton Raffel points out 

the influence of the spoken Sumatran'^ poetic form called pantun. Pantun are the literary 

children of proverbs that generally have a very constrained four-line formal structure. A 

particular kind of pantun that was used for the speaking of magical spells is less 

constrained than other types with regard to number of words or syllables per line. These 

are perhaps the oldest type of pantun, and they were sometimes composed in a scolding 

tone of voice, which resulted in abrupt rhythms in performance. It is these pantun, 

perhaps the ones that required the most stylized performance, that most influenced puisi 

(Raffel 1967: 15). The fact that literature is prototypically oral, even when working from 

a written text, remains crucial and inseparable from reading puisi in Bahasa Indonesia, as 

does the publicness implied by its orality. 

The orality of traditional poetry further implies presence, both in the presence of 

an audience that hears the poem read aloud, as well as in the articulation of sounds 

making a physical presence in the world, whether or not an audience is listening. 

This present-ness of poetic language can itself become the subject matter of poetic 

language. In describing a scene involving the character Hang Tuah in a particular 

hikayat. Shelly Errington writes the following. 

Words flow from Hang Tuah's mouth sweet as honey when he visits distant lands, and 
those around him fell love. The almost palpable physical imagery of the words flowing 

Sumatra is the geographic center from which Bahasa Malay derives, the language transformed into 
Bahasa Indonesia. 
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from his mouth points to their active presences in the world; they do not stand apart 
from the world, explaining it or representing it. They are a presence, having their effect 
in the world. (1979:241) 

Further, the experience of the oral poem by the poet and the audience is itself a 

shared experience of presence, or a minimizing of distances. The distance between 

performer and text is minimized through the reading, the distance between performer and 

audience is minimized through the shared experience of sound, and the 'gap' between the 

world of literature and the shared present world is narrowed. 

In hikayat there is no meanwhile. Events are temporally flat, recounted when they come 
up. This means that the world cannot be seen as a distant object, separate from the 
reader. To be 'understood,' it must be taken as it is, when it comes. Its shape can be 
likened to a painting on a temple wall. If you stand back and view it from a distance, it 
is a confusing and unintelligible mass, simply because there is no perspective, no 
privileged point of view from which it all makes sense...Only by collapsing the 
distance between yourself and the story, literally, by going up close to it, can the story 
be followed." (S. Errington 1979:240) 

As we will see in chapters 4 and 5, performers of contemporary poetry are very 

concerned with minimizing the distance between author, text, and listener. They are also 

articulate in their ability to be explicit about how this presence relies crucially on the oral 

articulation of the sounds in a poem. 

Orality and presence imply a final but crucial aspect of the traditional literary 

background in which puisi in Bahasa Indonesia emerged, which is the power of spoken or 

articulated sounds to have a tangible effect on the world. "This belief in the power of 

'formed sounds' is widespread among Southeast Asian peoples, and appears to be very 

ancient" (Lansing 1983:77-78). 

Perhaps the Indonesian literary genre where this feature of Indonesian poetic 

language has been most studied and rearticulated by western scholars is the popular 
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Javanese shadow puppet plays called wayang. "Wayang reveals the power of language 

and the imagination to go beyond 'illumination,' to construct an order in the world which 

exists both in the mind and, potentially, in the other world as well" (Lansing 1983:82-83). 

It has been well documented that the performance of a wayang play is meant to 

coincide with a particular event or need of the audience (Ki Sarib Purwacarita 1998). 

The performance causes the need to be met. The puppeteer, or dalang, must find out 

what the audience needs before he chooses the play (Lansing 80). Becker writes that 

there are two uses "implied in the instruction books of the dalang; to exorcise danger or 

potential danger, and to contextualize the present in the past" (Becker 1979: 233). 

As mentioned above with respect to the poetry of Chairil Anwar, puisi emerged in 

tandem with the nation, and the creation and use of poetic language was seen as an ability 

to make real changes in the social order. This idea continues and will be illustrated with 

respect to how poetic language is used to recognize and cultivate diversity in 

contemporary performances. 

4.4 Summary 

"The power to control the sounding of the text... is the power to create the world." 
Lansing (1983:92) 

In this section, I have summarized how Bahasa Indonesia emerged as the 

language of the nation, how puisi developed as a poetic genre in this 'new' national 

language, and some of the important features of the traditional literary context in 

Indonesia. I have claimed that the particular features I have summarized here, i.e. orality, 
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presence, and power, are still present in contemporary poetry. I will support these claims 

with the examples of ideological statements and poetry in chapters 3 through 5. 

Although I have claimed that some features of the traditional literary context 

remain in contemporary Indonesian poetry, there are ways in which puisi is really a very 

new genre. The most important way relates to the possibility for innovation opened up 

by the ideology that Bahasa Indonesia belonged to no one and no place in particular, 

(although it clearly 'belonged' to native speakers of Malay). This distancing from 

traditional or local contexts enabled an experimental freedom in the structure of poems, 

in the structures of language, and in the functions of language that could be expressed. 

Traditional poetry, although allowing some innovation in performance, required strict 

adherence to particular phrasings and even particular wordings of at least some parts of 

the poems (S. Errington 1979), and did not allow the much broader kind of innovation 

possible in puisi. 

The poetry I will present in what follows, takes this licensing to innovate to re

establish precisely those links with diverse local contexts, the forgetting of which initially 

enabled its very creation. It establishes these links through sound. 

5. Early Motivations and Questions 

Readings in anthropology on verbal art in Indonesia had interested me in the fact 

that various Indonesian groups had traditionally articulated a language ideology that said 

that performing poetic language on particular occasions could cause actual change in the 

social order. Shelly Errington (1979) had pointed this out for Hikayat Malay, where 
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poets are invited to read relevant passages in villages experiencing an upset in the social 

order. Pete Becker (1979) had shown how Javanese shadow puppet theater, wayang 

kulit, was used to articulate and distill public opinion, as well as drive out any harmful 

spirits that might be lurking about particularly auspicious life events. Joel Kuipers (1990) 

had shown how performances of poetic language accompanied ritual exchange resulting 

in regulating the local economics of villages, a practice (the speaking of the texts 

themselves) discouraged and then outlawed by the national government. 

The questions that emerged from my interest in these descriptions were: How 

does this actually work? What about saying poetry makes change happen? What do 

these performances sound like? 

Other readings in anthropology about the nation and the properties of Bahasa 

Indonesia, as well as my own knowledge of this language from the nine years of my life 

in Jakarta as a child made me curious about whether or not this language ideology 

applied to discourse in the national language. All the descriptions I had read were about 

the articulation of these ideologies in local languages, Bahasa Daerah, in cultures and 

groups who often used this ideology to resist unwelcome change brought by national 

domination and the national language, or in attempting to retain local identities. 

Within formal linguistics, work on prosody and metrics of poetry in English 

motivated an interest in Indonesian poetry (Jakobsen 1960, Hammond 1991, Hayes and 

MacEachern 1998, Oehrle 1989). This work models the grammars of poets as evidence 

in the texts - a focus on competence. I became intrigued, however, with the possibility 

that a readers' grammar could be similarly modeled, i.e. that readers would read a given 



60 

poem in an alike enough way to warrant grouping their readings in a class. As I began to 

appreciate the difficulties and possibilities for modeling the intricacies of rhythm in 

English poetry, I began to wonder how Indonesian poems would or should sound. 

Anderson (1990), Errington (2000), and Seigel (1986) had discussed Bahasa 

Indonesia as a language that gained its authority from not being tied to the local, and 

therefore made it a good language in which to conduct politics. I knew from reading 

Burton Raffel's (1967) history of Indonesian poetry that puisi emerged as an attempt to 

make Indonesian a literary language. Analysis and descriptions of this art form focused 

on its relationship to Western poetry and its emergence in print media, which gave it a 

more widespread distribution than it would have had as a local, oral text. 

I had two bits of information that lead me to believe that contemporary 

Indonesian poetry would have interesting performance aspects. The first was a memory 

of watching variety shows for children in Bahasa Indonesia as a child. I remembered a 

certain labored presentation where poems were recited in a loud voice, usually 

accompanied by slow movements of the hands with uplifted palms in sort of beseeching 

of the audience. The second was the lucky meeting of an Indonesian poet studying in 

Arizona before I left. She agreed to read for me, and what she did sounded very different 

than her regular speech, although I was at a loss to describe what it was she was doing. 

She insisted that each performance was only her own interpretation. 

I took the following specific questions with me to the field: What makes a good 

reading of a poem? How do you know how to read a poem? Does the ideology that 

performed poetry causes social change apply to poetry in Bahasa Indonesia? If so, how is 
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this ideology (re)-articulated? What is the relationship between this ideology and the 

actual sound (the phonetic elements) of the performance? 

4. Field site: Jogja 

My main research site was the city of Jogjakarta in Central Java, considered to be 

one of the most important cultural centers in Indonesia. Jogjakarta, also known as 

Yogyakarta, or Jogja to its inhabitants, is its own political entity, autonomous from the 

rest of Central Java. As a province it is called the Daerah htimewa Yogyakarta (Special 

Territory of Yogyakarta) directly governed by the Sultan Hamengku Buwono X, the 

descendent of Hamengku Buwono I, who founded Jogja in the mid eighteenth century. 

Although the original power of the sultans has been reduced in the national context (the 

current Sultan and his father, however, have played significant roles in national politics), 

the Sultans have maintained a strong local authority and popularity through continued 

enactment of court ceremonies and patronage of the arts and literature. 

Cities in Indonesia each have their own mottos ubiquitously appearing on signs 

and the walls of buildings. Jogja's motto is "Jogja berhati nyaman" which means that 

Jogja has a heart that is 'pleasant' or 'comfortable'. While there doing research with my 

family in the wake of 9-11,1 was constantly reminded by friends, neighbors, and 

acquaintances we made around town that regardless of what might happen in 'other' 

places in Indonesia, 'Jogja was pleasant and comfortable, wasn't it?' We could heartily 

agree that for us Jogja was indeed very pleasant and that we were quite comfortable. As 
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we will see in what follows, people in Jogja take their motto very seriously, and strive to 

create and maintain a reality that matches their motto(s). 

People in Jogjakarta pride themselves on their open-minded acceptance of 

difference and their reliance on non-violent solutions to conflict. On several occasions I 

was told how Jogja was able to avoid the destruction experienced by other cities during 

riots in 1998 when Indonesia's second president, Suharto, was removed from power after 

a thirty-year rule commonly referred to as Order Baru or the New Order. First, I was 

told, the Sultan forbade it, and people in Jogja still listen to the Sultan. Second, people 

who owned and ran businesses came out to the streets and provided the demonstrators 

with water and snacks. Therefore, there had been no fires. There had been no looting. 

Our closest neighbors were two families, one Muslim and one Christian, to whom 

religious differences seemed insignificant. The parents in the Christian family were a 

mixed Chinese and Javanese couple, and the parents of the Javanese Muslim family, 

whose own children were grown, were the adopted grandparents of the first family's four 

children. We found it nearly impossible to interact socially with either one of the 

families separately, as we would always be reminded that the other family should be 

included in whatever activity we were planning. 

In this atmosphere, culture and scholarship have been and continue to be nurtured. 

The city is home to about one hundred institutions of higher learning (Universities, 

Colleges, Seminaries, art schools, etc.) teaching over 180,000 students (from the 

Jogja.com website, under 'pendidikan' or education). This means that the city's 

population, though mostly Javanese, is made up of a significant number of people from 
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all over Indonesia. The arts, both traditional and modern, flourish there, and there was no 

shortage of poetry events to attend, people interested in poetry to talk to, or commentary 

on poetry to listen to or read. 

Here I provide only two brief examples of why Jogja deserves its political 

designation as a 'special territory.' The first example centers on calling the city Jogja 

instead of the official, nationally designated 'Yogyakarta'. Whereas Yogyakarta invokes 

the national, Jogja invokes the local, the Sultan, and the people. While we were there, a 

particular stylized written form of the word 'Jogja' appeared more and more frequently 

around town. It can be seen below in Example 1. A good friend and political science 

student, who worked on occasion in helping to promote Jogja as 'the' place to visit in 

Java, told me that this particular written form was being used as a sort of emblem for the 

city as it was a reproduction of the Sultan's own handwriting. She explained its 

symbolism as well, saying that the horizontal line on the 'J' was an umbrella protecting 

the child pictured by the 'o,' the form of the writing itself representing the Sultan's 

protection over the people in Jogja. She also told me that the reason the Sultan wanted to 

use Jogja instead of Yogya was that it was easier for foreigners to say. 

Figure 1 
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The particular reproduction of the Sultan's written representation of the word 

'Jogja' in Example 1 comes from the Jogja dot com website, which also has something to 

say about why 'Jogja' instead of 'Yogya'. In the 'about us' section of the site, the 

creators say that "Jogja DOT Com was born out of love for the city of Jogjakarta." Later 

they say, "Purposefully, we chose the word Jogja not Yogya to situate ourselves to follow 

the term of address of the people (orig. masyarakat), both within as well as outside the 

country, that call this city with the word 'JOGJA'." People who are from Jogja, say the 

word with prevoicing on the /j/s, which is captured with the 'j' orthography but not with 

the 'y', They also articulate a lengthened glottal closure after the /o/ and before the /g/. 

(Realizing this I finally understood the Dutch spelling 'Djokdja'.) 

The use of 'Jogja' instead of 'Yogya' emphasizes the city's local government as 

well as focuses on the voices of the people who live there. Jogja is istimewa, or special 

because it retains a certain amount of political and ideological autonomy which people 

there perceive is different from other places in Indonesia. 

The second example of Jogja's special-ness has to do with its status as a cultural 

center and its perception by people as a special place for literature. The following 

transcription is taken from an interview with an undergraduate Indonesian literature 

student. It was spoken in one complete monologue. 

I. Kalau soya memang asli Jojga 
As for me it-is-indeed-so originally Jogja 
As for me, I am originally from Jogja 
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2. dan soya merasakan Jogja itu memiliki banyak pelangganan sastra. 
and I feel Jogja it possesses many customer/subscriber literature 

and I feel Jogja has a lot of consumers/subscribers of literature 

3. Fa, ya kita kita memasuki dunia sastra itu seperti berlatih berenang. 
yes, yes we we enter world literature that like practice swim 

Yes, yes, we, we enter the world of literature as if practicing to swim. 

4. Kalau kita cuman tahu teorinya, tanpa kita terjun ke kolam renangnya, 
If we only (slang) know theory+poss. without we dive to pool swim+poss. 

If we only know the theory, without diving into the swimming pool, 

5.ya samaaja,  nggakbisa .  
yeah same just (slang), not able 
yeah, it's just the same, you can't do it. 

6. Kita memang harus terjun, berenang, 
We it-is-indeed-so must dive, swim. 
We really must dive in, swim, 

1. dan itu baru nanti bisa berenang, kan? Mungkin juga pula sastra. 
and it only now later able swim, isn't it? Maybe also likewise literature, 
and only then are we able to swim, right? Maybe it is likewise with literature. 

8. Di sini kebetulan memang kota budaya 
At here happen to it-is-indeed-so city culture 
Here it happens to be indeed a city of culture 

9. dan banyak sekali kolam renang sastra. 
and many very pool swim literature. 
and there are very many literary swimming pools. 

10. Dan soya merasa, iya, sangat senang gituh di Jogja 
And! feel, yeah, extremely happy like that (slang) at Jogja 
And I feel, yeah, extremely happy, you know, in Jogja 

W.di  mana soya bisa  main-main ke  sas trawan atau komuni tas  sas tra .  
at where I able play"* to literary person or community literature 
where I can visit writers or literature communities. 

Reduplicated, meaning to play around or play repeatedly. 
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12. Di situ justru sangat kemampuan proses kreatif itu terdukung sekali. 
At there precisely extremely capability process creative that supported very 

There, of course, creative-process capabilities are very much supported. 

13. Jadi, seperti kolam renang-lah. 
So like pool swim-particle^^ 
So, it's like a swimming pool. 

I want to point out two things in this text. First, in my own experience I was 

fortunate to visit literary people in Jogja too. Writers and artists, like all the other 

Indonesians I met, were open and interested in dialog, and would invite me and others to 

come 'play' (main) at their place. Some of them came to 'play' at my place. Second, the 

speaker points out that knowledge of theory is not enough, that what makes Jogja special 

is its jump-in-and-swim approach to literature which means actually doing literature. A 

well-known Jogjan artist, Djaduk, who is also a theater actor, director, gamelan musician 

and composer told me at a seminar that ethnomusicologists often ask him "What is the 

theory behind your music?" and he looks at them, presenting his body with his hands and 

says "/ am the theory." "It confuses them," he added, and laughed. 

It is not only orange Jogja (people from Jogja) who say that Jogja is special. 

Most of the people I knew in Jogja were not in fact from Jogja, but they would often tell 

me that they were there because it was such a special place. Another undergraduate poet 

from not originally from Jogja, in the same interview as the one transcribed above told 

me that when she was looking for a place to study she chose Jogja because it was "a 

barometer for education" and it was able "to give birth to many literary figures." 

Particle pointing out tlie main idea of the sentence. 
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I went to Jogja expecting to find poetry readings, but was surprised how many 

poetry readings there actually were.. I heard poetry in large performance halls, from 

outdoor stages, on street corners, and at a sidewalk cafe. There were several poetry 

festivals in Jogja during the year I was there, as well as several conferences on language 

and literature, not surprising perhaps given the number of universities. Literary scholars, 

writers, and performers were working on a performance genre gaining popularity called 

musikalisasi puisi (musical poetry), which combined instrumental music, poetry, singing, 

and acting. I attended two multi-day festivals of musical poetry, which also included 

discussions of what musical poetry was and should be - for example whether or not 

singing 'lyrics' was the same as or different than musical poetry. 

Poetry was present not just in Culture, but in popular culture as well. I present 

three examples. First, the big hit movie that year was a teen love story film called ''Ada 

apa dengan Cintal" (What's up with Love?) where 'Love' or Cinta was also the name of 

the main character. The story takes off from a high school poetry competition and the 

surprise winning of the event by the main male character, a passionate poet and social 

recluse. Following the movie, the frame 'Ada apa dengan...' or 'what's up with...' 

appeared in newspaper headlines and talk shows to introduce all sorts of topics. 

Second, while we were in Jogja, a famous Indonesian actress Tamara Bleszynski 

spent months rehearsing and learning how to 'read poetry' for a special television event, 

where she performed live with her husband and others. The event was filmed before a 

live studio audience in a luxury hotel in Jakarta, and included elaborate costumes and a 
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live orchestra. Leading up to the performance, Sunday women's magazines carried the 

story of Tamara the mother, wife, actress, and now poetry reader. 

Third, one of the first poetry 'readings' I attended was a stage production that was 

on tour called 'Pyarr'. It had been presented at over 30 events around Indonesia, winning 

awards along the way, and consisted of the poems by the poet Emha Ainun Ajib either 

sung or performed with live gamelan and electronic music, accompanied by acting, sound 

effects and stage lighting. Its name, 'Pyarr,' is the sound of breaking glass^®. The chorus 

of the theme song was very catchy. Once, months after the event, a street performer got 

on a public bus I was on with a small stringed instrument like a ukulele and sang an 

acoustic version of the song for the commuters. I heard from several different people of a 

poet/performer wearing a red beret who sometimes climbed on public buses on a 

particular route to loudly perform poetry for the captive audience and then collect change. 

I regret never having been on the same bus as he. 

In the field, I expected to find ideological statements about what poetry was and 

how it functioned in society. I expected that they would be coherent statements about 

language that would point, iconically, to language forms. I expected that people would 

be willing and able to tell me these ideologies, and that what they said would match up in 

some way with what they actually did. 

Tell me they did, over and over again, and in many forms. I found information 

about poetry from many sources, and have had to choose only some to present here. I 

have divided the ideologies into two large groups, ideologies that talk about poetry's 



function (chapter 3), and ideologies that talk about poetry's form (chapter 4). Functional 

ideologies answer questions about how poetry in Bahasa Indonesia can be said to cause 

social change. Formal ideologies are statements about how poetry should be performed, 

and they answer questions about how ideologies are connected to articulation. In the 

following two chapters, I present a variety of texts that articulate and clarify these 

ideologies. 

Its subtitle was Umat Amat Amit-Amit, or the People (usually refers to the people of Islam) are awfully 
amit-amit, which is an exclamation meaning "God forbid!" 
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CHAPTER 3 'PRESENTING INDONESIAN IDEOLOGIES: 
POETRY'S FUNCTION' 

0. Chapter Outline 

1. Introduction 

1.1 Organization 
1.2 Key Words approach 

2. Ideologies of Function: The Newspaper 

2.1 The newspaper - ^Kedaulatan Rakyat' 
2.2 Ideology 1: The citizens will be developed. 
2.3 Ideology 2: Diversity will be unearthed. 
2.4 Reading two short articles on change 
2.5 'News in Brief 
2.6 Summary and comparison 

3. Ideologies of Function: International Poetry Festival 

3.1 The program book 
3.2 A welcoming speech 
3.3 Summary 

1. Introduction - two textual sources 

Articulate, /ar.ti.kyu.lit/ adj . The ability to speak, wax 
eloquent about a topic. Indonesians are articulate about 
poetry and its function in society. 

Ideological statements about the function of Indonesian literature in society are 

not hard to come by. In Indonesia, people are making conscious choices about what to 

say about poetry's purpose. The sound of their voices articulating ideas about 'literature 

and the citizens' and 'unity in diversity' has built up to the steady hum of a chord. 

In this and the immediately following chapter, I endeavor to convey the ubiquity 

of these Indonesian articulations about literature in general and poetry in particular. 
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These ideological statements appear in many places, but they are not everywhere 

identical, or to say it differently, they do not appear in precisely the same ways in 

different sites (Philips 2000,1982). I have called the chord, or the entire unified complex 

of all of these language ideologies together 'Language Celebration in Bahasa Indonesia.' 

In this and the following chapter, I identify the components of this ideological 

complex. For presentation, explication, and analysis I have grouped the various 

ideological statements into several categories, the broadest category division being 

between ideologies explaining the function vs. the form of literature in Bahasa Indonesia. 

Each of these categories is further subdivided into smaller groupings, as diverse 

ideological statements cluster around the use of particular words or the expression of a 

particular idea. 

The component ideologies I identify appear in media specific to literature (text books, 

poetry anthologies, university lectures) as well as in everyday talk and interviews. 

However, they surface with special clarity and high frequency in formal essays and 

reports published in newspapers. I found this pervasiveness in the popular media to be 

surprising since my understanding of the development of puisi in Bahasa Indonesia was 

that it was a project of the elites, and the newspaper was clearly a media for 'the masses.' 

What I found in the Jogjakarta newspaper Kedaulatan Rakyat were frequent, clearly 

articulated, and coherent statements by individuals from a variety of backgrounds about 

the function of literature and poetry in Indonesian society as well as the proper form for 

reading poems aloud. Because of this, much of the data in this and the following chapter 

are taken from newspaper clippings. 
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This chapter presents the component ideologies of Language Celebration that address 

poetry's function. Chapter 4 presents the component ideologies of Language Celebration 

that address poetry's form. 

1.1 Organization 

There are two broad yet coherent components the ideology of Language Celebration 

that address the function of literature in society. The first component says that literature's 

role is to develop the citizens. The second says that literature enables the unearthing of 

pluralism, or facilitates "unity in diversity." To show how prevalent these ideologies are, 

and to map out their particular internal components (including an examination of the 

words used to articulate these ideas), I present data from diverse sources. These sources 

include talk about poetry and literature, newspaper clippings, conference presentations, 

scholarly articles, poems, literary criticism textbooks, and responses to interviews and 

questionnaires. 

In section 2,1 present articulations of these component ideologies from a widely read 

Jogjakarta newspaper. In section 3,1 present statements of these components found in 

texts created around a particular poetry event, namely the first International Poetry 

Festival in Indonesia. 

By the end of Chapters 3 and 4, we will have examined a range of statements 

from diverse sources that have specific reference to and in the performances of 

Indonesian poetry to be presented in Chapter 5. We will know how Indonesians claim 

literature functions in society and how poems should be read. We will have translated 
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and articulated the specific language ideologies that will be argued to function like a 

grammar of language in Chapter 7. 

1.2 Key words 

To provide a handle on these multi-sited ideologies (Philips 2000), I use a key word 

approach: I organize the ideological statements around key words that are used 

repeatedly in the articulation of these ideologies. Work by Raymond Williams (1976. 

1977) in social theory, as well as by George Lakoff (1980,1996) in mapping metaphors 

have greatly influenced this approach. 

2. Ideologies of Function: The Newspaper 

Pagi-pagi sekali loper koran itu sudah nongol di depan pintu 
Very early In the morning that newspaper delivery-man sticks his head in at the door 

menaruh koran di pangkuanku seraya berpesan: 
puts the newspaper on my benches while instructing 

"Jangan percaya koran. Koran cuma bohong-bohongan." 
"Don't believe the newspaper. The newspaper is only fibs." 

Dan setiap akhir bulan, saat menerima uang langganan, 
And every end of the month, when receiving the subscription money 

ia tak pernah lupa mengingatkan: "Jangan percaya koran. 
he never once forgets to remind: "Don't believe the newspaper. 

Koran cuma bohon-bohongan." 
The newspaper is only fibs." 

Suatu siang loper koran yang tak pernah membaca koran itu 
One afternoon the newspaper delivery-man who never once read that newspaper 

mati ketabrak mobil wartawan... 
died hit by a reporter's automobile... 

Excerpt from the poem 'Loper Koran' by Joko Pinurbo published in Celana (1999) 
read at the International Poetry Festival in Solo, April 2002 
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There are two broad categories into which statements about the function of 

literature in Indonesian society fall. These are the idea that literature builds up the 

citizens or the public, and the idea that literature can enable people to unify and 

appreciate diversity. The second component is really a specific way in which the first can 

be realized. Both ideologies" rely crucially on the idea pervasive in traditional 

Indonesian literature that literary language has the power to affect real change in the 

non-literary world (summarized in chapter 2). 

The idea that literature can have very real consequences for politics and social 

change is articulated everywhere sastra (literature) is mentioned. Knowing that the 

power of literary language was a common ideology in local traditions, I went to the field 

wanting to know whether this idea had been kept or reinvented as part of contemporary 

ideologies about literature's function in the national language. The article in (1), below, 

is a typical and current articulation of the direct effect literature can have on social and 

political life, and allays all doubt that this ideology is still current. 

Example (I) is from a newspaper article in the nationally distributed English 

newspaper. The Jakarta Post. It epitomizes talk and writing about the function of 

literature in society, and articulates both components of functional ideology. Its tone, 

serious and hopeful, is repeated in textbooks, scholarly articles and discussions, 

interviews, and many newspaper articles written in Bahasa Indonesia. 
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(1) The Jakarta Post, November 06,2001 

Literary Experts Offer Unity Concept 

MEDAN, North Sumatra: At least 150 literary experts began a 
national conference in the North Sumatra capital of Medan on 
Monday, offering cultural approaches to prevent the country from 
breaking apart. 

The three-day conference of the Indonesian Literature Association 
(HISKI), entitled Indonesian Literature and the Problem of Cultural 
Pluralism, was attended by several literary experts from the 
neighboring nations of Malaysia and Brunei. 

The participants said the forum will issue a recommendation to help 
the diversely-populated country maintain unity among the people by 
promoting local cultures..." 

Unity in Diversity, or Bhinneka Tunggal Ika is the motto of the Indonesian nation. 

This is the change towards which literature in Indonesia is striving; it is the change that 

literary people are saying they want to effect. It is the change that they are effecting. In 

this section, I examine the ways in which literature's function to change the citizenship, 

particularly towards a unified appreciation of diversity, is articulated and ideologized. 

2.1 The newspaper — 'Kedaulatan Rakyat' 

The local Jogjakarta newspaper I 'read' was Kedaulatan Rakyat, which translates 

as Sovereignty (of the) Citizens. The word rakyat, 'citizens' or 'populace,' and its 

related word masyarakat, meaning 'society', 'community', 'the public', 'inhabitants', and 

'the people' are invoked as the target audience for receiving the benefits of literature. 

I use the terms 'ideologies' and 'ideological components' interchangeably. The larger phenomenon I am 
describing, i.e. Language Celebration, is a conglomerate of many language ideologies. When I refer to 
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Rakyat combines with other words to mean 'masses', 'common people', 'proletariat', 'the 

poor', and 'the electorate'. Ke-rakyat-an means 'democracy', or 'rule by the people.' 

The newspaper's motto, which appears directly under its title, is "Suara hati 

nurani rakyat" which means the inner voice of the people. This is the same voice that 

Rendra, perhaps Indonesia's most famous living poet, says it is the purpose of literature 

to awaken (International Poetry Festival Solo, April 2002). I will focus on the voice in 

the next chapter, but I am reminded here of a pair of stamps issued while I was in Jogja of 

the young and the old Sukarno (Indonesia's first president, famous for his moving 

speeches) which quoted his epithet, the 'Penyambung Lidah Rakyat Indonesia'^^. (The 

stamp of the younger Sukarno is in figure 2.) Penyambung means 'connector, 

mouthpiece', lidah means 'tongue', and again we have rakyat. Sukarno was the 

conveyor of the messages that were already on the tongues of the Indonesian people, and 

he conveyed them in a connecting way. 

Language Celebration, I will call it 'an ideological complex.' 
Rendra also comments on this in his welcoming remarks to the festival, see below. 
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Figure 2 

This newspaper, Kedaulatan Rakyat, written in Bahasa Indonesia, is widely 

distributed and read in Jogja. Universities and public places around town post a copy of 

the day's paper on boards where people gather to read the day's news. Newspapers are 

sold at newsstands on many street corners and at major intersections where two or more 

newspaper vendors approach drivers and motorists waiting for the light to turn green. 

Friends would often ask me, "Did you see the article on yesterday?" and they always 

meant an article in Kedaulatan Rakyat or KR for short. 

People kept telling me to check the paper for write-ups of events I was attending 

or to find postings for poetry readings that I could attend. I bought the paper on days 

when I attended events, especially when nationally acclaimed poets came to Jogja. After 

four months in Jogja when my husband, who was using occasional copies as part of 

learning Bahasa Indonesia, kept pointing out articles on culture and poetry to me, I gave 

in and bought a subscription. The paper turned out to be a rich source of information on 

what 'culture,' 'art,' 'literature,' and 'poetry' are and what their function is or should be. 
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KR devotes a half page daily (sometimes more) to a section called Oase, 'oasis,' 

which publishes short articles like event reports on everything from painting exhibitions, 

stories about rock stars and popular artists, to opinion pieces and literary and cultural 

commentary. On Sunday, instead of the 'Oasis' section, it gives a whole page to Budaya, 

culture, which along with the same kinds of articles published in Oase always included a 

whole column of new poems and longer commentary pieces (sometimes running for 

several weeks). On Sundays there was also a children's page that printed poems written 

by children, information about children's poetry competitions, and children's art. I also 

found interesting and relevant bits on poetry in the 'News In Brief section which 

appeared on the last page of the paper, in a box about 3 inches by 4 inches in size, and 

gave headlines in English, though not necessarily the same ones that were appearing on 

the front of the newspaper. 

During the eight months that I subscribed to this daily newspaper, I looked for 

articles that I thought would explain poetry's function in society by scanning headlines 

forpuisi'poetry', sastra 'literature', budaya 'culture', or 'the arts'. I collected 65 

articles, mostly from the Oasis and Culture pages, that had something to say about these 

four topics. To this I add 10 more articles from these sections that I collected from the 

occasional copies bought during the first three months of research before getting a 

subscription for a total of 75 articles. These articles I collected can be described as 

literary and cultural commentary or reports about upcoming or past events. These 

categories are not discrete, however, as events were rarely announced without some 

statement about literature's function in society. 
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I have labeled the two components of Language Celebration that deal with 

literature's function as Ideology 1 (The citizens will be developed) and Ideology 2 

(Diversity will be unearthed). These components emerge clearly and robustly from 

reading the newspaper, (as well as from other discourse as will be illustrated below). I 

take these components in turn and look at how each is articulated. My purpose in the 

following sections is to provide a context within the sounds of performed poetry 

presented in Chapter 5 can be understood. 

2.2 Ideology 1 — The citizens will be developed 

As we saw above in defining rakyat and masyarakat, these words signify people 

that have the particular characteristic of belonging to a political entity, namely a nation. 

They are citizens - the class of people that can be named and counted and can be called 

Indonesian. It is the rakyat then that can best be seen as the prototypical person because 

together they make up the majority of the class 'citizens'®'. 

I say majority because although all Indonesians can be grouped in the class 

rakyat, it is possible to name classes of people that possess characteristics that make them 

not rakyat or that bear some relation to the rakyat. For example, the pemerintah, 

'government', is not the rakyat because they govern the rakyat. Orang elit 'elites' are 

not the rakyat because they have access to more resources than the rakyat. Often, 

Chinese Indonesians are not rakyat because they have wealth that "belongs to 'the 

In my translations I translate masyarakat and rakyat as citizenship or citizenry to show we are 
specifically referring to Indonesian citizens. 'The people' is also a possible translation for these words. 
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Nation'" Siegel(1986: 242)^. Orang akademik 'academics', are not rakyat because they 

have more education than the rakyat. Seniman and sastrawan, 'artists' and 'literary 

people', are not rakyat because they have a special responsibility to the rakyat. 

It is the nature of the responsibility that art and literature has to the masyarakat 

that I outline below. The masyarakat are conceived of as having certain inherent needs. 

These needs are referenced with the repeated use of particular verbs, whose stems are 

bangun, tumbuh, kembang, sadar, and ingat. Definitions for these verbs are given in (2). 

(2) Verbs referencing the needs of the masyarakat 

mem-bangun-kan; to build, raise, develop, awaken 

men-umbuh-kan; to grow, cause to emerge, 
stimulate, cultivate 

meng-embang-kan: to cause to develop, flourish, 
bloom 

meny-adar-kan: to cause to become aware 

meng-ingat-kan: to remind, keep something in the 
mind, warn, admonish, record 

Sastra, or literature, is both the subject of statements made with these verbs as in 

'sastra membangunkan masyarakat' (literature develops the citizens) and an indirect 

object as in 'kita harus membangunkan apresiasi masyarakat terhadap sastra' (we must 

'"The 1998 riots were especially hard on urban Chinese populations. There is some cause for hope, 
however. Starting in 2000, the ban was lifted on Indonesian Chinese populations celebrating the Chinese 
New Year in a traditional way. I quote from a KR article on February 12,2002 about that year's New Year 
celebration: "It has to be admitted, it is true there is still discrimination here... Chinese people in Indonesia 
are also a part of the ethnicities of the Republic of Indonesia. This means, ethnic Chinese have to bee seen 
the same as ethnic Javanese, Bataks and others. As a section that belongs to this nation, they have to be 
received as a part of [the] history [we] have." 
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develop the citizen's appreciation towards literature). Membangun is the prototypical 

verb used to convey what literature must do for the rakyat, and is interesting because it 

and its noun formpembangunan was a major sound bite as New Order^^ - 'development'. 

The verbs tumbuh and kembang also often take sastra as their direct object, as in 'Kita 

hams menumbuhkan sastra dan seni' (We must stimulate literature and art to grow). 

Sadar was used famously by the poet Taufiq Ismail to explain the purpose of poetry - "It 

comes up behind you and lays a hand on your shoulder to make you aware (sadar)." (I 

heard this exact quote in personal conversations, at conferences, and in newspaper 

articles.) Ingat is used less often, but it does occur occasionally and it is an important 

concept because along with sadar it references the idea that the rakyat themselves 

already possess the good things that literature can give, they just need to be reminded of 

them (recall the Sukarno stamps mentioned above as well as the discussion in chapter two 

about the inherent diversity of the Indonesian linguistic and cultural landscape). 

Along with the nouns masyarakat/rakyat and the verbs in (2), there are several 

other words that are part of the background in which discourse about literature's function 

in society is articulated. These words and their definitions are given in example (3). 

The New Order, or Orde Baru, references the years 1967 through 1998 during which Suharto was 
president of Indonesia. As Indonesia's second president, Suharto ushered in a 'new' era, which was against 
the communist leanings of 'the old order' under president, Sukarno. 
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(3) Background nouns 

sastra: literature 
seni^^: art, the arts 
puisi: poetry 
budaya: culture 
apresiasi: appreciation 
batin; inner, spiritual, mind, heart 
hati nurani: inner self 

In the 75 articles about culture, art, and literature from KR that I collected, I 

counted words that occurred again and again in discourse about sastra to get a sense for 

how often they were used and what weight they might hold in the overall articulation of 

the ideology that literature-builds-up-the-citizens. Example (4) is a table of these 

words, their definitions, and the number of times they occurred. 

(4) Words referencing literature's function to develop the citizens in the newspaper^ 

masyarakat/rakyat citizens, society, people 106 
(ke)manusia(an) human(ity) 48 
politik political 39 
sosial(isasi) social(ization) 36 
negara/negeri state/country 31 
nasional national 26 
bangsa nation, people 16 
umum/publik the public 16 
moril/nilai-nilai moral, values 15 

Sample sentences, using the words defined above and taken from articles in KR, 

that articulate the idea that literature-builds-up-the-citizeruy and illustrating 

relationships between the citizens, literature, and the nation are in examples 5-11 below. 

They are presented as follows. For each numbered excerpt from an article, I have 
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included the date it appeared, the headline it appeared under (these in bold), and a 

translation of the headline. Beneath this, I give the context or what the article is about, 

followed by the original sentence or sentences in Bahasa Indonesia with previously 

defined words in bold, followed by a translation. 

Examples (5) and (6) convey the masyarakat's 'need', or the reason why 

literature and the arts should develop them. 

(5) 01/21/02 Rendahnya Apresiasi Seni 
Low appreciation for the arts 

Context: An interview with the head of the 'Yogyakarta Arts Council.' 

Quote: .. .apresiasi masyarakat terhadap seni masih rendah. Karena itu, hams 
ditumbuhkan pada masyrakat, agar kesenian tidak tercabut dari akarnya. Kesenian 
harus ditumbuhkan di daerah asalnya, sehingga apresiasi masyarakat bisa terpelihara. 

Translation: .. .appreciation of the citizenry towards art is still low. Because of that, it 
has to be stimulated within the citizenry so that art will not be cut from its roots. Art has 
to be cultivated in it original region, so that the appreciation of the citizenry can be 
preserved. 

(6) 10/11/01 Bulan Bahasa dan Sastra Belum Efektif 
The month of language and literature not yet effective 

Context: Interview with a professor from the Social Science Faculty at Universitas 
Gadjah Mada about October as Language and Literature Month. The professor urges the 
use of audio-visual media to increase citizenship appreciation of literature. I am not sure 
if the professor is a man or woman, so I have referred to him/her as s/he. 

Quote: ''Sosialisasi Bulan Bahasa dan Sastra Indonesia, selama ini masih sebatas di 
lingkungan sastra itu sendiri," katanya. Lingkungan itu, masih dalam lingkungan 

As in English, Bahasa Indonesia for art - seni - includes literature or sastra, but not the other way 
around. 

^ Please see section 2.6 below for comparison counts in an American newspaper. 
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sekolah, perguruan tinggi. Sosialisasi di tengah masyrakat belum maksimal... 
"Bukankah setiap karya sastra juga menghadirkan nilai-niali," katanya. 

Translation: "Socialization of Indonesian Language and Literature Month up until now 
is still limited to (the) literature circle itself," s/he said. That circle is still within the 
circle of school, higher education. Socialization in the midst of the citizenship is not yet 
maximal.. ."Is it not so that each work of literature also presents values," s/he said. 

In (5), literature and the arts are needed their 'own sake,' but not in the sense of 

uselessness. The implication here is that art itself is a basic need like eating, sleeping, or 

health care. In (6), we the essence of ideology 1 is articulated - literature is needed to 

articulate values, and the masyarakat need to hear them more. 

The example in (7) articulates a threat, i.e. what can happen if people do not pay 

attention to literature. If education is only about 'real' things instead of including the 

imaginative worlds of literature, we will produce 'educated' university students, who do 

not have the ability to think critically. 

(7) 12/03/01 PendidikanHanyaArahkanVnsurRiiUMuncul 
Sikap 'Cuek' Terhadap nilai-nilai 
Education only directed at real elements: Emerges 
'lackadaisical' attitude toward values 

Context: This is a report on a seminar at the Universitas Sanata Dharma, which brought 
together some of Indonesia's most important literary scholars to honor the works of the 
writer Dick Hartoko. The article reports on the parts of the discussion that criticizes the 
education system for focusing on the cognitive side of things instead of the humanitarian 
side, resulting in the loss of the proper attitude towards values. 

Quote:.. dengan tekanan pada segi teknis dan kurangnya dikembangkan unsur kritis, 
maka dapat tercipta robot-robot yang kurang mendalam unsur nilai kemanusiaannya. 

Translation: ...with emphasis on the technical side and its lack of causing critical 
elements to flourish, robots can be created that lack depth in the elements of human 
values. 
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In (8), we hear another example of discourse from the university, this time in the 

voice of a social science professor explaining why the government does not support the 

arts - i.e. the arts produce shifts in the critical attitudes of the citizens which can then 

undermine the government. 

(8) 05/16/02 Sastra Sengaja Dianaktirikan 
Literature is purposefully stepchilded 

Context: The quote is from a professor on the social science faculty in a discussion 
called "Literature as national resistance" at the Universitas Gadjah Mada. 

Quote: Sastra sengaja dianaktirikan, ditiadakan, di pinggirkan oleh negara, karena 
dianggap bisa mengajarkan masyarakat bersikap kritis. Sehingga pada gilirannya akan 
menggerogoti kemapanan negara. 

Translation: Literature is purposefully stepchilded, abolished, put aside by the state 
because it is seen as being able to teach the citizenship to have a critical attitude. So that 
in its shifting it will undermine the establishment of the state. 

In (9), we hear that literature can enable unity - it can stem the tide of the threats 

of disintegration and political havoc. 

(9) 03/05/02 Minat remaja di dunia Sastra 
Proclivity of youth in the world of literature 

Context: This article appeared in a Sunday paper and presented interviews with four 
young women writers who had won various prizes for their writing. 

Quote: ''Aku nulis sastra untuk kepuasan batin..Dan semakin tajam saat situasi 
Indonesia berantakan seperti ini. Nggak hanya situasi politik, bencana alam yang acap 
menimpa negeri inijuga semakin membuatku rajin menulis." 

Translation: I write literature for the fulfillment (of the) inner self. And the more intense 
the situation in Indonesia, falling to pieces like this. Not only the political situation, the 
havoc on nature that floods and falls on this country, also makes me write more 
diligendy. 
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In (9), we hear the voice of a young woman who has won a poetry competition. 

Her photograph shows her to be in her late teens or early twenties. She articulates the 

common prior text of sastra and batin - 'literature and the inner self, then goes on to 

concretize the connection between national problems like environmental destruction and 

her responsibility to write poetry. 

Examples (10) and (11) are two articles about the same Jogja event - an art 

extravaganza downtown featuring the Governor^'', the Mayor, popular artists, and Jogja's 

own street performers. 

(10) 01/23/02 Gelar Musik Orkestra di Monumen SO 1 Maret: 
Gubernur Nyanyi, Walikota Baca Puisi 
Music Orchestra Performance at SO March 1 Monument: 
Governor Sings, Mayor Reads Poetry 

Context: This article announces a large performance in Jogja put on in February that was 
free and open to the public. It took place in front of the monument to the Serangan 
Oemoem (Public Attack). Besides the Governor, who is also the Sultan, and the Mayor, 
and well-known performers, the event also featured street performers and fireworks. The 
quote is from the Mayor, who uses the verb meng-ingkat-kan meaning 'to increase'. 

Quote: '''pergelar an ini selain untuk memberikan hiburanyang berkualitas juga untuk 
meningkatkan apresisiasi seni masyrakat." 

Translation: this performance besides giving quality entertainment will also increase the 
appreciation for art of the masyarakat. 

(11) 02/09/02 'Malioboro never ending art - Jogja Kampus Budaya 
kita': Sadarkan Masyarkat Pentingnya Seni-Budaya 
'Malioboro never ending art- Jogja our Cultural Campus': 
Make the Citizens aware of the Importance of Art-Culture 

Context: This article came out the day before the event described in #6 above. The title 
of the event is the first line of the headline. Malioboro is the main shopping street in 

^ a.k.a. the Sultan, but since this is a unifying event he is going by his national title perhaps? 
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Jogja. The quotes are from a professor of Chinese and Japanese art. In the first sentence, 
he is referring to the monument also described above. 

Quote 1: "Inilah monumen yang sangat tepat untuk menyadarkan masyarakat, 
pentingnya wawasan dan kesadaran seni-budaya." 

Translation 1: This is a monument where it is extremely fitting for making the 
citizenship aware of the importance (of having) insight to and awareness of art-culture. 

Quote 2: "Saya menyitir ungakpan Ki Hadjar Dewantara, kalu ingin membangun 
manusia seutuhnya, bangunlah cipta, rasa dan karsanyya, pendekatannya lewat seni dan 
budaya." 

Translation 2:1 quote Ki (religious scholar) Hadjar Dewantara who expressed, if you 
want to develop humanity's wholeness, develop its creativity, feeling and intentions, 
approaching it by art and culture. 

Quote 3: "Kalau pemernitah tidak memiliki kesadaran membangun harmoni, yakni 
sebuah keseimbangan, yang dirugikan adalah masyarakat itu sendiri." 

Translation 3; If the government does not have the awareness to build up harmony, 
namely a type of balance, that which is cheated is the citizenship itself." 

In (10) and (11), we hear again from a professor and the Mayor himself. We 

clearly hear that this event is for the citizens. This event will accomplish the development 

of the rakyafs inner self by making them aware of values. It will it do this through 

singing, playing music, reading poetry, a painting exhibit, and fireworks. It will also 

develop the citizens by accomplishing unity by literally bringing the people of Jogja 

together in the same space and time. The development of unity in diversity and the 

unearthing of pluralism emerge as a coherent ideology in the following section. 

2.3 Ideology 2: Diversity will be unearthed. 

The newspaper clippings presented above illustrate that literature functions in 

society to develop the citizens and raise their awareness of values. In this section, I 
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present newspaper clippings that articulate a particular way that literature can do this. 

Currently, the most important awareness that literature can raise or develop in Indonesian 

citizens is a realization of their internal diversity. 

In (12) I define the verb most often used to indicate how diversity can be 

identified. 

(12) Gali: unearth, excavate, discover, dig up. 

'Ga/r shows up repeatedly in my data with pluralism or diversity as its object. It implies 

that what is unearthed is already there, just waiting to be brought into focus. 

Words commonly used in KR articles to articulate the ideology that 'literature 

enables recognition of diversity' appear in (13) along with their translations in English 

and the number of times they occurred in my sample. 

(13) Words referencing literature's function to unearth diversity in the newspaper^ 

pluralisme/keberagaman^® pluralism/diversity 28 
kommunitas community 26 
ke-bersama-an togetherness 20 
kommunalisme communalism 5 
kolaborasi collaboration 5 
multi-kultur/etnis multi-culture/ethnic 4 
damai peace 4 
mempersatu unify 3 
heterogen heterogeneous 2 
harmoni harmony 2 
sinambungan connection 2 

Please see summary section 2.6 below for comparison counts in an American newspaper. 
^ I counted these together because they often appeared together as though one was an explanation or 
alternative defintion for the other. Sometimes keberagaman appeared as keanekaragaman, which also 
means diversity. 
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Examples (14) through (20) are presented in the same format as the newspaper 

quotes above. The fact that ideologies are multi-sited and multi-sided (Philips 2000) is 

demonstrated here where themes emerge in elaborated discourse around a central 

concept. The reader will notice some overlap with Ideology 1 in these examples. 

Example (14) provides a clear statement of diversity as multi cultural and multi ethnic. 

(14) 02/09/02 'Malioboro never ending art - Jogja Kampus Budaya 
kita': Sadarkan Masyarkat Pentingnya Seni-Budaya 
'Malioboro never ending art- Jogja our Cultural Campus': 
Make the Citizens aware of the Importance of Art-Culture 

Context: Please see Example 13 above. 

Quote: "Mengolah rasa, cipta dan karsa.. .sangat tepat untuk pertumbuhan kota 
Yogyakarta di masa depan. Hal ini mengingat Yogyakarta sangat heterogen yakni 
mulit kultur dan mulit etuis." 

Translation: Improving feeling, creativity and intentions.. .is extremely timely for the 
growth of the city of Yogyakarta in the future. This reminds Yogyakarta (that they are) 
extremely heterogeneous namely multi cultural and multi ethnic. 

In (15), we hear that a socialization of the citizens into an awareness of their 

diversity could also raise tourism interest in Indoneisa. 
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(15) 06/14/02 Pluralisme Mesti Dipelihara jangan dimusuhi 
Pluralism must be guarded not made an enemy 

Context: This is an opinion piece arguing that pluralism, specifically represented by 
traditional arts, if cared for, can raise tourism interest in Indonesia because it offers 
something unique. 

Quote: ''Pluralisme budaya yang kita bicamkan itu, soya kira sangat tepat di tengah 
demokrasi...Tetapi, masyarakatharus lebih dahulu menerima sosialisasi sadar 
wisata, karena faktor ini yang penting." 

Translation: The cultural pluralism that we are talking about, I think is extremely 
appropriate in the midst of democracy...But, the citizenship has to first of all receive 
socialization (in) awareness of tourism, because (it's) this factor that (is) important. 

In (16) the idea of unity is articulated as 'togetherness,' which can be developed 

in the citizens through the arts. 

(16) 01/24/02 Menjaga iklim kesenian yang sehat Perlu 
Kebersamaan dan Kesinambungan 
Protecting a Healthy Climate for Art Needs Togetherness 
and Connectedness 

Context: This is a report on the first of several meeting of artists and writers on the 
possibility for changing the role of the head of the Yogya Arts Council. I attended this 
particular meeting which focused on the need for artists in Jogja to work together. 

Quote: "Perlunya interaksi dengan agenda yangjelas, sehinga memiliki semangat 
kebersamaan,.. .Menuju iklim berkesenian yang sehat di Yogya, perlu dirintis tup-
katup dengan dialog, ataupun program kesenian ya membela rakyat." 

Translation: What is needed is interaction with a clear agenda, so that (we will) have 
enthusiasm of togetherness...Moving toward an artistic climate that is healthy in Yogya, 
it is necessary to clear a path, open a valve, with dialog, or even an arts program that 
nurtures the citizenship. 

In (17) we hear that literature enables an understanding of others, an idea that 

overlaps with components about poetry's function, as will be shown in chapter 4. 
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(17) 03/05/02 Minatremaja di dunia Sastra 
Proclivity of youth in the world of literature 

Context: This is another of the woman writers of prize-winning poetry introduced in 
Example 11 above. 

Quote: "Kata orang, jika menguasai sastra akan bikin halus nurani kita. Tapi yang 
sudah terbukti, sayajadi hisa bergaul denga banyak orang. Tidak tertutup seperti dulu" 

Translation; "People say, if (you) master literature it will make our inner selves refined. 
But what has already been proven, I am now able to associate with lots of people. Not 
closed like before" 

In (18), the idea of diversity is shown to cover differences in sexually 

orientations, and again it is literature's job to develop a general awareness of already 

commonly occurring phenomena. 

(18) 03/04/02 AyuUtami, Pengarang'Larung'KontradiksiTema, 
Mesin Penggerak Sastra 
Ayu Utami, Writer of 'Float' Contradictory Themes, 
ActivistLiterature Machine 

Context; Ayu Utami, the famous Indonesian novelist, came to Jogja to talk about her 
book 'Float' - a Javanese word referring especially to floating offerings or corpses. She 
talked about how she presents contradictory themes to make readers be reflective and to 
develop self-awareness ("membangunkan kesadaran diri"). 

Quote: "...misalnya tokoh-tokohnya memiliki perilaku yang 'aneh'secara seksual, tetapi 
masih memilki perilaku soisal yang umutn sebagaimana dikehendaki masyarakat. 
Realitas seperti ini, lanjutnya, sering ditemui dalam kehidupan sehari-hari. 
"Fersoalannya, apakah kita peka atau tidak dengan berbagai perilaku yang aneh-aneh 
dalam masa krisis seperti ini?" 

Translation: ...for example its characters have behaviors that are 'strange' sexually, but 
still have social behaviors that are common as are wished by the citizenship. Reality like 
this, she continues, is often found in everyday life. "The problem is, are we sensitive or 
not to various behaviors that are strange in a time of crisis like this?" 
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In (19), a poet talks about his use of a local voice in reading his poetry as a way to 

gali pluralism. 

(19) 08/29/01 Sutardji Calzoum Bachri: 
Say a Dinilai Mengkhianati Kredo Puisi 
Sutardji Clazoum Bachri: 
I am Judged as Betraying Poetic Credo 

Context: While I was in Jogja, the Universitas Negeri Yogyakarta had a monthly lecture 
series called 'Sastrawan Bicara, Mahasiswa Membaca' or 'Writers Talk, Students Read' 
which brought nationally renowned writers (poets, novelists, playwrights) to Jogja to 
present and dialog with students. Sutardji, known as the 'President of Indonesian Poetry' 
is originally from Riau, Sumatra. He published a poetic credo in 1978 to explain his 
experimentation with words as an attempt to "free words from their meanings." In his 
early works, he started from the influence of Sumatran mantra, which gave his work a 
particularly 'Riauan' form and sound. The article headlines the part of his presentation 
where he talks about how his new poetry has moved on to other artistic endeavors. 

Quote: ''Menurutnya, kalau ingin usia kepenyairan panjang hams berani melakukan 
eksplorasi, seperti menggali pluralisme.. .Mantra itu juga bagian dari pluralisme yang 
merupakan kekayaan besar sampai sekarang haruslah terus digali." 

Translation: According to him, if (you) want to have a long writing career (you) have to 
be brave to conduct exploration, like to unearth pluralism.. .Mantra is also a part of 
pluralism that forms a large wealth (that) until now must still be unearthed. 

The quotes in (20) are particularly insightful. They contrast 'uniformity' with 

pluralism and hey point to local characteristics as emblematic of pluralism. 

(20) 12/23/01 Sent Sastra, Menggali'Akar'Pluralisme 
(Spesial Laporan Akhir Tahun Masalah Seni-Budaya) 
(Art of Literature, Unearths the 'Roots' of Pluralism 
(Special End of the Year Report on the Question of Art-
Culture) 

Context: This special end of the year report draws on quotes by various sources, poets, 
literature professors, writers, and an ethnomusicologist, to name some, to argue in favor 
of pluralism. 

Quote 1: "Era keseragaman telah berlalu. Kini berbagai dimensi kesenian, dari 
senirupa, teater dan sastra menggali keanekaragaman atauplualisme.. Keseragaman 
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ini sebernarnya sudah 'ditiupkan' secara keraspada zaman Order Baru. Sampai-sampai 
keseragaman itu mengakar, karena pola yang digunakan pemerintah adalah menekan 
dengan hegemoni kekuasaan." 

Translation l:The era of uniformity has passed. Now various dimensions of art from 
sculpture, theater and literature are unearthing diversity or pluralism...This uniformity, in 
truth, was already 'spread' in a harsh way during the time of the New Order. Finally that 
uniformity took root, because the model that was used by the government was to oppress 
with the hegemony of power. 

Quote 2: ''Poetnsi Indonesia, salah satunya pada pluralisme,..persoalannya, mampu 
tidak para sastrawan mebidik wilayah tersebut dengan baik. Sastrawan muda,.. Juga 
membidikpluralisme..Pluralisme yang di dalamnya, adaperbedaan sosio-kultural dan 
psikologi masayrakatnya..." Jangan-jangan orang Indonesia itu sendiri tidak mamahami 
potensi yang dimiliki." 

Translation 2: One of Indonesia's potentials is its pluralism... The problem is whether 
writers are able or not to point out this zone well. Young writers...also point out 
pluralism... (the) pluralism that is in it (literature by young writers) is the socio-cultural 
and psychological differences of the citizenship."... Don't let it be the case that 
Indonesians themselves do not understand the potential that they possess. 

Quote 3: "Wilayah kesenian juga masih senang dengan keseragaman, keberagamaan 
dianggap sesuatu yang aneh dan aeng. Padahal dunia kesenian, juga sastra, akan bisa 
terangkat ke permukaan bila mampu hadir dengan karakteristik estetika yang khas." 

Translation 3: The zone of the arts also is still happy with uniformity, diversity is seen 
as something strange and 'aeng (Jv.)'. Actually the world of the arts, also literature, will 
be able to be lifted to the forefront if it is able to be present with aesthetic characteristics 
that are special ('Khas' means special in the sense of specific to a place. Every town or 
cultural group has food that is khas, clothes that are khas, and customs that are khas.) 

Functional ideology 2 says that Indonesia has the potential of diversity within the 

masyarakat itself. Becoming more aware of this is one of the ways that the rakyat can be 

developed or caused to flourish. Literature in general, and poetry in particular, can make 

the citizens more aware of diversity, can enable them to unearth diversity, and to unify. 



94 

2.4 Reading two short articles on change 

Lest it appear that all this change is only cognitive or ideological, I have 

translated parts of two articles that illustrate how change accomplished by literature and 

the arts is also material. The two following examples illustrate the two component 

ideologies presented above (literature develops the citizens and unearths pluralism) and 

also articulate another component of Language Celebration which is 'Language is 

physicalized.' 

The first quote in (21) explains that the particular material change to be 

accomplished through the arts, in this case the singing of songs, is that up to 96 patients 

will be able to stay in the hospital for a week for free. The second quote in (21) explains 

that in order for this kind of performance group to be able to do this kind of work, they 

need to come from diverse backgrounds so that the interests of many will be represented. 

(21) 02/06/02 Gita Lima Gelar Pentas Amal: Gunakan Lagu Sebagai 
Media Pemersatu 
Gita Lima performs a Charity Exhibition: Using Songs as 
a Unifying Media 

Context: This event took place in the nearby town of Klaten. The musical group called 
'Gita Lima' performs in a show called Kenangan Masa, or 'Souvenir (for the) masses,' 
and was aired by the Yogyakarta station of the national television network, TVRL The 
article says that the group formed in 2001 and does this kind of event once a month. 
They have raised money to buy school supplies and to help hurricane victims among 
other endeavors. The people who benefit from these performances are always invited to 
be at the event as well, although in this it might be the families of the people who would 
benefit that could attend the performance. 

Quote 1: .. .pentas amal itu dimaksudkan untuk meringankan beban bagi para pasien 
yang kini menjalani perawatan di bangsal D dan E rumah sakit tersebut. Sumbangan 
yang akan diberikan kepada pasin adalah sumbangan biaya penginapan, di mana 
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masing-masing bangsal berkapasitas sebanyak 48 pasien. Bantuan itu akan diberikan 
untuk biaya inap selama satu minggu." 

Translation 1: .. .That charitable performance is meant to lighten the burden for patients 
that now are being cared for in ward D and E in the aforementioned hospital. The 
donation that will be given to the patients is the donation of paying for overnighting, 
where each ward has the capacity for as many as 48 patients. This aid is going to be 
given to pay for a one-week stay... 

Quote 2: "Paguyuban pecinta seni ini bukan merupakan kelompok ekslusif, melainkan 
multi komunitas. Mulai dari sopir hingga pejabat. 'Jika hanya dari komunitas tertentu 
pasti akan diikuti kepentingan tertentu pula. Soya tidak ingin demikian, karena ini 
sifatnya untuk kegiatan amal, jadi harus multi komunitas,' kata Apriliani." 

Translation 2: This group of art lovers is not an exclusive group. Starting from drivers 
to officials. "If (we were) only from a particular community it would be necessary to 
follow particular interests. I don't want to be like that, because (our) identifying feature 
is to have charitable event(s), so it has to be from multiple communities"... 

In (22), we hear the following ideas articulated: 1. Artists do not like to get 

involved with politics, 2. The world of politics is to blame for causing people to think in 

a uniform way, and 3. Poetry has the potential power to prevent civil war or the loss of 

unity. Poetic language develops an awareness of togetherness in the citizens, an 

awareness that the world of politics is unable to provide. Poetry not politics can 

accomplish the physical effect of holding the country together. 
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(22) 04/18/02 Politik Membelah, Puisi Menyatukan 
Politics Divide, Poetry Unifies 

Quote 1: "Masyarakat seniman pada umumnya, tidak begitu bergairah untuk 
melibatkan diri dalam kegatan politik. Apalagi politk praktis di nengeri kita boleh 
dibilang tidak memberi ruang bagi pergumulan nilai-nilai kultural atau kemanusiaan 
serta kreativitas. 
Demikain ditegaskan penyair dan esais Leon Agusta dalam dialog sastra nasional 
bertama "Sastra sebagai Perekat Kebersamaan Menuju Kesadaran Berbangsa dan 
Negara'... 

Lebih lanjut dikatakan Leon Agusta, politik yang tidak memberi ruang pergumulan nilai-
nilai kultural menyebabkan, kurangnya kepekaan terhadap berbagai masalah 
kemanusiaan, hilangan rasa keadilan. 'Bukankah sekarang ini, nilai-nilai kebersamaan 
dalam kehidupan berbangsa dan negara, muncul kegelisahan,' ucapnya. Bentuk 
kegelisahan, kecemasan atau perasaan gundah dengan terancamnya disintigrasi. Ketika 
muncul kegelisahan tersebut, dunia politik berharap dunia sastra memberishkannya, 
atau berperan membangun kebersamaan. Persoalannya, mampu tidak membangun 
kebersamaan dalm kehidupan berbangsa dan negara, setelah dunia politik membuat 
bangsa ini berpikir secara seragam, tidak dihargai keberagman." 

Translation 1: The artist (seniman) community, in general doesn't get very enthusiastic 
about getting themselves involved in political activities. Let alone practical politics in 
our country, which can be said to not give room to wrestling with cultural values or 
humanity in a creative way. 

So asserted writer and essayist Leon Agusta in a dialog about national literature with the 
theme "Literature as the glue of unity leading towards the realization/awareness of being 
a nation and state".. .(continues with a list of the participants) 

Further Leon Agusta said that politics that does not give room for wrestiing with cultural 
values causes a lessening of sensitivity towards various problems of humanity, the loss of 
a feeling of justice. "Is it not that now unrest emerges in the values of unity in the life of 
the nation and the state," he said. The shape of this unrest (is) anxiety, or the feeling of 
depression and its threat of disintergration. When this unrest appears, the world of 
politics hopes that the world of literature will clean it up, or take a role in developing 
unity. The problem is (are we) able or not to develop unity in the life of the nation and 
state after the world of politics has made this nation think in a uniform way, not valuing 
diversity. 

Quote 2; ''Terkikis - Sedangkan Darmanto lebih banyak menyoroti, berbagai bidan 
kehidupan sudah terjadi pengkotak-kotakan. Sehingga yang bekembang adalah 
kecurigaan, disiplin ilmu satu denga lainnya. Untuk itu, menghadapi dunia yang serba 
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tidak jelas ini, kehidupan berbangsa dan negara membutuhkan imajinasi besar. 
Darmanto meberi conoth, ketika Timor-Timur lepas dari Indonesia, apakah 
masyarakatnya yang tidak memiliki ikatan emosional merasa kehilangan wilayah 
tersebut? Menurut Darmanto, meski Timor Timur lepas, banyak yang hanya bersikap 
biasa-biasa saja, cuek saja. Tegasnya, Indonesia hilang dalam imajinasi 
masyarakatnya. Hal ini tidak lepas dari rasa kebersamaan dalam kehidupan berbangsa 
dan negara, perlahan-lahan mulai terkikis. 

Sementnar Emha Ainun Dadjib saat membuak acara tersebut antara lain mengatakn, 
buday sastra mencakrwalakn spiritualsme kemanusiaan, sedangkan budaya intustri 
menyebarkan secar massla despritualisas dan dehumanisasi." 

Translation 2: Erosion - Meanwhile Darmanto focused more on how in various areas of 
life compartmentalization has already occurred. So that what grows is restlessness 
among scientific disciplines with each other. For this, facing this world that is very much 
unclear, the life of the nation and the state needs a big imagination. Darmonto gave the 
example of when Timor Timur was freed from Indonesia, did the people who did not 
have any emotional ties feel they had lost this region? According to Darmanto, even 
though Timor Timur was free, many just had everyday attitudes, just ignored it. 
Explicitly, Indonesia is lost in the imagination of its people. This fact is not separate 
from the feeling of unity in the life of the nation and state, which slowly starts to erode. 

Meanwhile Emha Ainun Nadjib when he opened this event among other things said that 
the culture of literature 'raises to the heavens,' exalts the spiritualism of humanity while 
the culture of industry spreads in a massive way despiritualization and dehumanization. 

2.5 'News in Brief 

Here I provide one more example from the newspaper that illustrates the 

importance placed on poetry. Every day, the Jogjakarta newspaper Kedaulatan Rakyat 

includes a small section called 'News in Brief.' It appears on the back page of the paper 

and runs 3 or 4 headlines in English. Several poetry events, including the International 

Poetry Festival described below, made it into 'News In Brief, and always as the first 

entry. To give an idea for the 'importance' of poetry, I have reproduced the three entries 

for the 'News in Brief section for May 7,2002. 
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(23) News in Brief, May 7,2002 

INDONESIAN poet Sitok Srengenge is scheduled to read his poems at 
Monash University in Melbourne. The poetry reading is part of Fellowship 
Asialink Programme held by Monash University in Australia. On Wednesday 
(8/5) Sitok will read his poems such as Osmosa Asal Mula, Obituari Bulan, 
Zeedijk, Yin Yang, Frank Rijk and Ahrweiler. 

NEWSWEEK reported that Osama bin Laden was hiding in Pakistan. 
The Al-Qaida's leader trimmed his bead and appeared healthy. The weekly 
magazine quoted Hazrat Uddin, military intelligence chief in the eastern city of 
Khost. 

MALAYSIA'S Prime Minister Mahathir Mohammad said the release of 
Aung San Suu Kyi was a victory for common sense. On the other hand, he 
called for patience over Myanmar's struggle for national reconciliation. Other 
Malaysian figure, such as Razali Ismail felt relief knowing the Myanmar junta 
released Suu Kyi. Razali is UN envoy that brokered negotiation to free the 
leader of NLD. 

2.6 Summary and comparison 

There are many other sources that I could present in order to rearticulate 

Indonesian ideologies of literature's function in society. The newspaper provides a 

particularly striking form of evidence, however, because of its familiarity and its 

strangeness. These ideologies are familiar in that the ideas themselves do not seem 

extraordinary - 'literature does good things for people' and '£• pluribus Unum.' They are 

even articulated in words that are cognates of English words - sosial, politik, nasional, 

mulit-kultur, multi-etnik, pluralisme, kommunitas. 

These ideologies seem strange, however, when you imagine picking up a copy of 

a local newspaper in the United States and finding poems and quarter page articles about 

poetry, literature and the arts written by people you know. Imagine articles written by 

professors in social sciences and humanities at your university. Imagine articles urging 
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your local city government to set aside more funds for the arts to benefit the working 

class citizens. Imagine articles encouraging the public to read more poems aloud. 

Imagine articles claiming that literature can unite the multi-ethnic population of your 

town, and enable us to become more aware of human values. Imagine these articles 

appearing, on average, twice a week. 

To make an empirical comparison, I scanned an online archive of articles from a 

local newspaper in Tucson Arizona. The newspaper is the Arizona Daily Star, and I 

looked at all articles published in this newspaper during the approximate time that I had a 

subscription to KR in Indonesia, i.e. October 2001 through May 2003. I used 

approximately the same criteria for selecting articles: I chose articles containing 'poetry', 

'literature,' 'culture,' or 'arts' in the headlines, but with the latter I only selected articles 

that had 'poetry,' 'literature,' or 'culture' in the text as well (to eliminate articles 

specifically about painting and sculpture). The major difference in article selection is that 

although I sometimes perused other sections of the newspaper in Jogja, most of my 

selections were limited to the specifically cultural or entertainment parts of the 

newspaper; for the Tucson newspaper, the database searched all articles of the newspaper 

appearing during the eight month period. 

My search in the Arizona Daily Star turned up 23 articles matching my criteria 

compared to 75 in my Indonesian database (65 of which appeared during my 

subscription, the extra 10 articles taken from copies bought before the subscription.) 

Four articles contained 'poetry' in the headline, nine articles contained 'culture' in the 
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headline, zero articles contained 'literature' in the headline, and ten articles contained 

'arts' in the headline and one of the other three search terms in the text. 

In (24) and (25) I present two tables corresponding to (4) 'literature's function to 

develop the citizens' and (13) 'literature's function to unearth diversity' above. In the 

two left most columns are the translated meanings for the Indonesian words and the 

number of times they appeared in the KR articles. In the two right most columns are the 

counts for the English meanings I used as terms to search the Arizona Daily Star. In 

cases where more than one meaning matched an Indonesian term, I have also shown the 

counts for each of the meanings in the cell with the terms, as well as the total for both 

meanings in the rightmost column. 

(24) Comparing counts for words used to articulate 'literature develops the citizens' 

Kedaulatan Rakyat Arizona Daily Star 
citizens 106 Citizens 1 4 
society Society 4 
human(ity) 48 Human 2 

Humanity 0 
2 

political 39 Politics 1 
Political 2 

3 

social(ization) 36 Social 0 
Socialization 0 

0 

state/country 31 State IF 2 
national 26 National 9 
nation 16 Nation 0 
the public 16 Public 4 
moral, values 15 Moral 0 

Values 1 
1 

Only occurrences of 'state' that referred to the whole country were counted. References to the state of 

Arizona or 'state of the art' were not counted. 
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(25) Comparing counts for words used to articulate 'literature unearths diversity' 

Kedaulatan Rakyat AZ Daily Star 
pluralism 
Diversity 

28 Pluralism 0 
Diversity 0 
Diverse 1 

1 

Community 26 Community 13 13 
Togetherness 20 Together 2 

Togetherness 0 
2 

Communalism 5 Communal(ism) 0 0 
Collaboration 5 Collaboration 1 1 
Multi-culture 4 Multi-cultural 2 2 
Multi-ethnic Multi-ethnic 0 
Peace 4 Peace 0 0 
Unify 3 Unify 0 

Unity 0 
0 

Heterogeneous 2 Heterogeneous 0 0 
Harmony 2 Harmony 1 1 
Connection 2 Connection 2 2 

It is clear from comparing the number of times the words used to talk about 

poetry, literature, culture, and the arts appeared in the Jogja newspaper to the number of 

times these words appeared in the Tucson newspaper that the way people talk about these 

topics in are potentially quite different^. An analysis of how Americans or Tucsonans 

talk about poetry and literature would require a complete study. However, two articles in 

the Daily Star corpus bear mentioning for having some similarity to the Jogja articles. 

In (26), an article found because 'culture' appeared in the headline, we see a 

theme articulated in the Indonesian ideologies above, i.e. that of raising awareness. The 

article mentions 'storytelling' as one of the activities that can do this. 

^ Because my point is not about how frequently these words appear over some constant length of text, I 
have not compared the number of occurrences to total number of words in the articles. Instead, I want to 
show how frequently these words appear over daily newsprint, so I have compared the number of 
occurrences of these words in Jogja to the number of occurrences in Tucson. 
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(26) Arizona Daily Star, March 16, 2001 
Organ Pipe hosts O'odham Day events: Demonstrations focus on culture 

"Monument superintendent Bill Wellman said the celebration "provides an opportunity 
for us to help make people aware of the importance of keeping the knowledge of 
traditional O'odham culture alive." 

In (27), we have the only mention of 'humans' or 'humanity' in the English 

corpus. This article is a beginning of the year wish list for how to improve the arts in 

Tucson. The sarcasm of the article, that includes pointing the finger at local politicians 

for misappropriation of funds, is echoed in the title which says that these wishes could 

not come true for a millermium. Wish number 8 is presented in (27). 

(27) Arizona Daily Star, January 7, 2001 
Distant hopes: a 1,000-year wish list for the arts in Tucson 

"8. We begin to pay half as much attention and tax money on educating small humans in 
music, art, theater, film, dance and poetry as we do in rescuing the elusive and possibly 
imaginary pygmy owl. As a result, in a decade or two, we have a desert full of young 
Aileys, Bachs and Claptons, surrounded by audiences educated enough to enjoy them." 

Interestingly, both of these quotes, the ones that bear the most resemblance to the 

Indonesian ideologies presented above, also share an idea not present in the Indonesian 

examples, that of 'preservation'. The difference between ideologies that seek to preserve 

diversity and ideologies that seek to make diversity present will be taken up in Chapter 6. 

Also of interest is the fact that the idea of diversity or pluralism only occurred 

three times: once as the word 'diverse' and twice as the word 'multi-cultural'. These last 

two appeared in the same article, which I have excerpted in (28) for the reader to 
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compare with the tone and thrust of the Indonesian articles talking about diversity and 

multiculturalism. 

(28) Arizona Daily Star, October 6, 2000 
Report criticizes universities' 'pop culture' leanings 

Arizona public universities rely too much on shallow multicultural and "pop culture" 
general education requirements rather than "classical" Western civilization studies, 
according to a report the conservative Goldwater Institute released yesterday. 

As a result, the universities' curricula lack rigor and "consign students to a mediocre 
intellectual life," according to the report written by Marianne M. Jennings, who teaches 
legal and ethical studies in the Arizona State University College of Business.... 

State universities are too light on some requirements, such as math and languages, and 
too heavy on others, such as multicultural courses, the report states. All UA students must 
take one math class for general education, although some disciplines require more. 

According to the study, "At ASU, 13.3 percent (147 out of 1,108 classes available) 
pertain to women, homosexuals, minorities, African-Americans, American Indians, 
Hispanics or non-Westem cultures. (But) only 2.3 percent of courses cover American 
history." 

Likins called that statement "bizarre" and said the report is a front for a political agenda. 

"Their analysis may attack other areas such as math requirements, but the heart of the 
ideology is the concern that in modern American universities we teach our young people 
about world cultures because we know the new generation of students will live not just 
among people who are of Western cultures," Likins said. 

A formal comparison of an American and an Indonesian language ideology is 

presented in detail in chapter 7. In the following two sections of this chapter, I present 

examples from a poetry event that elaborates the Indonesian ideological components 

presented above. 
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3. Functional Ideologies: International Poetry Festival 

Here I present two texts that articulate ideologies land 2 by focusing on the 

functioning of these ideologies specifically in poetry. They appeared around and during 

the International Poetry Festival in Solo April 2002. The festival was the brain-child of 

W. S. Rendra, Indonesia's most famous living poet, known and censored during the New 

Order as a strong outspoken voice against the excesses of the government. Rendra 

organized the event, raised the money for it, invited poets from around the world to 

participate, and traveled with the ensemble to three different cities in Indonesia for three 

weekend-long presentations. 

1 begin with a translation of much of a KR article appearing almost three weeks 

before the event came to Solo, a city in Central Java, where I went to listen and record. 

(29) 03/16/02 Pertama Digelar di Indonesia Temu Penyair Dunia 
First time presented in Indonesia Meeting of Poets of the World 

Several writers from various nations will read their works in the 'Meeting 
of World Poets 2002' 

'A festival forum such as this,' according to Rendra, 'is an opportunity for 
cultural interaction among nations. This is how people who have different 
language, nationality and cultural backgrounds will meet each other heart 
to heart through poetry.' 

Rendra comments that Indonesia is far behind Europe and other nations in Asia who have 
routine gatherings of world poets. This is Indonesia's first, and the truth is that works 
of Indonesia's poets are categorized as amoung the best in ASEAN. 

Another reason for this meeting is to "return or introduce a different face 
of Indonesia to the eyes of the world". 
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'The face of Indonesia that was once known as adem ayem, gemah ripah 
loh jinaw^'^i, has recently been known outside through the media only as 
the face full of violence, blood thirstiness, full of corruption and other 
rotten images. With their coming we want to present a different face of 
Indonesia, and it is hoped that they will pour forth what they see in their 
works,' he stated. 

When asked about his choice of places to have the event (Solo, Makassar, 
and Bandung) outside the capital, Rendra said lots of people see Indonesia 
as identical with Jakarta. '"In fact there are still many other faces spread 
around parts and provinces of this archipelago whose reality has a 
wellspring of ability to obtain a place in world dialog,' he stated.... 

"It turns out furthermore, the three cities, i.e. Solo, Makassar, and 
Bandung, have traditions of art and culture that are quite strong and make 
it possible for artists to explore according to the their individual 
creativity." 

I traveled to Solo the first weekend in April with someone who had become a 

good friend. Her background in the arts - her father a dalang (wayang puppeteer) as well 

as a university professor, her mother once a traditional Javanese dancer - had given her a 

particularly rich memory of prior texts in Javanese which was spoken much more as the 

lingua franca in Solo than in Jogja. I was lucky that she agreed to accompany me 

because with her Javanese she could make friends and acquaintances much more quickly 

in Solo than I could. 

We stayed for three of the four nights of the festival, which took place on the 

campus of the Universitas Muhammadiya Solo. On the first night there were opening 

ceremonies that included musical perforrtiances by a children's gamelan group from a 

local Solo school, welcoming remarks from various university and local officials, and 

music by a jazz gamelan ensemble. There was also a welcoming speech by Rendra and a 

Javanese for cool and calm, having a prosperous soul or spirit. 
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poem read by the poet and scholar of Indonesian literature Sapardi Djoko Damono. Both 

Rendra and Sapardi grew up in Solo, so it was particularly fitting that they should open 

the event^°. What follows is a reproduction of the opening statement by the poet Taufiq 

Ismail that appeared in the program book and excerpts from Rendra's welcoming 

remarks. 

3.1 The program book 

The opening statement for the program accompanying the International Poetry 

Festival was published as a special edition of Horison, a literature magazine, and was 

written by the poet Taufiq Ismail. In the program, all the poets participating in the 

festival were given a full-page picture and short biography and several pages of their 

poems were included. Foreign poems appeared in their original languages with 

translations into Bahasa Indonesia. Indonesian poems appeared in Bahasa Indonesia with 

translations into English. I have presented the English translation here of Taufiq Ismail's 

opening statement in its entirety as it appeared in publication opposite the Indonesian. 

(30) Introduction to the Poetry Festival in the Program 

Faith that Poetry Will Keep on Giving Meaning to Human Life 

An international poetry reading festival will be held for 9 nights in 
Makassar, Surakarta and Bandung, April 1 to 16,2002. The Poetry 
International, Indonesia 2002, will be joined by 45 poets from 7 countries, 
i.e. 4 European and 3 Asian countries. 

As part of the festival events, Rendra and Sapardi along with other poets visited local highshools to read 
and talk about literature. They each also delivered lectures on language, literature, and Indonesia at the 
Universitas Muhamadiya Solo. 



107 

Those Dutch, German, Austrian, Irish, Japanese, Malaysian and Indonesian 
poets gather in a festival dedicated to "the spirit of peace and friendship, to 
provide space for intercultural exchange and the chance for mutual 
understanding and friendship." 

Quoting Rendra, Chairman of the Festival, this event "is meant to be the 
place for peoples of different languages, nationalities and background to be 
able to get together and interact through poetry." 

Horison monthly literary magazine supports this activity and dedicate its 
April 2002 issue to the festival. We warmly welcome our poet guests from 
these 6 countries, at this time when Indonesia is not that well known for her 
comfort and safety for foreign visitors, and it is an honour for Horison to be 
able to publish the work of the distinguished poets in 5 languages and their 
translations for the benefit of the festival goers in particular and for the 
readers in general. This April edition, which publishes (the) Mestera 
(South East Asia Literary Council) supplement, uplifts the image of 
Horison from a regional literary publication to an inter-continental one. 

The spirit of peace and friendship may sound cliche and rings out the old 
50's and 60's Cold War propaganda theme. But for us Indonesians in the 
last 4 years, when our country suffers heavily from unprecedented multi-
crises, the 6 word phrase sounds so beautiful the nation today longs for. 

The crises kept coming with such complexities. Finance, economy, foreign 
debts, national leadership, politics, corruption, unemployment, poverty, 
mass violence, local civil wars, lawlessness, labour unrest, pornography, 
narcotics, and above this all, topped by moral crises, unprecedented in 
Indonesian history. The phrase the spirit of peace and friendship today 
sounds urgent and looks tempting. 

The work of these poets comes to us through various doors, they manifest 
their thought and experience through a variety of aesthetic expression and 
offer the readers with ample room for cultural interaction, and further on, 
mutual understanding. 

The work of art, in this case poetry, may become an aesthetic vehicle 
through which people of different languages, nationalities background and 
history may reach mutual understanding. 

This unique festival is held within 2 weeks in 3 cities, and 3 nights in each 
city making it possible to spread friendship wider than the usual poetry 
event in one single city. 
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Within the time frame the reading poets and their public, i.e. poetry lovers 
in general, teachers, university and high school students, will enjoy the 
beauty of the poems and the friendship brought forward by the interaction. 
Hopefully the mass media will further on enhance this, bringing home 
mutual understanding and empathy between us all. 

In this world of ours today filled by suspicion, mutual attacks with (a) 
barrage of bombs and propaganda, our poetic effort may look miniscule. 
However, we have to be firm in our faith that poetry will keep on giving 
meaning to human life. 

3.2 A welcoming speech 

Rendra's opening remarks are a very clear and articulate statement connecting 

poetry, politics, and the rakyat. What I present here is only what I consider to be new 

information that has not been expressed yet in the examples above. The excerpts from 

Rendra's speech also will prepare us for the functional ideologies about the way poetry 

sounds when it communicates unity in diversity, presented in the following chapter. 

Rendra made it very clear that poetry is not the same as politics. Politics in 

Indonesia is run by parties, he said. The parties do not represent or care about the 

masyarakat. In organizing this event, Rendra raised all the funds only from the 

masyarakat. There was no money from foreign investors, although he had offers, and no 

money from the government. All the funds came from the citizens, who he said were 

'sangat berdayd' or extremely capable/powerful. 

To illustrate the citizens' capability and power, Rendra talked about the extreme 

flooding that had happened in Jakarta in January of that year. The fact that they are 

capable and powerful, he said, was not surprising. He told about how he was listening to 
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the radio during the flooding and how he heard people calling up the radio station to offer 

their help. 

Rendra is well known for his theater workshops. Besides writing poetry, he has 

written many plays. He had just finished criticizing Sukarno, the first Indonesian 

president mentioned above, for calling himself the "connecting tongue of the people" 

without caring that the rakyat have their own tongues. This received hearty applause and 

laughter. Then, as he told about the rakyat who called in to the radio station, he began to 

imitate their voices. First he imitated two women, starting with some colloquialisms to 

signal a conversational tone and using slightly higher pitch than his regular voice. Then 

he told of a man offering his trucks, and he referred to his own change in voice timbre. 

Before he got through telling about the sound of this man's voice, he had already started 

to imitate the sound of the man's voice, his slang, his conversational style. 

(31) A voice from the masyarakat - a man with a truck 

1. Ada lagi seorang yang dengan suara yang agak ini loh. 
There was another person who with a voice that was sort of like this. 

2. O Pah, ini soya ini anu ini puny a beberapa truk ini. 
Oh Sir, this I this whachmacallit this have some trucks here. 

3. Lalu soya pengin, lalu diperlukan 
So I wanna, so (if) needed 

4. dua truk bisa di pinjam, deh. 
two trucks can be borrowed, ok. 

5. Ini nomber telepon soya, ini alamat soya. 
This (is) my phone number, this is my address. 
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6. Tolong hubungi saya. Say a pinjemin' dua truk, nah... 
Please contact me. I'll loan ya two trucks, nah... 

The rakyat are 'sangat berdaya' Rendra said. Not only do they have needs, but 

they can contribute. Part of what they can contribute is their diversity. Part of what they 

can contribute is their voices. 

3.3 Summary 

We now know about how Indonesians talk about how poetry functions in society. 

It functions for the good of the citizens. Its purpose is to develop the citizenry and to 

remind them of humanitarian values. One set of values that needs to be developed is a 

celebration of diversity and unification. This diversity is inherent in the citizenry and 

represents a great potential. This diversity can be represented through the sounds of the 

citizens' voices. In the following chapter, I present data that explain the proper form of 

poetry, i.e. how it should be read in order to function as it should. 
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CHAPTER 4 'PRESENTING INDONESIAN IDEOLOGIES: 
POETRY'S FORM' 

0. Chapter Outline 

1. Ideologies of form — How to read poetry 

1 . 1  
1 . 2  

Ideology 3: Read aloud 
Ideology 4: Truly understand another 

2. Participant observation at a Jogja high school 

3. Written texts 

4. Poetry reading workshop 

5. Summary 

1. Ideologies of form — How to read poetry 

We need language more to tell stories than to direct action. In the telling we create mental images in our 
listener that might normally be produced only by the memory of events as record and integrated by the 
sensor and perceptual systems of the brain.. .In hearing or reading another's words we literally share 

another's consciousness, and it is that familiar use of language that is unique to man. (Jerison 1976:101) 

In Chapter 3,1 presented the components of the language ideology complex 

'Language Celebration' that addressed poetry's function in society. Specifically, the two 

components presented there explain who poetry functions for, and what kind of change 

its functioning brings about. I suspected that it could not be the case that just any reading 

could function in this way, and that people would have ideas about how poetry should be 

articulated in order to be effective. I was interested in the way a good reading was 

supposed to sound, and how the audience would know if they had heard a good reading. 

In this chapter, I present two ideological components that provide a preliminary answer to 
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the question "How does one read poetry well?" It is preliminary because it is an answer 

based on what people say about preparing for performance, not about the physical 

aspects of the performance itself. These physical aspects of a good performance will be 

demonstrated and discussed with reference to actual performances in Chapter 5. I have 

labeled the two ideological components that explain the proper from of poetry as 

ideologies 3 and 4 for the purposes of discussion. Ideology 3 says that poetry must be 

read aloud, and ideology 4 says that reading poetry allows us to truly understand others. 

This chapter is shorter than chapter 3 for several reasons. First, because we are 

moving into the specific realm within literature, there is less general discussion. Only 

people who study literature, write poetry, or perform poetry would be willing to make 

statements about how a poem should be read. Second, though related, ideologies 3 and 4 

are not so much separate from ideologies 1 and 2 as they are the continuation of a 

particular line of thinking down to one of its logical endpoints. We can imagine starting 

with the ideologies about function articulated in chapter 3 and then following another line 

of inquiry about what makes a good novel or a successful performance of a play. 

Further, this chapter is shorter because it serves as an introduction to the 

presentations of forms themselves, i.e. examples of performed poetry that will appear in 

chapter 5. Whereas talk about function is widespread, talk about form shares time with 

presentations of the form itself. Perhaps this is related to the opinion expressed in the 

interview presented in Chapter 2 that in Jogja you "jump in and swim in the arts 

swimming pool," as opposed to just talking about swimming^'. 

^'This is not to say that there is not a lot of literary theory and analysis taking place in Jogja. 



113 

This chapter is organized as follows. In the next two sections I provide data that 

articulate ideologies 3 and 4. In sections 2 through 5,1 demonstrate how these ideologies 

were articulated in three different contexts, i.e. a literature class at a Jogja high school, 

written texts about poetry, and a poetry-reading workshop for university freshmen. 

1.1 Ideology 3: Read aloud 

The following poem is by Sutardji Calzoum Bachri. It is the sound of this poem 

that makes it interesting. Please jump in and read the Indonesian version aloud. 

(1) Reading aloud 

Belajar Membaca 'Learning to Read' 

kakiku luka 
luka kakiku 
kakiku lukakah 
lukakah kakiku 
kalau kakikau luka 
lukakukah kakikau 
kakiku luka 
lukakaukah kakiku 
kalau lukaku lukakau 
kakiku kakikaukah 
kakikaukah kakiku 
kakiku luka kaku 
kalau lukaku lukakau 
lukakakukakiku lukakakukakikaukah 
lukakakukakikaukah lukakakukakiku 

my foot is wounded 
wounded is my foot 
my foot is wounded? 
is my foot wounded? 
if my foot is wounded 
is your foot wounded? 
my foot is wounded 
did you wound my foot? 
if I'm wounded, you're wounded 
is my foot your foot? 
is your foot my foot? 
my foot is wounded clumsy 
if I'm wounded, you're wounded 
my foot is clumsy wounded, is your foot clumsy wounded? 
did you clumsy wound your foot? 1 clumsy wounded my foot 

by Sutardji Calzoum Bachri 

An important and immediately obvious difference between what it means to 'read 

poetry' in English and to baca puisi in Bahasa Indonesia is that in Indonesian to read a 
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poem is to articulate it out loud, even if it is in the privacy of one's own room. In his 

book Sihir Rendra: Permainan Makna (Rendra's Magic: Playing with Meaning) the poet 

and foremost scholar of Indonesian literature, Sapardi Djoko Damono writes that there is 

a very tight connection between orality and poetry in Bahasa Indonesia. In his chapter 

'This Our Poetry,' Sapardi explains that even though poetry is a published text, poets 

imagine how their poems will be read, students and teachers like to talk about the sound 

aspects of poems, and audiences insist on hearing poetry performed (1999:56-76). The 

oral fact of poetry is necessary for us to keep in mind as it pervades Indonesian thought, 

but no longer necessarily pervades Western thought. 

In another chapter 'Orality and Literacy: The Case of Contemporary Poetry,' 

Sapardi writes the following. 

Attention to publication of poetry books turns out to go along with the increasing 
importance of events (for) oralizing poetry in our masyarakat. This is evidenced by the 
number of literary communities that like to busy themselves with organizing various 
events, among them a number of poetry readings. In this instance reading is not rarely 
the same in function with publication; oralizing poetry is to publish poetry, publishing 
poetry book(s) is usually accompanied with reading poetry, or even musicalizing poetry 
or singing poetry. (1999:207) 

It was not strange for me to be in Jogja asking about how to read a poem aloud, 

other than the obvious strangeness of being a 'foreigner'. What was strange there was the 

idea of reading a poem quietly to oneself - eyes moving over the page with no sound 

escaping the lips. 
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1.2 Ideology 4; Truly understand another 

There is one word, one concept that emerges in talk about how to read poetry as 

the most important factor in being able to read a poem well. It is the noun paham and its 

verb variant memahami. 

(2) The word 'paham' 

paham: understanding, view, concept, know 
Se—paham; like—minded 
me—maham—i: understand, realize, appreciate the facts 
me—maham—kan; explain, make someone understand 

Paham is not the same verb that one uses to say 'Do you understand Bahasa 

Indonesia?' For that you would use mengerti, and returning to Indonesia after a 

seventeen-year absence, I knew the verb mengerti well, but did not remember the word 

paham. In the data I collected, if mengerti was used in descriptions of what you needed 

to be able to do in order to read a poem, it was always qualified as either mengerti betul -

'truly understand', or benar-benar mengerti - 'sincerely understand'. Paham means 

heightened understanding all by itself. 

The idea of paham is often accompanied by the idea of internalizing, 

internalisasi, and deepness, or men-dalam-i - 'to deepen one's understanding, to 

penetrate'. This focus on true understanding raises the question, 'What must be 

understood in this true and deep way?' Interestingly, it is not really the poem itself so 

much as the another's intentions, or the poet's heart as expressed in the written text. 

In the 75 articles from the Jogja newspaper summarized in chapter 3,paham 

occurred 28 times. It referred to deep understanding of poems in articles written by 
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literature professors or poetry performers. Most of the cases, however, were about the 

need for the masyarakat to understand the importance of the arts and literature's ability to 

enable us to understand someone else, in these cases referring again to function. As we 

will see,paham resonates with statements about appreciating diversity. 

In order to read a poem well you have to understand another person's heart. 

Recall Rendra's statement about the purpose of the poetry festival printed in the 

newspaper announcement, which also appeared on the cover of the Horison magazine 

program - "This is how people who have different language, nationality and cultural 

backgrounds will meet each other heart to heart through poetry". 

In what follows I present several examples of the use of paham and show how it 

applies to what one needs to know in order to read a poem well. This demonstration 

includes some statements about articulation in performance. We begin with an 

interaction at a Jogja high school where students respond to my questions about reading 

poems aloud, then we turn to some written texts both scholarly and popular that use 

'paham' to talk about reading poetry. I also present some data from a training seminar 

for university students on how to read poems. This chapter concludes by forecasting how 

true understanding, pluralism, and developing the citizenship effects articulation in 

performances of poetry. 

2. Participant observation at a Jogja high school 

One of the friends I made in Jogja was an Indonesian literature professor at the 

Universitas Gadjah Mada. When she found out what I was researching, she told me she 
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had a good friend who taught Indonesian literature at her alma mater high school. She 

invited me to go there with her on Kartini Day, a day celebrating a national heroine 

Kartini who is credited with emancipating Indonesian women and making it possible for 

all girls, not just wealthy ones, to go to school. On Kartini Day, all public schools have 

special celebrations that include wearing traditional costumes from all over Indonesia, 

cooking traditional foods, and reading poetry. 

As part of their celebratory activities, the students at this high school read poetry 

in Bahasa Indonesia. After 26 students stood up to read, my friend and I were invited to 

talk or ask questions. I asked them, 'Why must poetry be read aloud?" Two students 

took the microphone to answer the question. I have included the first student's response 

in (3). 

(3) Poetry must be read aloud because... 

1. Kalau menurut saya, jika puisi itu tidak dibaca maka makna. 
According to me, if poetry is not read then meaning 

2. inti dari puisi itu, apa^^, sulit kita pahami, gitu loh 
the core of that poetry, um, is hard for us to understand, like that y'know 

3. Jadi, biar apa, puisi kita, makna dari puisi itu dapat kita pahami 
So, so that um, poetry we, meaning from poetry we can understand 

'apa' the word for 'what' is commonly used in speech instead of 'um' when the speaker is looking for a 
word. 
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4. kita resapi, mungkin dapat kita baca, dan mungkin dengan intonasi yang benar 
We absorb, maybe we can read, and maybe with right intonation 

5. jadi, aneka makna dari puisi, ada orang marah atau orang sedhi itu 
so, various meanings from poetry, someone is mad or someone is unhappy 

6. jika kita baca dengan intonasi yang benar maka kita tu 
if we read with right intonation then w 

7. dapat mendalami isi dari puisi tersebut 
are able to internalize the contents of the poem 

The second student's response emphasized the need for reading aloud to 

understand the situation in which the poem was created. Reading aloud enables the 

reader to know secara langsung - 'in a direct way' - the meaning of the poem. 

It was harder to get an answer to another question I had which was "What are the 

elements of a good reading?" One student took the microphone and started to talk and 

found that she did not have an answer that satisfied her. What she ended up saying is that 

a bad reading could result from wrong intonation - reading as though you were angry but 

leaving you feeling that the poet was not really mad, for example. The teacher 

summarized her remarks by saying that a good reading was one that was "tepat" - 'exact 

or appropriate'. 

3. Written texts 

In this section I present texts written by experts in the world of poetry reading. 

We begin with an article written by Jabrohim, a scholar working conscientiously to enact 

the idea that literature should function to raise awareness of values in society. He created 

a group called the Masyarakat Poetika Indonesia, which organizes various poetry-based 
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activities and contests around the country and publishes collections of poetry. He is a 

professor in the Indonesian literature department as well as an administrator for student 

affairs at the Universitas Ahmad Dahlan, in Jogja. He was directly responsible for 

organizing the student retreat which I describe below as well as making it possible for his 

university to host the National Literature Conference in 2002^^. 

Jabrohim wrote an article called "Membaca, Memahami, dan Menyadur Puisi," or 

'Reading, Understanding, and Adapting Poetry.' It is an article that combines literary 

analysis with methods for reading and is directed at an audience of literature teachers and 

university students. I begin my presentation of it with the section entitled 'Reading 

poetry in public' and include through to the first part of a section entitled 'Understanding 

P o e t r y '  { M e m a h a m i  P u i s i .  

(4) Scholarly Article on Reading and Understanding Poetry by Jabrohim 

Reading poetry in public is an artistic activity. In this activity that is often called baca 
puisi"'^, the reader has to try to present as well as possible. To measure the success of a 
reading by a particular reader, we can use the terminology used by poetry reading 
contest^® juries. Some of the terminology of the jury in the evaluation of poetry reading 
contests is quite detailed and some is quite global. By means of large divisions, there 
are three aspects of evaluation, namely (1) interpretation and internalization, (2) 
representation technique, and (3) creativity or idea. In what follows, I briefly explain 
these three aspects of evaluation. 

1. Interpretation and Internalization 

" This was the year following its convening in Medan, described in the Jaicarta Post article in Chapter 3. 
Having this conference at an Muslim university was a significant move, and much was said by Muslims 
and non-Muslims alike about the open-minded embracing of diversity by Islam that wasrepresented by 
holding the conference there. 

This is a translation I did at his request, but the footnotes are my own comments. 
'Read poetry,' an inherently performative activity that happens 'in public'. 
The criteria forjudging poetry-reading contests are fairly standard. This represents a clear and thorough 

articulation of what I heard about the criteria in personal conversation. 
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What is meant by interpretation is understanding^^. There are two types of understanding 
which are linguistic understanding and symbolic understanding. Linguistic 
understanding relates to how to read poetry in accordance with linguistic concepts. 
Symbolic understanding relates to how the reader verbalizes these linguistic concepts 
with respect to the meanings which are intended by the writer or which are contained in 
the poem being interpreted. 

Internalization is full or total comprehension (something deeper than understanding^^) of 
the poem that has been taken in during the interpretation phase. In internalization, the 
reader exerts himself so that the particulars, understood in the phase of interpretation, 
become contained in his spirit. Projecting this in the performance, the reader is not just 
reading poetry, but producing this inner content. If the reader does not accomplish this, 
the poetry reading will certainly be ugly. Therefore, in preparing for the activity of 
reading poetry, a reader must choose a poem that he truly understands. Reading poetry 
which is not completely understood should be prohibited! 

2. Representation Technique 

What is meant by representation technique is the technique the reader uses to recreate the 
poem before the public. As instruments, we need the involvement of our bodies. To 
formulate this concretely, the poetry reader must pay attention to the following 
problems. 

a. Vocalization, relates to the choice of sound to accompany the utterances, or how the 
reader pronounces given words in accordance with the meaning they carry. 

b. Intonation, relates to the pitch, highness-lowness, rising-falling, and rhythmic 
quickness-slowness of the poem being read. 

c. Articulation, relates to the problem of the precision with which given words are 
uttered, and this is related to understanding (interpretation) and symbolic vocalization. 

d. Expression, relates to how a poetry reader synchronizes the meaning that is contained 
in poetry with pronunciation during the process of reading. This shows up in facial 
expressions or mimicry and is maybe aided by other gestures (like hand and neck 
movements). In relation to this, it must be realized that excessive gestures like 
somersaults, fidgeting, and unnecessary hand movements can definitely lower the 
quality of the poetry reading. Movement - says Sutardji Calzoum Bachri - constitutes 
a factor that helps in raising the intensity of the reading, but certainly only if the 

pemahaman 
again, pemahaman 
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movement is really needed and appropriate. Furthermore, Sutardji says that wasting 
movements whenever one feels like it is not a feature of poetry reading presentations. 

Other than these four points above, according to Emha Ainun Nadjib, a poetry reader must 
develop eye shine^® and breath. Eye shine - says Emha Ainun Nadjib - definitely 
constitutes the most important thing in the technique of representation. 

3. Creativity or Idea 

Creativity truly constitutes the binding factor. Creativity concerns how a poetry reader 
unifies other elements - namely interpretation and internalization along with technique 
of representation - into a shape which is special, which only belongs to that particular 
reader. So creativity serves as a set of identifying characteristics, differentiating the 
reader from others, and maybe even differentiating him or her from something that has 
already become standard. 

C. Understanding Poetry 

Understanding poetry is not as easy as understanding other works of literature like short 
stories, novels or dramas. Words in poetry do not only have a denotative meaning, but 
also a connotative meaning. These words are not only informative, but they also have 
an expressive side, to convey the tone and attitude of the writer. Words in poetry do 
not only illuminate and clarify and state what is being said, but also intend to persuade, 
influence the attitude of the reader, move the emotions of the reader and in the end 
strive to alter convictions or points of view. 

At the end of this excerpt, we hear how understanding a poem has consequences 

not only for articulation, but also to change attitudes, convictions and point of view. I 

tum briefly to two textbooks to flesh out what one needs to know to be able to read, or 

sound, poetry. 

The first is a textbook called Teori dan apresiasi puisi - 'Theory and 

appreciation of poetry'. This was given to me by one of my neighbors who had used it 

when she was at university. Published in 1987, its opening chapter is entitled, 

Memahami Puisi. In it, the author talks about how in understanding a poem, particularly 
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difficult poems, the reader needs to know its background and the background of the poet, 

or the poem's 'genetic factors'. I was told repeatedly in interviews that knowing the 

author's background was an important step for understanding a poem. This is different 

from discourse about poetry in my own experiences in literature classes in the United 

States. Although we definitely say that poetry is written in a context, and that 

understanding the context can provide insight into a poem, this idea is always overridden 

by the idea that Literature has the ability to convey its meaning and beauty across the 

ages and to a variety of readers without any required knowledge of the poet's 

background. 

Another poetry textbook that was published during my stay in Jogja, 15 years 

after the one cited above, has taken this idea of knowing the poet and understanding 

someone else's heart as foundational to its organizing structure. It is was written by 

Suminto A. Sayuti, the current dean of the Faculty of Language and Literature as well as 

the head of the Center for the Study of Culture at Universitas Negeri Yogyakarta 

'National University of Yogyakarta'. In the publisher's introduction, it says that it is 

hoped that this book will "help to raise the appreciation of (a) broad (section of the) 

masyarakat towards literature in general, and to poetry in particular." 

The title of the text is Berkenalan dengan Puisi, or 'Becoming acquainted with 

poetry'. Kenalan is always the first step in entering into social relations. Once you 

have been kenal-Qd with someone, it is perfectly legitimate for you to come to each other 

This is a direct translation of the Indonesian 'sinar mata'. I could find no idiomatic definitions for this, 
nor did 1 see this in any other texts, although intuitively I think it means 'eye contact.' 
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for help, and quite probable that you will exchange food and invitations to social events. 

The book is an introduction to poetry in the sense of making poetry's acquaintance. 

Each chapter of the book (Expression Technique, Diction, Visual Form, etc.) 

includes a Berkenalan lebih lanjut section (More in depth familiarity) that simply 

provides poem after poem without comment. These sections invite the reader to read, i.e. 

sound, the poems illustrating the discussion for that chapter. In his chapter Diksi -

'Diction' - Suminto writes "understanding (pemahaman) towards the use of diction 

becomes one of the points of view of the reader moving towards an understanding 

{pemahaman) of the meaning of the poem in a good and complete way" (Suminto 

2002:143). He quotes Sapardi as saying that in poetry words do not just connect us to the 

poet's ideas, but serve as a "support and connection between the reader and the intuitive 

world of the writer" (Suminto 2002:143). 

What makes a good reading of a poem? A deep understanding of the poem. 

What is a deep understanding of a poem? A deep understanding of a poem involves 

knowing the background of the poet and poem. This is evidenced in proper diction or 

articulation. 

An article specifically about poetry that appeared in the newspaper elaborates this. 

It was written by woman who was famous as a poetry reader in Jogja (as opposed to 

being well known as an actress or a poet, although she was also both of these things). 
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(5) A newspaper article on reading poetry 

08/26/01 Membaca Puisi, Membaca Hati (by Evi Idawati) 
Reading Poetry, Reading Heart 

Reading poetry is reading heart. Reading the feelings that have been poured out by a 
poet through word. That feeling can be of many kinds. Anger, feeling of loss, sorrow, 
happiness and others. Even though the method of uttering will be different between one 
poet and another. What is certain/definite is that what is poured out in poetry is a 
humanitarian feeling... 

So that we don't go wrong in understanding (paham) the poetry that we are going to read, 
we must truly understand (mengerti benar) what is being presented by the writer. 
Because a reader of poetry has to be one with the poem that will be read. From there is 
born rhythm, intonation and diction that we are going to articulate when we read the 
poem.. .We become a tool for poets to express their thoughts and feelings. 

4. Poetry reading workshop 

The final example illustrating how to read poetry comes from a weekend long 

retreat to introduce incoming freshmen (in an Indonesian literature department) to 

methods for reading poetry. Since most of the students who are graduated with degrees in 

Indonesia literature go on to teach Bahasa Indonesia and Indonesian literature, the 

purpose of this retreat is to start students thinking about methods for speaking, reading, 

and presenting literature and language early in their academic training. 

The speaker for the first evening was a man named Kak We'Es, who calls himself 

a 'Pendongeng' (story teller/fairy taler). He claims to be only one of maybe two people in 

Indonesia who call themselves this. He often appears on local television performing 

stories for children. His perspective is firmly within the ideologies presented in chapter 3 

about the function of literature in society. "Story telling is a way to guard social and 
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cultural values and it returns the function of the house as a school and the parents as 

teachers for their children'^"". 

During the workshop, Kak We'Es had the students work on several exercises 

including how to read two particular poems and how to say given words or phrases given 

a certain imagined context. For example, students were asked to utter the word Ibu 

(mother) as if they were happy to see her. Then they were asked to imagine they had 

been looking all over the house for her and then they find her lying in bed, sick and to say 

'Mother!' as they would in that context, for example. 

In the following example you will hear We'Es teaching about proper/genuine 

(wajar) articulation. He says that in some cases it is wajar to pronounce as in regular 

speech, which has been influenced by local dialects. 

(6) How to articulate appropriately 

(1) Kalau baca puisi begini wajar atau ndak? 
If (you) read poetry like this is it proper or not? 

(2) Kalau orang ngomong, wajar itu seperti ngomong biasa 
If people are talking, proper is like talking normally 

(3) ini loh baca puisi itu. 
like this reading poetry 

(4) Kalau asalnya Tegal, ya, ya ada dialek Tegal 
If (s/he is) from Tegal, ya, ya there is Tegal dialect 

(5) yang mungkin yangya pengaruh 
that maybe that ya influences 

(6) Ya ngak apa apa lah kaya gie 
Ya it's ok (if it's) like this (using a Tegal accent) 

From a brochure for his Storytelling House Foundation Lembaga Rumah Pendongeng. 
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truly understand the poem, which includes being acquainted with the poem's and the 

poet's background. A good reading sounds in the poet's voice. 

I am aware that my focus on the oral elements of Indonesian poetry makes me 

guilty of being interpreted as representing Indonesians as possessing a culture locked in 

some earlier historical stage practicing literature. However, some Indonesians see 

themselves as uniquely positioned to create a culture that makes full use of both written 

and oral communicative processes. 

People in Indonesia are making choices at ideological and articulatory levels. 

Orality is no longer thrust upon them as the only or even the most desirable option. Oral 

and written two possible choices, but a combination of the two is also an option. It would 

be a serious mistake to say that Indonesians' oral traditions mean they are not concerned 

with writing. There are many examples that show a focus on both. Here are two. 

First, at conference I attended in Jogja, the prominent social theorist Faruk 

admonished his fellow social scientists and literature experts on their preoccupation with 

the oral, which he said keeps Indonesian scholarship from articulating globally. 

Interestingly, although he is a widely published scholar, his 'paper' that he delivered at 

this particular conference was not delivered to the audience from a written from, for 

which he apologizes in his opening remarks since the typical practice at such conferences 

is to 'read' one's paper. However, his performance contrasted with many papers that 

were written and read aloud before him in that he was able to avoid embarrassed 

apologies for typographical errors (that in other papers, were actually read aloud.) As the 

most 'articulate' speaker, he was fittingly gave the key note address. 
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Another example of a focus on writing can be seen in the Sultan's handwriting of 

' Jogja' presented in chapter 2. This is one way that the written form is being used to 

communicate globally while retaining aspects of the local, directly addressing, as it were 

Faruk's concern. Here too, however, the voice is implicated, as it is a representation of 

the way people actually pronounce the name of their hometown that is written in the 

Sultan's handwriting, which is crucially a different spelling than the official, national 

spelling of'Yogyakarta.' 

Language use choices that focus on oral elements of language have different 

consequences than choices that focus on the written. Indonesians make choices to do 

both. In the next chapter, I present performances of poems that result from the 

interaction of the ideological components presented in this chapter and in the previous 

chapter. 
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Chapter 5 — Presencing Indonesian Voices in Poetry 

.. kami para penyair 
teruskan, meneruskan zikir kami 
palabras palabras palabras palabras palabras 

kata kata kata kata kata 
semakin kental mengucap 
cahaya pun memadat 
sampai kami bisa buat 
sesuka kami atas padat cahaya 

lantas bulan kesurupan 
kesadaran kami meninggi 
bulan turun pada kami 
dan kami mengatasi bulan 

sampailah kami pada kerajaan kata-kata 
jika kami membilang ayah 
ia juga ayah kata-kata 
jika kami menyebut hari 
juga harinya kata-kata 
jika kami mengucap diri 
pastilah juga diri kata kata 

Di cafe jalanan Medellin 
purnama jatuh 
kata-kata menjadi kami 
kami menjadi kata kata 

we poets 
continue our zikir'*^ 
palabras palabras palabras... 

words words words words words 
the more densely we pronounce 
even the light concentrates 
until we can do 
what we will on the light's solidity 

then the moon becomes possessed 
our awareness rises 
the moon descends to us 
and we overcome the moon 

until we reach the kingdom of words 
so that if we say father 
he too father is words 
if we mention day 
also the day is words 
if we pronounce self 
surely also self is words 

in a cafe on the streets in Medellin 
full moon falls 
words become us 
we become words 

Sutardji Calzoum Bachri 

excerpt from 'La Noche de las Palabras (El Diario de Medellin)' 
written in Medellin, Colombia 1997 

performed at UNY August 2001 

Usl.) repeated chant part of the confession of faith, often in unison, as a form of worship 
Fakultas Bahasa dan Sastra (Faculty of language and literature), Universitas Negeri Yogyakarta 
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Chapter Outline 

1. Introduction 
1.1 Summary of language ideologies from Chapters 3 and 4 
1.2 Organization 

2. Terms Toolkit 
2.1 Suara: Voice and sound 
2.2 Menghadirkan: Animating 
2.3 Wakil and Lambang: Representing 
2.4 Khas: Special, unique to a place 
2.5 Iconicity, Erasure, and Fractal Recursivity 

3. Preliminary examples for theory: Sounding ^Khas' 
3.1 Music Poetry Festival 1 
3.2 Music Poetry Festival 2 
3.3 Mantra from Sumatra - Sounding khas with intonation 
3.4 Voicing diverse voices 

4. Zawawi Imron's poem 'Keroncong Air Mata' 
4.1 The event: Wide angle^ 
4.2 The poem: Zooming in^ 
4.3 Meeting the poet: Wide anglej 
4.4 The interview: Zooming inj 
4.4.1 General comments on performing sounds 
4.4.2 Specific referents for sounds 
4 . 5 Summary 
4.6 Interviewing 'the audience': Wide anglej 
4.7 Questionnaire responses: Zooming inj 
4 . 8  S u m m a r y j  

1. Introduction 

Articulate,/aj.ti.kyu.leyt/ verb. Using the human speech 

apparatus to produce sound. Indonesians articulate 'unity 
in diversity' when performing poetry. 

The poem by Sutardji above focuses our attention on the key themes in this 

chapter. In it we find an equation between speaking and being. He emphasizes 

articulation and the repetition of sound. Words become us; we become words: Speaking 
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is being; being is speaking. Notice too the emphasis on process or change - things 

moving from one state into another. In this chapter we examine how 'articulation or 

sounding' of the idea unity in diversity in poetry causes change. 

1.1 Summary of language ideologies from Chapters 3 and 4 

In Chapters 3 and 4 we heard a variety of voices in Indonesia articulate a several 

language ideologies about the function and form of poetry in Indonesian society. I 

numbered and labeled these ideologies as follows: 

Ideology 1: The citizens will be developed 
Ideology 2; Diversity will be unearthed 
Ideology 3: Read aloud 
Ideology 4: Truly understand another 

Together, these ideologies are part of the context in which poets compose poetry, 

performers read poetry, and the public interprets poetry in Bahasa Indonesia (BI). In (1), 

I provide a summary or model of these language ideologies together''^. 

The form of this summary is based on Lippi-Green's model (1997) of the language ideology complex 
'Language Subordination in American English.' Her model is presented and used for comparative analysis 

in chapter 7. 
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(1) Summary of Indonesian language ideologies relevant to performing poetry in BI 
Language is physicalized 

You can make a material change in the world by making sounds with your voice. 
Pluralism is unearthed 

You can discover different languages and identities through sounding other voices. 

New information is acquired. 
You can deeply understand another's heart by reading poetry aloud. 

Non-mainstream accents are specially representative of particular places 
Using 'khas' voices communicates unity in diversity. 

Explicit promises are made 
The citizens will become developed, awakened, and valued. 

Threats are made 
Without poetry, we will forget our value and humanness. Our situation will 
deteriorate. 

Authority is claimed 
I can talk like you. 

Marginalized voices are made present in performance. 
You should read a poem in an accent different than your own, if the poet has a different 
accent, or if the poem is about people who sound differently than you. 

Reading poetry aloud causes change. The citizens are the beneficiaries of this 

change in that their batin or nurani (inner self, soul, mind) changes from being 

undeveloped to developed, from asleep to awakened, from devalued to valued. The 

specific change poetry (and literature) is affecting is to move the citizens from being 

unaware of their inherent diversity, to being unified around their very diverseness. 

Poetry accomplishes this through the use of sound, i.e. by being read aloud and by 

indexing diversity with the sounds of diverse groups of people. I call the whole group of 

ideologies presented in (1) the ideological complex 'Language Celebration in Bahasa 

Indonesia' (or LCgj). 
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1.2 Organization 

In this chapter, I will represent Indonesian poets and performers embody 

'Language Celebration in Bahasa Indonesia.' Further, I will illustrate that sounding 

properly is how poetry, as a part of literature, accomplishes its function for change. 

In Chapter 2 on models and theories, I introduced Irvine and Gal's three 

cross-linguistic properties of language ideologies. These were 'iconicity,' 'erasure,' and 

'fractal recursivity'. In this chapter, we will see sound function as an iconic conveyor of 

difference. As the theme of 'unity in diversity' emerges, we can ask ourselves, 'what 

voices are being erased, subdued, or left out in the articulation of this theme?' We will 

observe fractal recursivity as the process of 'linking-sound-and-difference-to-project 

-unity' is reproduced recursively in multiple texts and on multiple contextual levels. 

The examples of poetry presented in this chapter support the following argument: 

By animating voices to signal particular groups or places, performers use iconic indexing 

of socio-geographic difference to effectively articulate the message of 'unity in 

diversity'. This argument and the data that support it are particularly interesting because 

similar processes have been shown to articulate contradictory messages, for example 

negative stereotyping of subordinated groups in American culture (Lippi-Greenl997). 

In order to talk about sounding properly we need to have several more terms 

common. In section 2,1 provide a 'terms toolkit'. The terms toolkit is an explanation 

and translation of five Indonesian words that are essential to understanding how 

These three properties will be taken up as terms for analysis in Chapter 7. 
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Indonesians sound 'unity in diversity.' We will use the Indonesian terms themselves in 

what follows as descriptors and as part of the analysis. 

The examples of performed poetry themselves appear in two sections. In section 

3,1 present several shorter examples from a variety of poetry events to illustrate sounding 

'unity in diversity.' Here I tie the examples to the processes of iconicity, erasure, and 

fractal recursivity. 

In section 4,1 provide an extended example of a particular poem that perfectly 

illustrates the process of sounding diversity to affect change towards unification. This 

example is 'extended' for several reasons. First, the poem itself is a long text, although I 

have only transcribed parts of it. Second, I describe the context in which it was read 

because the context itself provides a recursive example of the sounding 'unity in 

diversity.' Finally, it is extended because I have included interview responses about the 

identity of the sounds in the poem, both from the poet/performer and from listeners. 

2. Terms Toolkit 

In order to talk about the following examples, we need to share some terms. To 

talk about poetry the way Indonesians talk about poetry, we need to understand five 

relevant Indonesian words (2.1-2.4). We will use these words from Bahasa Indonesia to 

refer to these concepts in what follows. We also need to be reminded of three terms from 

American linguistic anthropology that we need to analyze language ideologies (2.5). 



2.1 Suara: Voice and sound 

The word suara"^ in Bahasa Indonesia means both voice and sound. It is 

pronounced /su.wa.ra/. There is another word 'bunyV that means 'sound or noise,' but it 

is suara that is used to talk about both the sound of poetry (suaranya puisi), performing 

poetry (menyuarakan puisi, i.e. to give voice to poetry), and to describe the function of 

poetry as awakening the ''suara hati nuranf^" or the sound of the inner spirit. We will 

use 'suara' in what follows to refer to the sounds of performed poetry as well as to the 

voices animated in the performances. Using it enables us to convey the convergence of 

sound and voice in Indonesian. 

2.2 Meng-hadir-kan: Presencing 

Perhaps the word in English that best describes a process of imitating another's 

voice in a new context is 'animating'. In Bahasa Indonesia, the word that best describes 

the process of imitating other voices and causing them to speak outside of their original 

contexts in performance is meng-hadir-kan /meg.ha.dir.kan/. Hadir means 'to be 

present.' Menghadirkan is 'to cause something or someone to be present.' The process 

of sounding voices in Indonesian poetry causes those voices to be present at the event. 

'To animate' translates most directly into Bahasa Indonesia as meng-hidup-kan, 

or 'to cause to live,' which does not require that the thing that is animated be present, i.e. 

you can animate something remotely. We will use meng-hadir-kan to talk about what 

Pemungutan suara is the collecting of a vote 
Recall that the Jogja newspaper KR calls itself the 'suara hati nurani rakyat' - the inner voice of the 

people. 
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happens when performers meny-uara-kan (sound/give voice) to Others in poetry. Hadir 

more than animate frames articulation as having material and deicticaly proximal 

consequences. 

2.3 Wakil and Lambang: Representing 

Since Indonesian performers and poets use sound to represent others, and since I 

am representing others as well, we will make use of two senses of 'represent' in Bahasa 

Indonesia, namely wakil /wa.kil/and lambang /lam.baN/. 

(2) Definition of wakil 

Wakil: 1. representative, 2. vice—, deputy—. 3. agent (on 
behalf of a firm), ber-wakil—an: 1. be represented. The 
people are represented in parliament, me-wakil—kan 1. 
appoint s.o. as a representative. The president sent Adam 
Malik as a representative to Sadat's funeral. 

Wakil incorporates semantic features of'official,' 'surrogate,' 'someone-who-stands-

in-the-stead-of,' and 'bureaucracy.' Compare wakil to lambang. 

(3) Definition of lambang 

Lambang: sign, symbol, me—lambang—kan 1. symbolize. The 
orchid symbolizes eternity. 2. demonstrate in a graphic 
way, epitomize. Each house demonstrates the poverty of the 
people. Per—lambang—an: omen. 

Lambang lacks the features of 'official', is removed from actual persons, and 

incorporates instead semantic features of 'semiotic mediation' and 'the abstract.' In the 
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sense of wakil, the represent-er and the represent-ee (subject and object) are emphasized. 

In lambang, the process, or act, of representing is emphasized. 

The OED shows English's 'represent' to cover these same semantic features, 

although, not surprisingly, they are not grouped in precisely the same way. In English, 

the features incorporated by wakil and lambang appear dispersed throughout the nine 

senses of the first of two verb entries for 'represent.' We will make use of the particular 

grouping of semantic features in wakil and lambang below. 

2.4 Khas: special, unique to a place 

Khas /xas/ appears in the Indonesian-English dictionary as 'special', but 'special' in the 

English-Indonesian dictionary does not yield 'khas.'' As mentioned in Chapter 3, khas 

means 'special' in the sense of uniquely specific to a place. Every town or cultural group 

has food that is khas, clothes that are khas, and customs that are khas. As we will see, 

places and cultural groups also have sounds that are khas, or uniquely representative of 

their identity. 

We will see how in the act of lambang-'mg (representing with symbols) ideas of 

unity, poets/performers articulate suara khas (uniquely special and identifying sounds 

and voices) that wakil (represent as to stand in place of) these groups which m&ng-hadir-

kan{s) them (or causes them to be present). 

Definitions taken from Hassan and Shadily's Indonesian-English dictionary. 
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2.5 Iconicity, erasure and fractal recursivity 

In chapter 2,1 summarized a particular theory of language ideologies articulated 

by Irvine and Gal (2000) that has the attractive aspect of having posited cross-linguistic 

properties. They define three semiotic processes - iconization, fractal recursivity, and 

erasure - that speakers use in making language ideologies, or in conceiving links between 

social phenomena and linguistic structures. Here I only repeat their definitions'*®. 

(4) Definitions of iconization, erasure, and fractal recursivity (Irvine and Gal 2000) 

Iconization: The process whereby linguistic and social features that may coexist because 
of historical or conventional connections (indexes) are ideologically transformed into 
inherent connections (icons). 

Erasure: The process in which ideology, in simplifying the sociolinguistic field, renders 
some persons or activities (or sociolinguistic phenomena) invisible. 

Fractal recursivity: The process of projecting an opposition, salient at some level of 
relationship, onto some other level. For example, intragroup oppositions might be 
projected outward onto intergroup relations, or vice versa.. .the oppositions do not define 
fixed or stable social groups, and the mimesis they suggest cannot be more than partial. 
Rather, they provide actors with the discursive or cultural resources to claim and thus 
attempt to create shifting 'communities,' identities, selves, and roles at different levels of 
contrast, within a cultural field. 

We need the eight terms defined in this section to talk about the examples that 

follow. 

3. Preliminary examples for theory; Sounding 'Khas' 

What makes something khasl How does one menghadirkan khas-ncssl Marcel 

Proust in his novel A la recherche du temps perdu said that taste could take a person back 
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to a place, could invoke a memory so vivid that that place and time in the past was re-

enacted in the present. In Indonesian poetry, suara performs a similar function as 

Proust's madeleine, by making other people and places - distant in time and space -

present. 

The data in this section provides examples of how suara is used to make these 

other places present. We will see that performers have options for sounding like another 

places or for bringing another voice to hadir. We will explore some of these options by 

looking at several types of examples. In the sense of wakil, we will identify, whenever 

possible, whose voices are used and which places they represent. We will ask, 'who is 

not being wakil-tdT This will prepare us to focus on the extended example in Section 4. 

For each of the following examples, I begin with a statement of goals, e.g. how 

the example illustrates 'iconicity' or 'hadir'. This is followed by a general description of 

the event - the spirit that text was performed in - or a wide-angle view. We will then 

zoom in on the particular aspects of sound that are being manipulated to convey 

'khas-n&ss\ Each section ends with a short summary. 

3.1 Music Poetry Festival 1 

Goals 

With this first example, we get a preliminary idea of sound as iconic of place. 1 

have chosen to include this example for the following reasons: Although the human 

voice is involved, the main sounds being used to convey place are musical, and thus 

Please see Chapter 2 section 3.3.2 for an explanation of their theory and an example of how these 
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provide a non-linguistic example of khas-ness. Because the sounds are non-linguistic, it 

may be easier to think about them without imagining negative stereotyping. Starting by 

imagining 'music' helps us to focus on sounds as indexes of socio-geographic 

phenomena - we readily imagine different places when we hear different music genres, 

for example the different places evoked by banjo music versus sitar music. Further, the 

places or voices represented are English-speaking and should therefore be readily 

recognizable to us, at least in some dimension. Finally, this example provides a good 

introduction to fractal recursivity as we can see differences reproduced at multiple levels. 

Wide Angle 

This musical poetry festival was part of the 56"" anniversary celebration of the 

Social Science Faculty at the Universitas Gadjah Mada (UGM). The celebration took 

place over several days and included lectures, discussions, a family day and alumni 

meetings. A theme for the event was the articulation of local culture in global discourse. 

This was accomplished through a set of lectures on the role of literature and language in 

this process as well as by a focus on the emerging genre musikalisasi puisi (musicalizing 

poetry). 

There were two events presented as part of the music poetry focus: A scholarly 

discussion about the history and development of musical poetry as its own genre and a 

festival of musical poetry performances. The discussion brought together two giants in 

the Indonesian arts world - one the well-known poet/actor/performer, Landung 

Simotupang, and the other the musician/composer/actor/director, Djaduk Ferianto. 

properties have been used to describe other examples. 
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Djaduk Ferianto had recently composed and produced a compilation of neo-traditional 

music called Nang Ning Nong, a mixture of Indonesian and western styles performed on 

Indonesian and western instruments. During the composing process, the Jogjakarta poet 

Indra Tranggono had written poems in Bahasa Indonesia to accompany each song, which 

were published on the album sleeve. 

The festival was an attempt to bring together university students from around 

Jogja to perform. It was organized in the following way. Three of the poems from the 

Nang Ning Nong album sleeve had been chosen by members of the social science faculty 

at UGM and translated into Arabic, English, French, and Japanese. An invitation and 

registration form was sent to universities around Jogja, inviting the participation of 

groups of between 5-8 students. The groups were asked to choose one poem and one 

translation and to musically perform the two of them together within a ten-minute time 

frame. 

Seven groups from around Jogja performed in the festival. A panel of literature 

and music experts - including the poet who wrote the poems - evaluated their 

performances. In (5) are the English translations^ of the three poems that were 

performed at the event. 

® Poems by Indra Tranggono, published in Bahasa Indonesia on the sleeve of the CD Nang Ning Nong 
Orkes Sumpeg by Djaduk Ferianto and KUA Etnika, 1997. English translations by Eddy Pursubaryanto, 
with idiomatic assistance from Jamee Cole. Eddy Pursubaryanto was also the chief organizer of the festival. 
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(5) Translations of the three festival poems into English 

Merapi®' Volcano is Shaking 

the stinky odor Something is moving in your subconscious 
Crying out to find an outlet 
Scattering omens that become sorrow 

Something is vomited from your stomach 
Abounded, and dumped in the soil 
Spreading s of history 

The comedy of Mbantul 

It was said The Lady of the South Sea^^ got mad 
Cause somebody had acted on his own 

In the "Neo-Mataram" comedy. 
People said The Lady of the South Sea was angered 

Cause somebody had dared to cast a court case into the sea. 
The gossip was The Lady of the South Sea protested 

Cause a drop of blood had spoiled the Indonesian Ocean. 

Frustration in Bali 

A tourist in his own land 
Was captured by the fantasies of people form the North 

Who were ordering a dish of Cak^^ dance, 
A portion of Leak's tongue steak 

A bowl of Barong dance, 
A glass of Drama Gong 

Who were tasting a saucer of Arja 
Or who were sitting cross-legged sipping the Kuta sunrise 

And imagining themselves as Yogies. 

" Merapi is the name of an active volcano north of Jogjakarta. On a clear day it can be seen from the city, 
smoking in the distance. It is said that there is a line of power that starts in the north at Merapi and comes 
down through Jojga passing directly through the Sultan's palace and ending at Parangtritis beach at the 
ocean south of the city. This poem's Indonesian tide 'Merapi Horeg' was also the tide for the entire music 
poetry festival. 

The Lady of the South Sea, the end point of the line of power, has the Javanese name Nyai Roro Kidul. 
She is said to be every Jogja Sultan's second wife, who has been seen 'to appear' at formal palace 
functions. The currents at Parangtritis beach are so strong that no one dares swim in them, and if beach 
goers dare to wear green to the beach it is said that Nyai Roro Kidul will take them. This poem was 
explained to me as being about a local reporter who was killed, and then evidence about his murder thrown 
into the ocean. 
^ All of the words in italics in this poem are cultural events or places khas to Bali. 
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The choice of translation by particular groups seemed to depend on the language 

studied by the students in the performing group -a group from an Arabic language and 

literature department would perform in Indonesian and Arabic, for example. In all of the 

performances, other signifiers of place accompanied the languages of translation. For 

example, the groups would not only switch languages, but musical styles and parts of 

their costumes as they performed the two versions of their choice. The performances of 

the versions in Bahasa Indonesia were also used as an opportunity to represent a 

particular place in Indonesia - for example one group sang in Bahasa Indonesia but with 

a specifically Javanese style of music and accentuating a Javanese accent. 

Visual elements of the performance provide an example of recursivity in the 

voicing of khas-ncss. One group, who chose the poem 'Frustration in Bali,' appeared 

with frangipani flowers behind their ears, an accessory commonly imagined as 

prototypically Balinese although they grow throughout the archipelago. A group who 

chose to present an Arabic translation appeared with all the female members in 

head-scarves and the men in loose fitting long white shirts and pants. The lead member 

of a group singing in English donned a cowboy hat in mid performance. 

Zooming in 

How does one sound khasl How do Indonesian performers make the suara of 

another place present? One group who chose the poem 'Merapi Horeg' and its English 

translation 'Merapi Volcano is Shaking' provides a good starting example. The order of 
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presentation had been chosen randomly, and this particular group ended up following 

another group who had also chosen the same two poems. The spokesperson for this 

second group apologized for the duplication, but baited the audience with the interesting 

point that his group might "stray off to Mississippi." 

The Indonesian version was sung by women's voices over the accompaniment of 

acoustic guitars playing arpeggios of minor chords. As they held out the last note of the 

melody in Bahasa Indonesia, the guitars started to play a typical blues progression -

major chords with sevenths - and blues riffs on an electric guitar. The women sang in 

what is recognizably a blues style, two times through, pronouncing 'stomach' with the 

affricate /c/ at the end. 

On the third time through, the women sing more softly, a man's voice rises up 

above them, speaking loudly and roughly, like the voice of a giant in a wayang shadow 

play. He roars out the poem's translation in French (an added bonus since only one 

translation was 'required), and the song ended. 

Summary 

In this example, we can see iconic identification by the performers themselves 

between the place - 'Mississippi' - and music that sounds like the 'blues.' What gives 

the 'sound of Mississippi' its khas-ncss is the specific progression of chords, the rhythms 

and melodies played by the electric guitar and sung by the women. It is not, in this case, 

the pronunciation of the words in English (recall the pronunciation of 'stomach' as 

/sto.msc/). The layering of music that sounds like music from Mississippi with English, 
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the language spoken in Mississippi, provides an example of fractal recursivity where the 

differences between the sound of the Indonesian language and the American language are 

rearticulated in the difference between the sound of Indonesian music and American 

music. 

It is interesting to notice that the group was given a written text in English. But in 

order to perform it well, they consciously chose a particular suara from a particular place, 

which was only one of the many that they could have chosen to represent English and 

English speakers. Notice too that not all the sound characteristics that could have been 

used to signal Mississippi were used - there was no attempt to articulate the English 

words like someone who comes from Mississippi, for example. Only certain 

'prototypical' sounds, clearly identifiable as 'foreign', and needed for the aesthetics of 

the performance were lambang-Qd, and were sufficient to wakil Mississippi. 

Having illustrated with this example one way that place can be iconically signaled 

with sound, or how khas-mss can be made to be present in a place far from its origins, I 

want to raise a question about 'erasure' - 'Whose voices were not being represented?' 

By representing Mississippi with the English translation of the poem, the performers 

erase or are silent about all other possible places from which an English translation of a 

poem about the volcano Merapi could be imagined to hail. Mississippi and the blues 

come to stand in for, or wakil, America, and perhaps all English speakers, and even the 

West. However, some differentiation in representing the West is accomplished by the 

over-laid the poem in spoken (shouted) French. Further, by saying, "We might stray off 

to Mississippi," and then playing the blues, they represent an imagined heterogeneous 
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Mississippi, erasing other possible sounds that can emanate from Mississippi - surely not 

everyone in Mississippi can play or sing the blues, and some Mississippians might not 

even like blues music. 

This type of narrowing of the linguistic field in the representation of different 

people groups by iconically identifying some salient feature of the way they sound has 

been repeatedly analyzed as 'stereotyping' in sociolinguistic literature. Much research 

has focused on the negative consequences of this process, especially with respect to its 

narrowing of the linguistic field represented. I want to suggest here and in what follows, 

that in these Indonesian examples we have instead a broadening of the linguistic field as 

voices not usually (re)present(ed) in the current discourse are called on to add diversity 

and variety to the 'conversation'. 

3.3 Music Puisi Festival 2 

Goals 

My goals with the examples in this section are: 1. To provide examples of how 

the themes or ideologies outlined in the previous chapters are articulated in performance, 

2. To begin to demonstrate how suara khas is used to promote 'unity in diversity' in 

Indonesia, 3. To zoom in on the sounds of language, particularly on the alternation of 

vowels in sounding other voices in a khas way. 

In this section we will again see fractal recursivity as the whole of the event as 

well as specific performances within the event articulate the message 'unity in diversity'. 

This section will also begin to turn our attention to the audience and their role in the 
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creation of this message. In this section too, the reader will be nudged to articulate aloud 

in coming to an understanding of what a particular Indonesian poet articulated. 

Wide Angle 

This non-competitive, two-night festival of music and poetry took place in 

Jogjakarta's cultural performance building and was billed as 'the first,' in the hopes of 

making it a yearly occurrence. It quite literally brought voices together from around 

Indonesia with poet/performers/musicians (many of them professionals) traveling to 

Jogja from all around Java, Bali, and the far western region of Aceh. By way of 

introduction on the first night, the master of ceremonies (the MC) said that the festival 

was "an attempt to present literary works that are perhaps still foreign to our ears. Every 

day we hear of 'music' or 'poetry reading' which is already in demand in the market." 

The purpose of this 'music poetry' festival was not only to heighten awareness of this 

emerging genre, but also to remind Jogja that historically it had been a place where music 

and poetry thrived together. 

Khas-ntss of sounding a place was accomplished in several ways. First, the 

people belonging to the voices from different regions were in some cases present 

themselves. Second, although this event was conducted in Bahasa Indonesia, other 

languages were sometimes used in performance to represent various populations. For 

example, one group switched back and forth between Arabic and English as they 

performed their poem. Third, as in the case above, khas-n&ss was sometimes signaled by 

musical genre, and these were sometimes layered one on top of the other where the place 
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of the music did not have to match the place of the language or the way the words were 

pronounced. For example, one group's sound was very much like the 1970's Classic 

Rock band, 'America' (known for such lyrics as "I've been to the desert on a horse with 

no name..and "Alligator lizards in the air"), so much so that the similarity could not 

have been accidental. The poems, however, were performed completely in Bahasa 

Indonesia and were about Indonesian topics. 

A final way that khas-ness in sounding a place was accomplished was that places 

promiximally distant were made present through the telling of a stories about those place 

in poetry, stories that could not be articulated outside of the frame of poetry (Abu-

Lhugod). For example, one poet who came from Aceh was asked by the mc to comment 

on the "situation" there. 

The situation in question was the continuing violence between the Indonesian 

military and Achenese citizens fighting for local political and economic autonomy. 

Casualties of this struggle were reported almost weekly in the newspapers as numbers of 

'freshly dead'. In this pre-performance dialog, the poet said that he had no comment 

about the "situation." However, the poem he performed was about the political murder of 

a head of an Acehnese university. The poem explained how the murder had happened 

and implied who was responsible. It was incidentally also the only poem during the 

festival that was made available to the audience in hard copy. Aceh's voice was not only 

represented at the festival through poetry, but poetry made it possible for a poet from 

Aceh to articulate things happening in Aceh that would have been otherwise impossible. 
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Here are several examples of how the ideologies presented in Chapters 3 and 4 

were articulated in poetry at the festival. I have presented each example with respect to a 

particular component of the ideological complex Language Celebration in Bahasa 

Indonesia, which are listed in section 1.1 above. 

The example in (6), put to music by a group from Bali, articulates in poetry the 

focus on 'sounding' in Indonesian ideologies about poetry. 

(6) Language is physicalized 
You can make a material change in the world by making sounds with your voice. 

per as peraslah Squeeze, squeeze (imperative) 
bisuku yang senantiasa my muteness that is always. 
ajak bicara bisumu Urge your muteness to speak. 
maka harubirulah Then will start a commotion 
si anak batu that child of rock. 
di batu asah kasikku On the whetstone of my love, 
nuliskan puisi write poetry. 

Recall the fact that poetry, though published, is still thought of as an oral art form. Recall 

the more urgent need to write poetry as socio-political- and environmental conditions 

worsen. Recall that we have heard in other poems that speaking is being, and that poetry 

can cause change. This poem exemplifies an imperative to sound aloud: suarakanlah^^l 

In the previous chapter, we examined several prose texts that equated a good 

reading of a poem with knowing the poet's heart. The example in (7) is a verse from a 

poem performed at the festival that provides information about what kind of heart that 

might be. 

^ Verb (suara 'sound') + transitive maricer (lean) +iniparative (lah) 
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(7) New information is acquired. 
You can deeply understand another's heart by reading poetry aloud 

Ada sebuah hati 
yang tersembunyi 
mau membasuh luka 
siapa saja 
itulah hati, yang coba kami miliki 
itulah hati, yang coba kami pelihara. 

There is a heart 
that is hidden 
that is willing to cleanse the wounds 
of whomever 
that is the heart, that we try to have 
that is the heart, that we try to protect 

Example (7) tells us that the kind of heart to have is the kind that is no respecter of 

persons when it comes to cleansing another's wounds. 

The poem written and performed by the poet from Aceh mentioned above, was 

called 'Notes on a black tragedy'. It is a direct representation of the needs of the citizens 

(the rakyat) through the physical presence of an Achenese poet speaking in Bahasa 

Indonesia. The final verse of the poem tells us of the rakyat's suffering, explaining why 

they need to be developed and valued. 

(8) Threats are made 
Without poetry, we will forget our value and humanness. Our situation will 
deteriorate 

kekasih, 
disni banyak terjadi 
pembunuhan. setaip hari 
terbaca berita tentang 
kematian entah rakyat biasa 
yang tak terkait dengan politik 
entah birokrat yang haus pada 
kedudukan, semua akan 
mengalami hukum alam 

love, 
here many have occurred 
killings, every day 
is read news about 
the death of whether (an) ordinary citizen 
who (is) not connected with politics 
or (a) bureaucrat who is thirsty for 
position, all will 
experience the law of nature 

The poem reads like a letter, addressed to the poet's love. Notice that it is the 

reading of the poem in far away Jogja that gives voice to the Acehnese rakyat, making 



the audience, or fellow rakyat outside of Aceh aware of their situation. In this way, 

perhaps the audience in Jogja can then be interpreted as the referent of the letter's 

addressee, 'Love'. 

This excerpt illustrates that sounding khas can occur simply by having a direct 

representative of a place read a poem as a wakil of that place. This excerpt is also 

important for illustrating the willingness of poets to directly address and speak out about 

what they see to be humanitarian or political problems in Indonesia. The threat of 

disintegration, the loss of unity, is an explicit theme of many poems I heard performed in 

Jogja. 

The example in (9) is taken from one of the poems performed by a group from 

Jogja whose music sounded at times like the classic rock band 'America'. They also 

performed a poem written by an Acehnese poet, a fact they made a point of mentioning. 

It provides an interesting counterpoint to the example above because here an Achenese 

voice is made present through indirect representation; Jogja voices sounding Achenese 

ideas in Bahasa Indonesia. I quote parts of the poem here. 
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(9) Pluralism is unearthed 
You can discover different languages and identities through sounding other voices 

rejamkan matamu lalu saksikan 
jejak kita,jejak jejak kita 
jejak kita di pucuk ombak 

melingkar sekitarmu lalu tangkap 
kata kata kita, kata kata kita 
kata kata kita di angin lewat... 

sepikan dirimu lalu dengar... 

mengalir di samudera kasih 
samudera yang bersih 
kasih yang putih 

strain your eyes, then witness 
our footprints, our footprints 
our footprints at the tip of the waves 

look around yourself in a circle, then grasp 
our words, our words 
our words in the wind go by 

quiet yourself then hear... 
(followed by several things 'to hear' which) 
flow in (the) ocean of love 
(the) ocean that is clean 
(the) love that is white 

In (9), instead of a description of the 'events' or 'situation' in Aceh as in (8), we 

are told to listen to Acehnese words (in Bahasa Indonesia). The things Acehnese are 

saying are flowing in an ocean of love. The 'unity in diversity' theme can be heard here, 

as can the focus on language as having material consequences. This poem also focuses 

attention on the receivers of the message as playing an active part in the successful 

accomplishment of the language-making process. 

Zooming Iiij 

In example (10), we observe the phonetic building blocks of sound used in the 

service of sounding another's voice. This is a multi-faceted example because it hadirs 

several voices. It is a poem commenting on politics, and one of the voices is the 

disgruntled rakyat, chanting as in a demonstration, loudly and rhythmically over the 

music. This disgruntled voice, vocalized by multiple men in the group simultaneously, 
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lists disheartening statistics about Indonesia. There is also a sweetly singing woman's 

voice that is accompanied by a change in rhythm in the music. She starts her phrases 

with words referring to nature like 'the sky' or 'the mountains'. In one place she says, 

''Dan di langitpara teknokrat berkata..(And in the sky the technocrats say...). The 

music then stops and a single man speaks loudly and clearly as if giving a speech. 

(10) Authority is claimed 
/ can talk like you. 

1 bahwa bangsa kita adalah malas that our country is lazy 
2 bahwa bangsa mesti di bangun! that the country must be developed! 
3 mesti di APRIS^^ must be militarized 
4 disesuaikan dengan to be brought in line with 
5 teknologi yang di import technology that is imported 

The technocrat speaks in a non-standard Indonesian accent, although I am not 

sure whose. It contains phonetic features not used by the performer when talking to the 

mc or when performing the rest of the poem. In line 4, he emphasizes the verb ending 

-kan on 'disesuaikan' pronouncing it as /kEn/ instead of as the standard /kan/. He has 

two non-standard pronunciations in line 5: He pronounces the standard /k/ in teknologi 

as a velar fricative /x/, and he omits the standardly occurring final consonant /t/ in the 

word import. 

We are told that voice belongs to a technocrat, but not where he is from. When 

we hear 'technocrat,' we are likely to think of Jakarta, the capital. However, although the 

music has stopped, there is one more layer of sound that accompanies the technocrat's 

speech. After lines one and two, while the technocrat pauses, one of the band members 
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taps a drum twice - tuk tuk which brings to mind the Javanese wayang, or shadow puppet 

theater. When the dalang or puppeteer wants to heighten the tension while he is telling a 

story, in the pauses he will tap together two pieces of wood or metal that he holds 

between his toes - his hands being occupied holding the puppets. Framing the 

technocrat's speech within a shadow puppet performance seems to legitimize the 

making-present of a voice that the performer clearly disagrees with. The taps on the 

drum serve as a sort of disclaimer - puppeteers by necessity have to perform the voices of 

the bad guys as well as the good ones. The audience does not ascribe the connivings of 

evil characters to the dalang himself. 

This framing occurs within the sounds of a Javanese shadow play, but the accent 

of the performer's speech is not an attempt to imitate a Javanese accent speaking Bahasa 

Indonesia. Framed as it is within in a khas accent (by the articulation of -kan as /kEn/, 

for example), the technocrat is made real and present. He is real because his voice 

emanates from 'somewhere' in Indonesia - it is not the standard, origin-less Bahasa 

Indonesia taught by public schools and textbooks. Thus, the performer speaks with 

authority because he can talk like a real technocrat. 

This example brings to mind Irvine and Gal's insight into the ideological biases 

present in academic discourse, "there is no voice from nowhere" (2000:35). Claims 

about the freedom of the national language from the ill-effects of local languages to the 

contrary (please see chapter 2), in poetry performances, Bahasa Indonesia seems to derive 

its authority by being articulated as emanating from 'somewhere' (please see also Siegel 

APRIS stands for Angkatan Perang Republik Indonesia Serikat or Army of the United States of 
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1986, Errington 2000, Keane 2003). There is no voice from nowhere. Real voices are 

local voices, they are tied to particular physiologies, particular patterns of articulation, 

particular ideologies, and particular environments. This reality is also part of their 

authority. 

Zooming In2 

The example in (11) was sung by a poet/performer completely in English. There 

were three stanzas, each sang twice, but I have included a phonetic transcription of only 

two of the stanzas, from one of the articulations. The poet said that the poem served as a 

warning to people who would refuse a poet's love. It can be argued to articulate all of the 

component ideologies listed in (1) above, so I have paired the example with the whole 

ideological complex Language Celebration in Bahasa Indonesia, even though the 

example is in English. 

On the left side is the phonetic transcription of the way the poet articulated the 

words. Words are separated by spaces, syllables by periods. On the right side is a key 

for the needed International Phonetic Alphabet symbols. These symbols are arranged in 

quasi-alphabetical order with consonants presented before vowels. Under each symbol, I 

provide an English word with the corresponding sound being represented by the symbol 

in bold. Menyuarakanlah - Please sound aloud! 

Indonesia 
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(11) Language Celebration in Bahasa Indonesia articulated in English 

l . b i  v e . j i  k a . s s s ,  i f  y u  m i t  9  p o y t  b c d 6 

bid child dad this 

2. bi.kos his po.tri ken eks.plod da mon.tan 

3. bi.kos his po.et.ri eks.plod da mon.tsn, 

f k m n 

fit bid man nap 

4. eks.pod ds mon.tan p J r s 

pad read trilled sing 

s t V y 

shell tell van yes 
5. bi ve.ji ka.sas, if yu mit 9 poyt 

6. bi.kos his poy.tri s.top" do wind aen leyn 

7. his poy.tri ken stop do wind aen 69 leyn 

a ae e 9 

father cat bed local 

8. d9 win asn do leyn 1 1 0 0  

bean if pot low 

The reader will undoubtedly notice that some words (e.g. 'poet,' 'very,' 'the,' 

'wind') receive non-standard pronunciations, at least for American English. Further, 

some words receive pronunciations that are presumably ungrammatical for any English 

speakers (e.g. 'cautious,' 'explode,' 'stop,' 'his'). Notice as well that the same words 

receive alternate articulations ('mountain' in line 2 vs. lines 3 and 4, 'stop' in line 6 vs. 

line 7). In a second iteration (not presented here) of the first stanza the alternating 

pronunciations for 'mountain' happen differently: /mon.tan/ occurs twice, followed by a 

single final occurrence of /mon.ton/^^. 

American English does not have this sound. 
" The diacritic represents a syllabic 'sh' sound: 'sh-top' 

All three stanzas of the poem are articulated twice. It might be that even simply repeating the same text 
using some variation seems is a strategy for presenting multiple voices. We will see this strategy used 

again in the extended example in section 4. 
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It might be argued that this non-standard articulation of English words is just the 

result of the performer being a non-native speaker of English. However, there are two 

facts that should make us wary of this as a completely accurate view. First, there is a 

high element of purposefulness in articulation when one is performing poetry. I would 

imagine that one would have to be even more conscious of one's articulatory gestures 

when performing in a 'foreign' language than in a 'native' one. Second, given the 

previous examples where voices are linked to places, it seems reasonable instead to 

interpret at least some of the variation as a present-ing of multiple voices (both in the 

sense of demonstrating as well as in making present). For example, speakers of French 

would have the diphthongized version of 'mountain' /mon.tayn/, while English speakers 

would say /mon.tsn/. 
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Summary 

These foregoing examples raise questions about the role of the hearer in the 

interpretation of the 'unity and diversity' message. When Indonesian performers sound 

khas of somewhere in Indonesia is this the same or different as sounding khas of 

somewhere outside of Indonesia? In this latter case, for whom is the presenting of voices 

from outside of Indonesia supposed to reach? Does the voicing of western sounds imply 

that western voices are part of that 'circle that you see when you look around yourself? 

Are westerners also being urged to 'grasp the words' that go by on the wind? I address 

these questions in chapter 6. 

Poems presented in this section have provided another type of articulation of the 

ideologies presented in previous chapters and have served to exemplify components of 

the ideology Language Celebration in Bahasa Indonesia. Poetry enables us to know 

another's heart. Poetry concerns itself with the needs of the citizens. Poetry, by 

definition, must be articulated or given voice. This articulation can have material 

consequences. 

The examples in this section have demonstrated several aspects of the process of 

sounding khas in poetry. We have had occasion to ask ourselves about how the concept 

of 'erasure' applies to examples where many and diverse voices are represented. We 

have seen how sound and the act of sounding can be used to iconically index diverse 

places. We have seen the functioning of 'fractal recursivity' in that sounding khas can be 

accomplished at multiple levels, for example at the level of a music genre, the level of the 

performance event, as well as at the level of the phoneme. We have begun to see how the 
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articulation of the message 'unity in diversity' happens through the presenting of diverse 

voices. 

3.4 Mantra from Sumatra — Sounding khas with intonation 

Goals 

Whereas in examples (10) and (11) we saw how performers sounded khas by 

using the consonants and vowels of other voices, in this example we see how to sound 

khas using intonation. 1 provide two examples of the same 'suara' to demonstrate a 

sound's ability to be articulated similarly across speakers. We also see that voicing 

pluralism can involve only voicing a single voice, as long as it is a khas voice, i.e. a voice 

from somewhere. 

Wide Angle 

Sutardji Calzoum Bachri, the author of the poem presented at the opening of this 

chapter, is one of Indonesia's best-known poets. He is known as the Poet President of 

Indonesia. He has at least two claims to fame that got him "elected" into this position. 

First, his poetry is truly innovative in form. One literary scholar writes that there have 

only been two innovators in Indonesian poetry: Chairil Anwar, the father of poetry in 

Bahasa Indonesia, and Sutardji (Wiyatmi, date). Whereas Chairil's innovations proved 

that Bahasa Indonesia was a language worthy for composing poetry, Sutardji's 

innovations have attempted to free words from their denotational referents and their 

syntactic functions. This has resulted in poetry where sound is given formal priority over 
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meaning, and where words are sometimes morphed into other words by the breaking and 

rearranging of syllables. Sutardji's second claim to fame is the fact that he reads poetry 

in the suara of mantra from his hometown of Riau, Sumatra^^. 

Zooming in 

The sound of mantra is familiar to Indonesian audiences. Actors pretending to be 

witch doctors on fantasy television shows often perform mantras, for example. Mantras 

are performed using lower pitch, continued voicing, lengthened endings to phrases, and 

vibrato. 

The first example is from the seminar described in chapter 4 where university 

freshmen were being trained to read poetry properly. The speaker is talking about 

different writers, how their voices sound differently from each other, and how knowing 

about their origins and how they read might affect the students' own readings. The 

speaker introduces Sutardji's poetry and begins to read one of his poems called 

'Perjalanan kubur' (Grave journey). In (12), lines 1 and 7 through 11 are the speaker's 

introductory commentary. Lines 2 through 6 are the last stanza of the poem which the 

speaker performed for the students. 

(12) Teaching and Performing Mantra 

1. Ini kan mantera betul, ini kan? 
This is real mantra, isn't it? 

® Acquiring a national audience with a local voice is the prize that many Indonesian poets and writers of 
literature hope to earn. 
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2. "sungai pergi ke laut membawa kubur-kubur 
river goes to ocean carrying graves 

3. laut pergi ke awan membawa kubur-kubur 
ocean goes to cloud carrying graves 

4. awan pergi ke hutan membawa kubur-kubur 
cloud goes to jungle carrying graves 

5. hujan pergi ke akar ke pohon ke bunga-bunga 
rain goes to root to tree to flowers 

6. membawa kuburmu alina" 
carrying your grave alina 

7. ohhhhhhhh... buh! 
ohhhhhhh... boo! 

(laughter) 

8. mantera kan gitu kan biasanya, ya? Baru mantera. 
mantra is like that isn't it usually, yeah? That's mantra. 

9. Datang ke dukun gitu kan?... 
Coming to the witchdoctor (it's) like that, right?... 

10. Atau di film-film itu dukunnya juga nirunya begitu. 
Or in films the witchdoctor also imitates it like that. 

11. Ini yang, yang beda lagi dengan Mas Taufiq^. 
This is what, what differs again from Mas Taufiq. 

In line 7, the speaker abstracts away from the words of the poem, performing the 

essential sound elements of mantra without any linguistic material. The essential sound 

elements are at least the following; generally lowered pitch, continuous voicing (as 

opposed to frequent pausing), falling pitch and lengthening on final phrases, and vibrato. 

In lines 8 through 10, he points the students to referents for this sound, i.e. places where 
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they might have heard this sound before. When performing his own poetry, Sutardji 

Calzoum Bachri reads using precisely these sound elements, which has made him known 

as the 'mantra poet' and which has made present in Indonesian poetry a particular voice 

from Riau, Sumatra. 

Summary 

In Chapter 3,1 presented a newspaper article, which quotes Sutardji talking about 

pluralism. I repeat the translation of the quote from the newspaper here. 

(13) Sutardji quoted in the newspaper 

.. .If (you) want to have a long writing career (you), have to be brave to conduct 
exploration, like to unearth pluralism.. .Mantra is also a part of pluralism that forms a 
large wealth (that) until now must still be unearthed. 

Sutardji does not do in his reading what we will see other poets/performers doing 

in other examples, i.e. he does not alternate between voices. Although in more recent 

poetry he has moved away from an exclusive mantric articulation, when he does invoke a 

'voice,' it is the intonation of mantra. This example illustrates the following component 

of Language Celebration in Bahasa Indonesia: Marginalized voices are made present in 

performance. 

It is interesting to notice that for Sutardji the hadir-mg one voice - mantra - is 

part of pluralism, in the sense that mantra is one of the many voices around Indonesia that 

might be voiced in poetry. Pluralism is here tied to the unifying ideal of the national, in 

the sense that Sutardji's poetry is written and performed in Bahasa Indonesia, not in a 

Referring to a different poet, Taufiq Ismail. 
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local Sumatran language. Through the use of the particular intonations of Riauan mantra 

(and only this particular intonation), Sutardji has earned the title of the 'Poet President of 

Indonesia.' 

3.5 Voicing diverse voices 

Goals 

In this example, the performer articulates several voices within the same text. I will 

identify the acoustic properties of these voices. The poem itself articulates (in a fractally 

recursive way) the diversity of voices represented in the process of voting in the national 

elections. This example prepares us to listen to the diverse voices in the extended 

example in section 4, below. 

Wide angle 

The title of this poem by Goenawan Mohammad is "About a person killed around 

the day of the general election." The topic of this poem is the chaos inherent in the 

institutions of a nation state, specifically the national elections and the violence that can 

accompany them. The dead potential voter signals this. Realizing that 'he' is not from 

'around there,' those looking at his body attempt to find some symbol that will place him, 

or that will tell them what should be done with his body. The first thing they look for is 

his identification card. These nationally issued cards require the profession of one of 

Indonesia's five recognized religions: Islam, Catholic, Protestant, Buddhist, or Hindu. 

The dead man does not have one of these cards. He cannot even be identified with a 

political party - his 'symbol-less-ness' refers to the pictures that used to appear on ballots 
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and on campaign banners to signify particular parties. In describing these unfortunate 

events, the poet asks God to give him His suara - the poet's human voice/sounds being 

insufficient. 

The poem was read to me in my home in Jogjakarta by the popular storyteller 

We'Es Ibnoe Sayy, or Kak^' We'Es as he is known to children on his television program. 

He introduced the poem to me in his own voice, telling me that it was written about the 

year 1971, which would have been a campaign year for the 1972 general election. 

There are four stanzas in the poem, constituting the narrative about finding the 

dead body of a potential voter. I present only eight lines of it in (15). The four stanzas 

are separated by single sentences appearing in quotation marks in the written text, which 

are addressed to God. Line 1 in example 11 is one of these single sentences, which 

appears as both the first and last lines of the poem, as well as between two stanzas -

Three times, the poet asks God to grant him His suara - voice/sound. Line 8 is the other 

set off line, which addresses God as the "Master Mapmaker". In lines 2 through 7, the 

performer uses different voices to represent the people who are looking at the body lying 

in the street. 

(15) Excerpts from "About a person killed around the day of the general election" 

1. ^^Tuhan berikanlah suarmu kepadaku" 
Lord give me your voice 

2. ia bukan orang sini, hansip itu berkata 
S/he's not fi-om around here, that civilian neighborood defense-man said 

Kak is an abbreviated from of 'older sibling' in Bahasa Indonesia. 
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3. orang ini tak berkartu 
this person is cardless 

4. ia tak bernama 
S/he is nameless 

5. ia tak berpartai 
S/he is party-less 

6. ia tak bertanda gambar 
S/he is symbol/picture-less 

7. Apa gerangan agamanya? 
What expression-of-doubt (is) his/her religion? 

8. "Jurupeta yang Agung, di manakah tanah airku? " 
Master mapmaker who is exalted, where is my country? 

Zooming in 

The changes of voice that We'Es used in the performance of this poem rely on 

phonetic differences, as opposed to morphological or syntactic ones. After having 

explained the title of the poem to me in (14) in the quiet voice needed to talk to someone 

only a couple feet away, he performed line 1 in (15) as though he were beseeching 

someone outside the house and across the street. He spoke loudly, lengthening the final 

consonants of 'Tuhan' and 'berikanlah,' and speaking ^Tuhan' with rising intonation, 

even though the line does not signal a question. (This particular set of phonetic 

characteristics occur often in performances in Bahasa Indonesia when someone is voicing 

the role of the beseecher, as will be seen again in the voice of the poor in section 4, 

below.) 

We'Es performed the first half of line 2, the voice of the 'hansip' or 

neighborhood patrol-man, with lowered pitch and creaky voice, and then returned to the 
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quiet, almost whispered voice he was using to talk to me about the poem for the second 

half of the line. In lines 3 and 4, We'Es used higher pitch and lower amplitude, possibly 

signaling a woman's voice. In line 5, he used exaggerated intonation, falling from high 

pitch to low on the first word Ha' and emphasizing the diphthong /ay/ in the final syllable 

of 'partai' by lengthening it and rising sharply in pitch. In line 6, he used both 

exaggerated intonation as well as creaky voice. In line 7, he used generally higher pitch 

and breathy voice. In line 8, Kak We'Es performs 'the voice of the beseecher' again, this 

time with a question corresponding to the rising intonation at the end of the phrase. 

Summary 

This example has allowed us to examine some of the phonetic strategies a speaker 

can employ to voice differences. It has provided an example of how the citizens are in 

need of the development and awakening that poetry can provide. It is an example of using 

diverse voices to represent the diversity of the citizens. The phonetic strategies described 

above to give voice to the masyarakat, enables diverse hearers to imagine themselves as 

witnesses to the tragedy that the poem describes. 

In the following section, I turn to an extended example that embodies all the 

components of the ideology Language Celebration in Bahasa Indonesia. 
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4.0 Zawawi Imron's poem 'Keroncong Air Mata' 

Miracle Max: "Do ya think it'll weyk?" 
His wife: "It'd take a miracle!" 

From the movie The Princess Bride 

None of my training had prepared me for the pleasure, the surprise, the wonder of 

finding the perfect example. I knew that such things existed from the look of wild delight 

in my linguistics professor's eyes as they recited their mantras: "um-aral, s-um-ulat, gr-

um-adwet®^" and "Compensate, compensation. Condense, condensation®," but I had not 

yet found such an example personally. Zawawi Imron's poem 'Keroncong Air Mata' is a 

perfect example of the sound of unity in diversity. It articulates unity in diversity. It 

embodies unity in diversity. It accomplishes its own statement. 

Although the first time I heard it, I had little understanding of what I was hearing, 

I began to understand what Zawawi Imron was saying early enough to be able to further 

research this example. Because of the variety of data I collected on this poem, this 

section is organized slightly differently than the previous sections. First, I present the 

context of the particular charity event in which the poem was performed. This context 

serves several purposes: It provides the 'spirit' in which the poem was performed. It 

illustrates fractal recursivity as the whole of the event articulates the theme of the poem. 

It illustrates the willingness of performers to speak plainly about 'national' problems, to 

articulate the needs of the masyarakat, and to tie these needs to artistic performances. I 

have written this context section in a more narrative style. 

® -um- infixation in Tagalog 
® Stress shift in English 
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This description of the event is followed by a transcription of much, but not all, of 

the poem. The poem took over thirteen minutes to perform, and I have chosen to include 

parts of it that either directly articulate 'unity in diversity' or that are performed using a 

particular voice. The poem is followed by a transcription of some of an interview with 

the poet/performer, Zawawi Imron, in which he explained his use of suara-suara^ in the 

poem. This section concludes with a summary of interviews 1 conducted with people 

who listened to a recording of the poem with me and responded to my questions about the 

voices made present in it. 

4.1 The event: Wide anglej 

The reading of ''Keroncong Air Mata'^^ took place in an auditorium of the Radio 

Republik Indonesia^ in Jogjakarta. It was billed as a ^Pentas Amal Semesta Seni' -

'Charity performance of total/universal art.' Its purpose was to raise money for the 

'Fulfillment of Women's rights and reproductive health,' which was written right on the 

ticket. 

I really did not know what to expect, just that a man I had met earlier that day - at 

the University Negeri Yogyakarta where Sutardji had read - had invited me to come see 

him perform that night. It was September 26,2001. The U.S. embassy had Americans 

on alert. Americans were being advised to keep a low profile. 

'^Voices 
Keroncong can be variously translated as a rattling, a type of popular music, and as the deepest part of a 

net or a tunnel from which something is irretrievable. ''Air mata' m&ms tears, lit. water eye. 
RRI-the nationally owned and operated radio station. 
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Nothing I saw in Jogja ever gave me any real cause to be afraid for myself or for 

my family. But the barrage of concerned voices from the outside - "Are you ok?" "We 

saw on the news..." "The travel advisory says..- were sometimes hard to ignore. A 

friend kindly agreed to go with me on short notice, and as we entered the darkened 

auditorium I could see a young woman on the stage talking loudly and energetically into 

the microphone. She was wearing a headscarf, and the word that I kept hearing in what 

she was saying was 'jihad.' I felt nervous. 

We sat down where were directed to, in the front row, and the man who had 

invited me, (who I learned later was a well known intellectual in the literature and arts 

community), greeted us. I set up my tripod, got out my DAT recorder and microphone, 

and sat back to listen. The audience sat in the dark, lit up occasionally and suddenly by 

the lighting of clove cigarettes. It turned out that the 'jihad' was a struggle for woman's 

rights -1 would have known if I had read the ticket. Our struggle is for women's rights 

and reproductive health. To that end, we will play music and read poetry. 

Not only the form and function of the poem, but the whole evening itself was an 

enactment of 'unity in diversity.' The event was apeng-hadir-an^^ of diverse suara-

suara. Voices from around Indonesia as well as from America were made present in the 

auditorium. The process of understanding this poem has been an exercise in identifying 

voices, and I am still not sure of who or what all the voices who were wakil-cd there that 

A making present of diverse voices. 
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night are, although I am absolutely certain of the message they were called on to 

lambang^^. 

Some of the voices that I heard in the music were relatively easy for me to 

identify. The first group sang what I think of as Islamic worship music. It was the same 

kind of I could hear from our house in Jogja coming over the loudspeaker from the 

mosques in the late afternoon, often sung by children's voices. There was the sound of 

the Javanese gamelan performed ensemble with a snare drum and electronic keyboard. It 

sounded like pop music with gamelan accompaniment and contained a long stretch were 

a man spoke in Bahasa Indonesia in the voice of a dalang^ - shadow puppeteer. There 

was a 'boy-band' singing hard rock in Bahasa Indonesia. There was a 'chick-band,' 

dressed in jeans, t-shirts, and tennis shoes who covered American oldies in English, 

including "I feel good" by James Brown and "I will survive" by Gloria Gaynor. 

I began to understand the poem only later and slowly by way of the recording. 

The richness of what was there is still unfolding for me now. When I gave the first 

presentation of my data after returning for fieldwork, I presented pieces of this poem as 

an example of 'unifying' discourse. Even then, however, it was strange to me - and I 

said so - that poetry should be read in the midst of so many different genres of music. 

How could traditional gamelan, rock 'n' roll, and religious Islamic music make any kind 

of coherent program? I see now that the coherence was in the diversity - Tonight we'll 

have an event where everybody gets to have a say. 

^ Two words in BI meaning 'represent'. See section 2.3 above. 

^ In Jo^a, wayang, or shadow plays, are performed in Bahasa Jawa, or Javanese. 
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(16) Definition of antiphony 

antiphony: 1. alternate or responsive singing by a choir in 
two divisions. 2. a psalm, verse, etc. so sung. 3. a 
responsive musical utterance^". 

The program was mc'd by two men, a tall thin man and a short round one, who 

were well known event announcers. They evoked for me, who knows only very little 

about Javanese wayang, the sons of the character Semar - the prototypical voice of the 

masyarakat in shadow plays. They also evoked for me the American comedians Laurel 

and Hardy. The music and poetry performances were interleaved with their dialog that 

relied crucially for its humor on two factors: code switching between Javanese and 

Bahasa Indonesia and antiphony - the fact that there were two of them, allowed one to 

jump in where the other left off. 

At one point they sang a little ditty in Javanese. They were both wearing 

Hawaiian print shirts and one of them played a ukulele. Before they started, one of them 

said, "I'm saura /siji/ and you're suara /cereg/", and this gets a good laugh. Since I 

have no idea what the song was about - not yet a speaker of Javanese^' -1 can only 

describe its structure. 

The song has four lines with the last one divided in two. The man with the 

ukulele would sing some proposition for the first line. The other man would then 

interrupt the first man for clarification^^. After comment, the first continued with the 

™ Random House, unabridged. 
" In Indonesia whenever I was asked, "Do you X?" or "Can you X?" or "Have you ever done X?" and I 
would reply, "No," I would invariably be corrected with, "Not yet." 

This happened every time except during the first verse. 
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second and third lines. Then the interrupter would sing half a line using words that had 

particularly funny sounds. The first man would then finish this line with a word that 

rhymed with the funny sound made by the interrupter. This would be greeted by loud 

laughter from the audience, and followed by some more spoken comments between the 

two. 

This happened five times. After the loudest laughter yet, the musical antiphony 

broke up when the interrupter criticized the ukulele player for the way he was singing. 

He said in Bahasa Indonesia: 

"/ifM namanya 'inconsistensf^.\..IVs order starts from the top." 

"Uh huh" 

"goes to the bottom, to the bottom (intonation rising) and then goes back up!" 

The ukulele player then criticized the interrupter. 

"To pantun^"^, how come you're all /o?, ko?, do?, go?, ?o?/^^ you got a cough or 

something?" 

"Ohhh. That's just me being realistic. Logical. Even though we are on the 
bottom, at some point, we will be sepakaf^ to come back up again, (pause) 
Depending on the political wind that wins." 

Immediately following Zawawi Imron's readings, the MC's pretended to read 

poetry deklamasf^ style. They picked a socio-political theme, articulating jokingly things 

" That's what you call inconsistency. 
a traditional four line verse form 

" This list of sounds evokes the way people recite the Javanese alphabet (ho, no ro, ko...), but with glottal 
stops inserted wherever possible. Also, 'ngak, ngik, ngok' is the sound of cacophonic or low-grade music, 

agreed, unanimously in harmony 
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about the 'soul' and the 'poor,' - ideas presented in Chapter 3 on the function of poetry in 

society. The tall one says that maybe Zawawi Imron had not yet read the new statistics. 

"from the new data from the Central Statistics Bureau, BPS, that only 10% of the 
poor population is below the poverty line." 

"Alahamdulilah^, Indonesia is advanced now, that means. It's a blessing from Ibu 
Megawati and Pak Hamzah Haz^'. Already, only 90 %... 

" are exactly at the poverty line!" 

I have included these examples of the antiphonal play between the MCs for 

several reasons. First, the mc was played critical role in many of the poetry events I 

attended. It was the MCs job to keep the event moving, to entertain the audience while 

acts changed equipment on stage, and to provide the audience with information about the 

performers, often obtained through an impromptu interview. Second, in providing 

commentary on the performances the MCs also articulated components of Language 

Celebration in Bahasa Indonesia. In the examples above they articulate the ideas that 

sounds can make a material change in the world, and that literature has a responsibility to 

develop the citizens. Finally, I included these examples to mention the fact that the MCs 

often code-switched between Indonesian and Javanese, to the great amusement of many 

of the audience members who also knew Javanese. 

What is most interesting about this latter fact is that none of the poems were 

performed in any Indonesian language other than Bahasa Indonesia (although poems and 

translations were performed in Arabic, Dutch, German, English, French, and Japanese) 

^ see below for what deklamsi sounds like 
^ (Islamic) Praise be to God. 

Indonesia's president, Mrs. Megawati and vice president, Mr. Hamzah Haz. 
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nor did I notice performers code switch into any other Indonesian language while 

performing a poem. At the events I attended, reading poetry {bacapuisi) occurred only 

in the national language. In poetry, local diversity was made present through sounds as 

indexical links to voices and groups, but without the use of vocabulary or syntax from 

local languages. In other words, everyone could still understand what was being said in 

the poem, but could hear the poem as emanating from a particular place or as voiced by a 

particular kind of person. 

4.2 The poem: Zooming irii 

The poem exemplifies all of the component ideologies of Language Celebration 

in Bahasa Indonesia. It also explicitly states the theme in the final section of the poem, 

(32) below. The poem also accomplished 'unity in diversity' through sound because by 

the end of the poem members of the audience began to sing the final refrain along with 

the poet. 

Parts of the poem transcribed and translated below provide evidence for how 

sound is used as an iconic index of otherness - religious, ethnic, geographic, and 

linguistic. They are evidence for how 'unity in diversity' is sounded. Transcriptions are 

given in Bahasa Indonesia with English translations underneath. In some cases, a 

phonetic transcription is included. I have also included information about the kinds of 

sounds Zawawi Imron was making while articulating particular lines, for example 

whether he was singing, shouting, or speaking®*. This information appears to the right of 

It is impractical in the dissertation publishing process to include sound files so that readers can hear these 
sounds for themselves. I firmly believe that the sounds used in the performances I have described here 
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the transcription in parentheses (sung) and apply to all following lines in each example 

unless a new one is given. Each example is introduced by a brief statement focusing the 

reader on the content and in some cases the relevant sound elements. This is the only 

information about the poem provided in this section. 

In later sections, I provide data from an interview with the poet where he talks 

about the process of performing poetry for an audience in general and then explains the 

referents for the specific sounds used in the performance of this poem (4.4). I have also 

included interview data with people who listened to the poem with me and told me their 

interpretations of what the sounds in the poem mean (4.5). In this section, I want the 

reader to encounter the poem without analysis to have a chance to form a personal 

interpretation before encountering the interpretations of the poet and Indonesian listeners. 

The poem, which took over thirteen minutes to perform, paints a picture of 

Indonesia's growing deforestation and pollution, poverty and economic inequality, 

corrupt politics and violence. At the same time it contrasts this reality with pictures of 

rural tranquility, a rich natural wildlife, and 'unity in diversity.' The poem ends with the 

story of a water buffalo with a bird riding on its back eating the insects that thrive there, 

and calls for people to work together to achieve harmony and peace. 

Zawawi Imron, the poet, is an Islamic mystic^\ and the poem contains a refrain 

'Masyaallah Indonesia.' Masyaallah is an Arabic exclamation of distress or 

disappointment, meaning 'Good heavens' or 'My god!' This and the other Arabic 

would have their intended effect on listeners even by way of recording. I hope to include sound files in 
published versions, and hope to find a way to make them available to readers of the dissertation (via a web 
site, or through requests for a CD, for example). 
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derived phrases in the poem definitely mark the performer as Islamic, but the phrases can 

also have the status of everyday expressions - similar to 'Oh my god!' in English (as 

opposed to religious invocations of the name of the deity). This refrain separates long 

parts of the poem and provides the audience with something to grab onto and recite with 

the performer while they listen. 

The poem begins with a description of wide and beautiful nature. Zawawi speaks 

in the narrator's voice, the main voice he uses throughout the poem. His first move into 

another 'voice' is in (17), where he begins to sing. 

(17) Nature song 

1. Di situ ada orang berlagu (spoken) 
Over there someone is singing 

2. "Di sini batu-batu, dipecah berbiji emas (sung) 
Over here are stones, when broken having golden seeds 

3. Kerikil digosok berkilau jadi permata 
pebbles when scrubbed shine, become diamonds 

4. Alhamdulilah, Indonesia 
Praise be to God, Indonesia 

5. tanah airku tercinta" 
my beloved country 

Zawawi moves from describing this pristine nature to describing burning forests 

exporting smoke and women laborers overseas. In the following section it is the 

destruction being referred to as 'history' and nature as 'inheritance'. The poet speaks in a 

narrator's voice, i.e. place neutral except for his own 'accent'. What is interesting about 

Indonesian - Sufi 
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the sound here is how he links sounds to place by citing place names around Indonesia 

and pairing them with words that 'sound like' the names in lines 6 through 9. These pairs 

share consonants and vowels, alternating either in order of phonemes or by replacing 

some but not all of the phonemes. I have included a phonetic transcription of these pairs. 

(18) Sound-alike place names 

1. Warisan untuk anak cucu kami curi (spoken) 
Inheritance for our grandchildren we steal 

2. Demi gensi kekinyam yang tak punya nurani 
For the sake of putting on airs of experience which has no inner spirit 

3. Masyaallah Indonesia 
My god, Indonesia. 

4. Itulah sejarah yang kami tulis 
That is the history that we write 

5. dengan terjang, terkam, dan tangis 
with trampling, grappling, and wailing 

6. Timika terluka 
/ti.mi.ka ter.lu.ka/ 

Timika is wounded 

(lines 6 through 9 spoken as an 
isochronous 4-line stanza)) 

7. Sumba saling libat^^ 
/sam.ba sa.lig li.bas/ 

Sumba entangles itself 

8. Aceh terleceh 
/a.ceh tar.le.ceh/ 
Aceh is insulted 

I am not clear on what he says here. It seems like he is saying 'saling libat' which would mean entangled 
with itself. What I hear is Hibas,' but can find no word libas in the dictionary. 
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9. Jakarta berair mata 
/ja.kar.ta bsr.a.yir ma.ta/ 

Jakarta cries tears 

10. Timor Timur jadi tumor (slower on the first two words) 
/ti.mor ti.mur ja.di tu.mor/ 

East Timor becomes a tumor 

11. Jiwa raga tidak berharga (same rhythm as lines 6-9) 
/ ji.wa ra.ga ti.dak bsr.har.ga/ 

Body and soul are worthless 

In (19), Zawawi performs an 'oath' in lines 4 through 11, then comments on it in 

lines 12 through 17. 

(19) Oath of the Society of the Homeless 

1. Pada sebuah sunyi yang merekah (spoken) 
At a quietness that is split 

2. mari kita dengarkan kaum gelandangan bersumpah 
let us listen to the society of the homeless pledge 

3. diikuti orang-orang yang hatinya berdarah 
followed by people whose hearts are bleeding 

4. Sumpah Kaum Gelandangan (shouted) 
Oath of the Society of the Homeless 

5. Satu. Kami kaum gelandangan bersumpah. 
One. We^^ the society of the homeless do swear 

6. bahwa kami akan mencintai tanah air kami sehidup semati! 
that we will love our country in life and in death! 

7. Dua. Kami kaum gelandangan bersumpah, 
Two. We the society of the homeless do swear 

Throughout this section Zawawi uses the first person plural exclusive form 'kami'. 
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8.  bahwa kami benar-benar tidak punya tanah! 
that we really, really do not possess land! 

9. Tiga. Kami kaum gelandangan bersumpah. 
Three. We the society of the homeless do swear 

bahwa kami merasa berlimbah air kalau banjir! 
that we taste a cesspool of water if it floods! 

10. Empat. Kami kaum gelandangan bersumpah. 
Four. We the society of the homeless do swear 

11. bahwa kami tidak akan menjadi orang serakah! 
that we are not going to become greedy people! 

12. Kami bersaksi, kaum miskin itu telah menepati sumpahnya 
We witness, the society of the poor has fulfilled its oath. 

13. Menyimak sumpah itu kami jadi bertanya, (spoken) 
Listening attentively to that oath we begin to ask, 

14. Kemakmuran tanah air ini sebenarnya untuk siapa? (exaggerated rising 
The prosperity of this land and sea is in truth for whom? intonation) 

15. Barangkali kami memang telah dulu tahu (spoken) 
Probably we really did once know 

16. Tapi rasanya kok lebih enak 
But how come it feels so much better 

17. Kalau kami selalu lupa (shouted at higher 
If we always forget pitch) 

18. Bahwa kemakmuran itu 
That that prosperity 

19. Untuk seluruh saudara sebangsa... 
is for all of the brothers and sisters of the^ country 

The following six excerpts are actually continuous, but I have divided them to 

introduce each of them, and to make it easier to contemplate each voice. This part of the 
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poem begins with one of the descriptions of 'nature'. Notice that even in the description 

of singing birds, there are multiple voices - birds in nature and birds in cages, each 

singing different melodies, but both joking about the blue sky^. 

(20) Singing birds 

1. Di atas kerindangan dahan jambu (spoken softly) 
On the shady lushness of a jambu^ branch 

2. Burung-burung bernyani seperti dulu 
birds are singing as before 

3. tentang indahnya langit biru 
about the beauty of the blue sky 

4. burung-burung dalam sangkar juga berlagu lagu senoda 
birds in cages also sing a joking song 

5. meskipun dengan melodi yang berbeda 
even if with a different melody 

This next section, following immediately on the heels of the description of the 

singing birds, is perhaps the densest part of the poem with respect to variety of sounds. 

There's a fire, people are being alerted of the fire, doors are being knocked on, and mute 

people begin to pray. Recall the definition of zikir from the Sutardji poem at the 

beginning of the chapter - a repeated chant, part of the confession of faith, often 

articulated in unison as a form of worship. 

^ se-bangsa actually means 'one country'. If you are se-bangsa then you are from the same country. 
The most common house pets in Jogja seemed to be birds and fish. One of our neighbors kept several 

different kinds of birds including a couple of roosters, which would crow throughout the day. When I 
asked him why he kept the roosters, he replied enthusiastically, "For the sound! You can hear them at your 
place, can't you?" 
^ a fruit tree 
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(21) Fire and Zikirs 

1. Di tempat lain ada pidato berapi-api: (spoken at accelerated speed, 
In another place there is a fiery speech®': pitch & volume) 

2. Api! Api! Api! Api! 
Fire! Fire! Fire! Fire! 

3. Orang-orang pandai berkelahi, 
People clever at fighting, 

4. bersenjata (angkara, berpedangf^ dasi 
armed with (greed, girded with) neckties 

5. Entah berebut angin atau kursi 
Not knowing if they wrestle the wind or a chair 

6. Api! Api! Api! Api! Api! (high pitch) 
Fire! Fire! Fire! Fire! Fire! 

7. Tok, tok, tok, tok, (low pitch) 
Knock, knock, knock, knock 

8. Api! Api! Api! Api! Api! (high pitch) 
Fire! Fire! Fire! Fire! Fire! 

9. Tok, tok, tok, tok, tok... (low pitch and repeated 
Knock, knock, knock, knock, knock... until fading) 

10. Orang-orang bisu berzikir (spoken) 
The mute people pray 

11. "Ooh ah ah ih ah (sycopated in 4 beats) 
"Ooh ah ah ih ah (1 & & &4) 

\2."Oohah ah ihah... (repeated until fading) 
"Ooh ah ah ih ah... 

^ 'pidato' means a formal speech, like the kind given by a politician, not just' talking.' 
^ These are my 'best guesses' for the words in parantheses. 
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The poet switches from the rhythmic chanting of a zikir, directly into singing a 

folk melody. He comments on mouths making noises (here bunyi not suara) without 

saying anything and returns to the environmental theme. 

(22) Sounds without words and polluted rivers 

1. Mulut-mulut berbunyi (singing, non-western scale) 
Mouths make noises 

2. Tapi tidak cakap bercakap cakap 
But they are not skilled at conversing 

3. kalau bicara hanya untuk berseliau lidah 
It they talk it is only to waggle their tongues 

4. Masyaallah Indonesia. 
My God, Indonesia. 

5. Anak-anak gembala kerbau 
Children shepherding the buffalo 

6. Hatinya menangis resah ke mimpi 
Their hearts are crying restless (even to their) dreams 

7. Karena sungai tempatnya berenang mandi 
because the river the place where they swim 

8. Airnya kotor dicemari limbah industri 
its water is dirty, polluted by (the) waste (of) industry 

Continuing the 'environmental' theme, the poet ties pollution, poetry, and poverty 

together using 'the blue sky'. 

(23) The poet and the poor 

1. Ikan-ikan pun mati (spoken quickly) 
Even the fish die 
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2. Langit tak biru lagi 
No long blue is the sky 

3. Penyair hanya sibuk berdeklamasi, katana, 
Poets are only busy declamating, they say. 

4. "Langit biru yang tersisa 
The blue sky that remains 

(spoken slowly 
with exaggerated pitch 

5. masih tersimpan dalam nurani: 
is still preserved in the inner spirit. 

movements from low to high) 

6. Orang-orang mis kin menambah 
The poor people add 

(spoken quickly) 

7. "Penayir! Jangan suapin mulut kami dengan puisi 
Poet! Do not feed our mouths with poetry 

(spoken loudly at sustained 
high pitch) 

8 .  Yang kami inginkan beras^^ atau nasi" 
What we want is grain or rice 
(Applause) 

In (23), Zawawi makes present all the religions recognized nationally in 

Indonesia, three through reference to sounds (Islam, Catholic, Protestant) and two 

through reference to smell (Buddhist, Hindu). While pretending to be the voice of the 

poor, he articulates their statements twice. The first time he sings the lines and second 

time he speaks them as though he is weeping. 

(24) Diverse religions and the poor 

1. Azan di mesjid berkumandang (spoken slowly) 
The call to prayer at the mosque echoes 

2. lalu lonceng gereja bergentang-gentang 
then the church bells ring out 

^ 'beras' is uncooked harvested rice grains, 'nasi' is cooiced rice, ready to eat 
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3. Asap dupa semerbak dalam pura 
Incense smoke fragrance pervades the temple 

4. Kita dengarkan lagi orang miskin bersuara 
We hear again the poor people voicing 

5. "Kami teriak bukannya marah (sung) 
We yell, not that we're angry 

6. Tetapi bosan kami melarat 
But we're bored with poverty 

7. Kami menyanyi bukan gembira 
We sing, not that we're happy 

8. Tetapi capek kami menangis" 
But we're tired of crying 

9. Kami teriak bukannya marah (spoken as though 
We yell, not that we're angry weeping) 

10. Tetapi bosan kami melarat 
But we're bored with poverty 

11. Kami menyanyi bukan gembira 
We sing, not that we're happy 

12. Tetapi capek kami menangis" 
But we're tired of crying 

In (25) and (26), Zawawi sings the same lines as two different groups of people. 

In (25) he sings the voices of children in a clear, ringing tone. 

(25) Where oh where is my human, 

1. Mendengar itu malaikat di langit termangu (spoken) 
Hearing this angels in heaven are speechless 

2. Anak-anak kecil berlagu: 
Little children sing: 
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3. Mana di mana manusia-ku? (sung in a clear voice) 
Where oh where is my human 

4. Mana di mana, mana manusia-mu? 
Where oh where, where is your human? 

I have not included the parts of the poem that come between these two excerpts. 

In (26), he sings the same lines, but as the voices of university students. This time he 

sings while simultaneously making a voiced uvalar fricative. 

(26) Where oh where is my humanz 

1. Mahasiswa mahasiswa turun ke jalan-jalan (spoken) 
University students go down into the streets 

2. mewakili ayah bunda mereka yang dahagi 
representing their fathers and mothers who oppose orders 

3. Mana di mana manusia-mu? (sung while also 
Where oh where, where is your human? producing pharyngeal 

vibration) 
4. Mana di mana, mana manusia-ku? 
Where oh where is my human? 

In this section, a student of religion has secluded himself in a cave to contemplate 

humanity. In his contemplation we hear him cast a spell, or enter into a religious trance. 

(27) Spelling humanity 

1. Jauh di lengkung sebuah gua (spoken) 
Far away in the hollow of a cave 

2. yang gelap tapi terang 
which is dark but light 

The rhythm of this song in Bahasa Indonesia is reminiscent of the children's song in English, "Where oh 
where has my little dog gone?" 
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3. yang benderang tapi gulita 
which is bright but dusky 

4. seorang santri tak habis-habis 
a santrf doesn't leave off 

5. mengeja duka mengaji darah 
spelling sorrow, spelling^ blood 

6. seperti mengaji dirinya sendiri 
as though spelling his own self 

7. Siapa yang desebut manusia? 
Who is called humanity? 

8. Manusia manusia manusia (sung) 
Humanity humanity humanity 

9. Manusia manusia manusia 
Humanity humanity humanity 

10. manusia sia sia manusia sia sia manusia sia sia 
humanity ity ity humanity ity ity humanity ity ity 

11. sia sia sia sia sia 
ity ity ity ity ity 

12. siapa sia-sia ya siapa ya sia-sia 
who is futility yes who is futility 

13. ya manusia yang sia sia 
yes humanity is futility 

14. Masyaallah Indonesia. (spoken) 
My God, Indonesia. 

a student at a traditional Muslim school 

^ 'eja' means to spell orthographically, 'aji' means to cast a magic spell 
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The cave rejects the fatalistic conclusion of the santri. The cave repeats an 

English-cognate as a heavy low-pitched chant, calling his conclusion 'nonsense.' Chaos 

ensues. This chaos has consequences for language, both written and spoken. 

(28) The sounds of chaos 

1. Gua itu berbunyi, 
That cave makes a sound, 

2. "nonsens, nonsens nonsense' 
"nonsense, nonsense, nonsense'' 

3. Gelas-gelas pecah 
glasses break 

4. Cermin-cermin retak 
mirrors crack 

(spoken) 

(chanted at lowered pitch) 

(spoken quickly, intonation 
rising slowly but steadily 

through line 8) 

5. Humf-huruf hangus 
scripts are scorched 

6. Kata-kata majas rumus 
words are just formulas^ 

7. umur kecurian waktu 
age experiences the theft of time 

8.  Angka nol kehilangan satu 
the numeral zero suffers the loss of one 

9. "Ibu! untuk apa hidup ini dari hangat sampai Sabtu 
"Mother! for what is this life from the current until Saturday 

10. Tahun demi tahun terlego kedalam tipu?" 
Year after year accidentally cast away into deceit?" 

(spoken at sustained 
high pitch and 
increased amplitude) 

^ majas: (just a) figure of speech, rumus: formula 
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In response to this question, the poet drops down into the lowest part of his pitch 

register in (29) lines 2 through 6. He enunciates each word slowly. The poem says that 

this is 'language', not 'sound or voice' and not 'words'. 

(29) Humanity's future 

3. kecuali yang beriman dan beramal saleh 
unless there are those who have faith and virtuous charity 

4. Dan yang saling bemasehat dengan kebenaran 
and who council with truth 

5. Dan yang saling bemasehat dengan kesabaran " 
and who council with patience" 

The poet moves from this voice to images and sounds of the gamelan, emptiness, 

and gongs repeating the phoneme /g/. In the last line, the poet repeats the word 'gong,' 

increasing in speed and decreasing in volume. 

(30) ning, hening, ning, gong 

1. Kami inginkan hidup tenang (spoken) 
We desire a life of calm 

2. Bersyukur /di.ii.nwq/kenang^'^ 

grateful ...remembered 

3. ietapi hams kami galir hening 
but we must unearth purity 

1. Ada bahasa bukan suara, bukan kata kata 
There is language that is not voice, not words 

(spoken) 

2. "Demi waktu! Sesungguhnya manusia pasti merugi 
"By time! In truth humanity will certainly suffer loss 

(spoken slowly at 
lowest pitch in poem) 

I cannot make out the words I have transcribed. 
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4. dalam hening ada ning (increasing speed) 
in purity is ning 

5. dalam ning ada kosong 
in ning is empty 

6. dalam kosong ada gong 
in empty is gong 

7. gong, gong, gong, (Takes a breath after each'gong') 
gong, gong, gong 

8. gong, gong, gong, gong, gong, gong, gong, gowg...(Spoken twice as fast as previous) 
gong, gong, gong, gong, gong, gong, gong, gong... 

The poet begins to wrap up the poem in this section. In expressing hope for the 

future, the poet reiterates the word 'semoga' - let it be so. 

(31) May it be so... 

1. Sekarang milinium ketiga (spoken, loudly with high pitch) 
Now is the third milinium 

2. Masih ada sawah terbentang 
There are still expansive rice fields 

3. Alhamdulilah Indonesia (spoken, slower with lower pitch) 
Thank God, Indonesia 

4. Besok masih adakah tangan yang melambai (spoken, loudly with high pitch) 
Tomorrow will there still be a hand waving 

5. meniru A)\x.di.xan/^^padi yang berjurai? 

imitating.. .rice plants hanging down? 

6. Amin ya Allah, Semoga ya Tuhan (spoken, slower with lower pitch) 
Amen yes God, May it be so yes Lord 

The sound of gamelan music is often sung using the syllables 'ning, nong, ning, gong'. Recall the name 
of the music CD described under Music Festival 1 above. 

I'm not sure of this word. 
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I. Kami melangkah dalam amin. Kami bergerak di atas semoga (faster) 
We step forward in amen. We move on may-it-be-so 

8. Dari keringat ke amin 
From sweat to amen 

9. Dari amin ke semoga 
From amen to may it be so 

10. Semoga hati, semoga tangan 
may it be heart, may it be hand 

I I .  S e m o g a  i l m u ,  s e m o g a  t e k n o l o g i  
May it be knowledge, may it be technology 

12. Semoga embun, semoga bunga 
May it be dew, may it be flower 

13. Semoga darah, tak simbah lagi 
may it be blood not spattered any more 

14. Semoga rusuh tak suruh lagi 
may it be riots not ordered any more 

15. Semoga senyum bersama nabi 
may it be smiling with the prophets 

16. Semoga damai berserta rosul 
may it be peace with the apostles 

17. Semoga senapan diganti pacul 
may it be rifles traded for plowshares 

18. Indonesia tanah sajadah (slower) 
Indonesia, land of the prayer rug 

19. tanah yang indah untuk bersyukur 
land that is beautiful for giving thanks 

20. Indonesia tanah sajadah 
Indonesia, land of the prayer rug 
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2 1 .  tanah yang baik untuk hidup 
land that is good for living 

22. tanah yang baik untuk /meN.u.c&ut.kanf^ keringat 
land that is good for.. .sweat 

23. tanah yang baik untuk menadah rahmat Allah^^ 
land that is good for receiving God's mercy 

24. Subahanallah Indonesiai (falling pitch) 
Praise be unto Thee the Almighty 

The poem ends with the following section - a parable of symbiosis. As the poem 

ends, the people in the audience sang along with Zawawi Imron on the last word of the 

poem - 'Indonesia.' 

(32) A parable of symbiosis 

1. Di tengah alam yang luas (spoken) 
In the midst of nature's expanse 

2. kami saksikan tamsil yang jelas 
We witness a clear parable 

3. Ada seekor sapi merumput dikehijauan 
There is a cow grazing in the greenery 

4. Di atas punggungnya tiba-tiba hinggap 
On its back suddenly perches 

5. seekor burung jalak hitam. 
a wild black bird. 

6. Burung jalak itu memunguti kutu-kutu 
That wild bird collects fleas 

7. Disela bulu-bulu sapi 
in the gaps of the cow's fur 

I'm not sure of this word. 
'Allah' is the Indonesian word for God, Catholics and Protestants use it too. 
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8. Burung jalak kenyang, sapi pun senang 
the wild bird is satisfied, even the cow is contented 

9. Sebuah persehabatan yang menghormati kehidupan 
a friendship that honors life 

10. Persaudaraan dua ekor hewan (rising pitch) 
a brotherhood of two creatures 

11. Yang berbeda bentuk, jenis, dan kebiyasaan 
which differ in shape, kind, and habits 

12. tapi bisa rukun di tengah alam (falling pitch) 
but can be harmonious in the midst of nature 

13. bisa damai di bahwa Tuhan^ 
can be peaceful under heaven 

14./fak.ta.bi.ju.ya.ul.il.ap.a.sah/ 

(an Arabic phrase?) 

15. Subahanallah^'^ Indonesia (sung) 
Praise be unto Thee the Almighty Indonesia 

16. Alhamdulilah"" Indonesia 
Praise be to God, Indonesia 

17. Masyaallah'"^ Indonesia 
My God, Indonesia 

18. Astghfirullah'°^ Indonesia 
May God forgive me, Indonesia 

" literally 'beneath Lord' 
a laudation uttered upon completion of one's ritual prayers or upon mentioning one of God's names 

said in thanskgiving 
an exclamation expressing strong disapproval 
Uttered when one is shocked by immoral behavior 
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4.3 Meeting the poet: Wide anglez 

I left the 'Benefit for women's rights and reproductive health' thinking that I had 

heard a poem with a lot of sounds in it that should prove really interesting, but having 

only been back in Indonesia for three months, I hardly understood any of it. Several 

months later while backing up data and logging my tapes (after my Bahasa Indonesia 

learned as a child had begun to return after a two decade hiatus), I began to realize what 

the poem was about and just how full of 'voices' it was. I asked a friend who the poet 

was, and he told me that Zawawi Imron was a good friend of his, and that I might see him 

at the International Poetry Festival (described in chapter 3). 

On the third night of the festival, while I was in Solo, my friend Dewi pointed out 

a thin middle aged gentleman as Zawawi Imron and urged me to go talk to him. The 

audience was sitting on the carpets, shoeless, filling up the floor of the auditorium 

waiting for the poetry to start - which was late that particular night. As I found a seat 

near him, I heard him complain to a neighboring audience member about how late the 

program was getting started. His neighbor responded... 

(33) 
"Ah santai saja Pak\ Semakin malam, semakin enak 
Ah, just relax. Sir. The later, the better. 

Nanti kami bisa bakar sate, bakar jagung..." 
Then we'll be able to roast shish kabobs, roast corn... 

'''Bakar gedung..." 
Roast"^ buildings," Zawawi chimed in. 

Bakar means both 'roast' - as in to cook something by fire - as well as 'to burn'. 
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It was a joke referring to the numerous cases of arson that had happened during 

the riots in Solo (and in other Indonesian cities as well) during the unstable period of 

transition out of the 'New Order' into the current period of 'ReformasV (Reformation). I 

got up the courage to speak with him, told him who I was, and how I would like the 

chance for an interview. He said that the next time he was in Jogja, he would look me up, 

unless I came to North Eastern Java and wanted to visit him on the island of Madura. We 

exchanged addresses. 

When I did get a chance to interview him, Zawawi had stayed an extra night in 

the city I was visiting so that our paths would cross. When he saw me in the hotel lobby 

after that single previous meeting, he greeted me like an old friend. We sat down for a 

late breakfast and to talk about poetry. Zawawi knew about poets from all over the world 

- people I had never heard of. He talked at length to me about Robert Frost, citing lines 

and possible translations (maybe because he knew Frost was the only poet he had 

mentioned that I recognized). After breakfast we found a quiet place so that he could tell 

me about the suara-suara in 'Keroncong Air Mata.' 

4.4 The interview: Zooming in2 

We sat down on the rugs around a coffee table, even though there were two 

couches and a chair right behind us. We each had the list of the questions I wanted to ask 

sitting in front of us. Having been talking in an informal way, taking the role of 

respectful youth talking with a respected elder, I found it difficult to switch into interview 

mode, and clumsily directed his attention to the questionnaire. Zawawi said, "You ask 
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the questions first! It's hke you ask 'Why is the poetry read this way or that way, 

right?'" He explained, validated, and assigned to me my role as interviewer. In the 

following sections, I present transcriptions and translations of his responses to my 

questions. 

4.4.1 General coniments on performing sounds 

In response to my question about why poetry is read aloud in Indonesia, Zawawi 

began by talking about how historically poetry was songs that were used to teach and 

remember things. He provided some examples. As he moved into contemporary time, he 

said the following about his own readings. 

(34) The poet's reading method 

1. saya secara sengaja memang membuat puisi 
I in a purposeful way indeed make poetry 

2. sekaligus membuat lagu-lagu untuk puisi itu 
at the same time make songs for that poetry 

3. sehingga ahhhh, terasa lebih akrab dengan penonton gitu, 
so that, ahhh, it feels more intimate with the spectators, like that 

4. dengan audiens, kan?, terasa lebih akrab 
with the audience, right?, it feels more intimate 

5. dari pada saya membaca seperti orang membaca koran atau membaca berita. 
than if I read like someone reading the newspaper or reading the news. 

6. Ya paling tidak ya lebih menarik, gitu lebih menarik dan 
Yeah, if nothing else, yeah its more interesting, like that, more interesting and 

7. dengan demikian mereka akan lebih mengahargai puisi. 
and thus they are going to value poetry more 
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I told him that I had a friend who had heard him read this same poem at another 

time, and that people in the audience had joined in with him vocally then as well. 

Zawawi commented on this. 

(35) On the audience joining in 

1. Semua, akhirnya, orang kita menjadi, menjadi satu, gitu loh 
Everyone, in the end, people we become, become one, like that y'know 

2. menjadi 'Masyaallah Indonesia' mereka bersama-sama menjadi sebuah kor, itu loh 
become 'Masyaallah Indonesia' they together become a chorus, like that y'know? 

3. Itu kan sebuah keakraban? Kita, antara, akhirnya si antara pembaca dan penonton itu 
That is an intimacy isn't it? We, between, in the end between the reader and the audience 

4. sudah tidak ada jarak lagi, gitu loh, kan? 
already there is no more distance, like that y'know, right? 

5. Mereka tidak ikut membaca, kan, karena tidak afal saja. 
They don't join in reading, right, only because they don't (have it) memorized, 

6. tapi begitu soya membaca 'masyaallah Indonesia, alhamdulilah Indonesia' 
but when I read 'masyaallah Indonesia, alhamdulilah Indonesia' 

7. mereka jadi ikut 
they end up joining. 

8.  Itu sangat akrab sekali. 
That is very very intimate. 

He provided more commentary on the relationship between the audience and the 

performer in the following example. It came to him, after he had answered another 

question as something very important for me to know for my research. 
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(36) The importance of the oneness of heart between the poet and the audience 

1. Saya kira ini juga menjadi penting bahwa 
I think this also will be important that 

2. ketika pembacaan puisi dilakukan betapa pentingnya penonton, gitu, 
when poetry reading is done how important it is for the audience, like that, 

3. dan betapa pentingnya keakraban, kebersatuan hati 
and how important the intimacy is, the oneness of heart 

4. antara si pembaca itu puisi sebagai aktor 
between the poetry reader as actor 

5. dan pendengar sebagai seorang, 
and the listener as a person 

6. pendengar sebagai kelompok yang mendengarkan 
the listener(s) as a group that hears 

7. tapi juga bisa memberikan, berteriak, memberikan respons. 
but also can give, can shout, give a response. 

8. Tapi dalam rangka puisi itu! 
But in the framework of that poetry! 

9. Tidak untuk keluar dari 'frame'puisi' itu. whack. OK. 
Not to go out of that poetry frame, whack (he raps the table with his ring) OK. 

My main objective for the interview was to ask Zawawi to tell me what the 

various sounds he used in the poem represented. In response to a general question about 

the sounds, he talked about how music is important, and how music is based on the sound 

or rhythm of the beating of our hearts. He then said of poetry... 

(37) Poetry as hope for humanity 

1. Sekarang puisi sebagai alat silaturahmi, alat komunikasi, 
Now (with) poetry as a tool of friendship, a tool of communication 
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2. kita menjadi satu gitaran, satu cita-cita, kemanusiaan yang sublim. 
we become one frequency, one hope, a sublime humanity. 

The 'we' he uses here is the second person plural inclusive form. When I asked 

him, "Why do you use these different sounds?" Zawawi responded that it stemmed from 

his own "expressive needs." "I have to follow the fluctuation (flames) of my 

spirituality," he answered. When I asked him," Will someone else know how to read 

your poem if they only have the written text before them?" he replied, "I submit it to 

others. They do not have to read it like I do, but when I read it, it feels kok lebih pas'"^ if 

I read it like this." 

Before we moved to specific examples of sounds in the poem 'Keroncong Air 

Matd' presented above, Zawawi elaborated on how he had used sounds as sounds in 

another poem. He told me about a poem he had written called 'Zikir'. (Recall that a zikir 

is a communal chant or prayer, often performed when someone has died.) He said that 

after writing the poem, he wondered what it would sound like if he performed it as a real 

zikir. He performed it for me there. 

I have included a small section of it here to convey the rhythmic quality of some 

of the poetry I heard. In the Indonesian version on the left, each line consists of two 

three-syllable words. If you imagine each line having eight beats, 'hompipah' gets the 

first three beats, the fourth beat is silent, then the second word in each line gets beats 5,6, 

and 7, with the eighth beat silent. As far as I can tell so far, 'hompipah' does not have 

any semantic content. 

somehow more right 
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(38) 'Zikir' 

hompimpah hidupku 
hompimpah matiku 
hompimpah nasibku 

hompimpah my life 
hompimpah my death 
hompimpah my fate 

hompimpah hidupku 
hompimpah matiku 
hompimpah nasibku 

hompimpah my life 
hompimpah my death 
hompimpah my fate 

hompimpah hompimpah 
hompimpah, hompimpah 
hompimpah hompimpah... 

4 . 4 . 2  Specific referents for sounds 

In the rest of this section, I present Zawawi's explanations for what some of the sounds 

represent in the long poem 'Keroncong Air Mata'. The transcription and translation of 

his explanations appear in the same order as they appeared in the poem. I have numbered 

his explanations with the same numbers used above, but here as the number prime, and 

have included the title so that the reader can look back at the specific excerpts from the 

poem. 

(17') Nature song 

Q. Why do you call this melody 'pop'? 

A. Ya, iya sayayang disebut istilah 'pop, populer' bukan. 
Yeah, yes what I call the term 'pop, poplular' is not, 

bukan dalam pengeritan yang umum, 
is not in (the) general understanding. 

Artinya pop itu di situ artinya 
The meaning (of) 'pop' there means 
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anak anak mudah untuk menirukan, gitu loh kan? 
it's easy for kids to imitate, like that, right? 

Jadi istilah 'pop, 'ini di sini 
So this term 'pop' here 

tidak berarti menjadi, menjadi pasar 
does not mean becoming, becoming market 

menjadi pasar an, tidak, itu loh sebenarnya... 
becoming marketable, no, that you know really... 

Tapi istilah 'pop' itu lebih dekat ke 'akrab', itu loh kan? 
But that term 'pop' (is) closer to 'familiar,' it's that you know, right? 

(19') Oath of the Society of the Homeless 
from Example 15 'Oath of the Society of the Homeless' 

Q. Oaths are usually made by whom? 

A. Ya itu sebenarnya sebuah parodi. Mana mungkin, sebernarnya kan 
Yeah, that is really a parody. How could it be possible, really right? 

gelandangan tidak mungkin bersumpah. 
The homeless could not possibly swear oaths. 

Sebernarnya soya ingin membuat, ikut itu, lelucon yang getir. 
Really I wanted to make, to follow that, a joke that (is) bitter. 

Itu apa getir? Yang menyakitkan. 
What's that ''getir'l That hurts. 

Lelucon tapi tidak membuat kita tersenyum gitu loh kan? 
A joke but that does not make us smile, like that you know right? 

Q. What 'suara' is that? 

A. Itu kan biasa kalau orang-orang bersumpah 
That is usual if people pledge. 

Itu kan di Indonesia gay any a be gitu. 
That (is) y'know in Indonesia the style is like that. 
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Q. I really pressed him on this one. I wanted to know what it was the sound of. I asked 
him at what kind of events would people swear this way, in pramuka (boy and girl) 
scouts maybe? 

A. Ya, di mana-mana itu modelnya kan, begitu, kalau bersumpah. 
Yeah, wherever, that is the model, right, like that, if pledging. 

Ya tidak, soya sudah tidak seperti orang baca puisi, 
Yeah, not, I (was) already not like (a) person reading poetry 

tapi karena unsur teaterikalnya itu kan? 
but because of its theatrical elements, right? 

(21') Fire and Zikirs 

Q. When you say 'fire, fire, fire, knok, knok, knok, knok...? 

A. Itu kebakaran, itu loh kan? Kebakaran. 
That's (a) burning (as in of a building), that y'know, right? (A) conflagration. 

Kemudian di selah kebakaran itu ada tembakan, adapenjarahan, itu. 
Then in the interruption of that fire there are shootings, there are jailings, that. 

lya, seperti di Ambon sekarang, itu loh kan? Dan itu Api, itu. 
Yeah, like in Ambon now, that you know right? And that is Fire, that. 

Nah di samping itu, selain, maksud soya 
Now, besides that, other than, my intention 

selain api yang berkobar, untuk api biasa, 
other than fire which flames, as regular fire 

tapi api hawa nafsu yang ada di dalam diri manusia. 
but fire of lust which is in the being of humanity. 

Q. Then 'ooh ah ah' what is that? 

A. Itu doanya orang bisu. 
That is (the) prayer of mute people. 

Orang bisu kan tidak bisa menyebut nama Tuhan, 
Mute people, y'know, cannot speak the name (of the) Lord. 
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Tidak bisa, karena mereka bisu, ya? 
Cannot, because they are mute, yes? 

Jadi, jadi sementara orang yang punya mulut 
So, so meanwhile people who have mouths 

sudah omongan omongannya tidak jelas. 
already talking, their talking is not clear. 

Akhirnya orang-orang, apa, orang bisu pun 
In the end, people, what, even mute people 

akhirnya berzikir menyebut 'Tuhan,' 
in the end zikir speak 'Lord,' 

tapi ya zikirnya begitu ndak menyebut nama Tuhan, 
but yeah, their zikir (is) like that, not speaking the name (of the) Lord 

ndak menyebut Allah, ndak menyebut siapa, hanya bisanya 'ooh ah ah ih ah...' 
not speaking God, not speaking whoever, they can only 'ooh ah ah ih ah...' 

(22') Sounds without words and polluted rivers 

Q. Since he had already told me that this was a tembang melody, I asked him "are there 
different types of tembang'"^ melodies?" 

A. Ya, itu sudah tidak ikut kaidahnya tembang yang sebernarnya. 
Yeah, that already does not follow the norms of true tembang. 

Kita, kita seperti orang menembang tapi tidak tidak seperti tembang yang aseli 
We, we're like a person singing tembang but not not like tembang that is original. 

Jadi hanya ada irama tembangnya saja. 
So, it only has the rhythm of tembang only, 

tapi ya tidak mengikuti kaidah tembang yang ada 
but yeah not following the rules of tembang that exist. 

tembang: sung or recited Javanese poetry 
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(23') The poet and the poor 

Q. When you say, 'Langit biru yang tersisah' what sound is that? 

A. Wah itu suara orang berdeklamasi, 
Wah, that (is the) sound/voice (of a) person declamating^'", 

penyair yang gagahlah. 
(a) poet that (is) heroic/boastful, shall-we say. 

"Penyair hanya sibuk berdeklamsi, itu" 
"Poet only busy declamating," that 

ndak tahu keadaan, keadaan itu loh. 
doesn't know reality, that reality, you know. 

Q. What is the difference between baca puisi (poetry reading) and deklamasil 

A. Sebenarnya hampir sama, tapi kalau dekalamsi itu biasanya 
Really it's almost the same, but if declamating, that is usually 

suaranya tinggi tinggi terus, ndak ndak bervariasi gitu loh 
its sound/voice is high, high all the time, not not varying, like that you know. 

Q. When you do the voice of the poor, is this a voice people know'*®? 

A. Ya sebenarnya suara itu tidak, 
Yeah, really a voice/sound it isn't 

hanya permainan untuk membedakan dari gaya yang tadi 
only a game to differentiate from the style before. 

Deklamsi is a particular style of reading poetry, popular in the 1970's and 1980's. It is characterized by 
being continuously very load high pitched, as Zawawi explains. Everyone I talked to in Indonesia knew 
what 'deklamsi' was, and most (but not all) said that it was not a very good way to read poetry. 

This is the voice of the 'beseecher' that appeared in (15) when the poet asked God to give him his voice. 
Here the poor ask the poet to give them food rather than poems. Zawawi also uses this voice in (29) as a 

child asking his mother about why there is so much chaos. 
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(24') Diverse religions and the poor"® 

Q. What kind of song is that? 

A. Itu sebenarnya lagu keagamaan. 
That is really a religious song. 

Aselinya karangan soya yang di nanyikan oleh Canun.. Emha Ainun Naijib 
Its original is my composition that was sung by Canun...Emha Ainun Naijib''°. 

(25') Where oh where is my humanj 

Q. What about when the children sing 'Where oh where is my human?" 

A. Itu sebenarnya anu, se jenis, ada, (spoken) 
That (is) really, whatsit, a kind of, (there) was, 

itu ada lagu Jakarta dulu, itu memang, 
there was a Jakarta song before, that (was) really 

'Mana di mana anak kambing kita, (sung) 
'Where or where is our little goat, 

anak kambing soya ada di eh ah ih ah.' 
My little goat is at eh ah ih ah' (makes sounds to fill in the rest of the line) 

Itu ada jadi itu permainan. (spoken) 
That was, so that (was a) game. 

Ya itu memang lagu anak-anak yang populer di Indonesia.... 
Yeah, that (was) really a children's song that (was) popular in Indonesia... 

Lagu itu sudah sangatpopular di masyarakat itu. 
That song was already extremely popular in the citizenship, that. 

Recall that this is the section where the poor people say that they are yelling not because they are angry 
and singing not because they are happy. It takes the poet to interpret what these sounds really mean 
(boredom and fatigue). 

This is the name of an Islamic poet and musical performer, known for his religious poems and songs. 
The words for the original song whose melody is being used here were written by Zawawi "as an 
expression of love for the prophet Mohammad." He sang some of this other song for me during the 
interview. I heard similar melodies over the loudspeakers from the mosques in the late afternoons, often 
sung by children. 
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(26') Where oh where is my humanj 

Q. Then later the students join in, but the sound is different. 

A. Ya! Mahasiswa kan agak kacau itu 
Yes! University students, right? A bit disruptive, that. 

(27') Spelling humanity 

Q. Then when it is sung 'humanity, humanity..." 

A. Ah, itu orang membaca kitab di pesantren. 
Ah, that (is a) person reading scripture at a school for Koranic studies. 

(He sings an example in Arabic.) 

Hampir sama dengan 'mulut mulut berbunyi'. 
(It's) almost the same with 'mulut mulut berbunyi' 

(He sings the melody used in 22) 

(29') Humanity's future 

Q. Zawawi is looking at the questionnaire, moving through his poem at the same time. 
He finds where I have marked this section and responds without any question. 

A. Ini al Qur'an, 'Demi waktu!' kaya terjemahan. 
This is the Koran, 'By time!' (He performs with very low pitch) like translation. 

Q. Is this different than baca kitab 'reading scripture'? (see previous example) 

A. lya lain, lain, lain, itu kaya firman Tuhan, 
Yeah, different, different, different, that (is) like (the) Lord's decree/commandments 

dari a IQur'an, surat al Asr.. ̂ atu surat lengap itu. 
from the Koran, the epistle of al Asr... that (is) a complete epistle. 
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(30') ning, hening, ning, gong 

Q. What is the sound of the 'gong, gong, gong, gong...'? 

A. Itu sudah, begitu kita mendengar dari Tuhan, 
That after, when we hear from (the) Lord, 

iya kita sampai he pendalaman spiritual itu... 
yes we reach to spiritual depth that... 

Jadi suara 'gong' itu merupakan, nah, apa, 
So the sound 'gong' that constitutes, now then, what 

'gong' itu kan suara terakhir, 
'gong' that (is the) last sound, right? 

Gitu loh kan? Dalam me/o<ii/si.JO.nen/Madura 

Like that y'know right? In /si.jo.nen/melody of Madura (Zawawi's home island) 

'Ning nung ning nung, ning nung ning gong'".' (sung) 

Jadi gong itu Gong merupakan suara penghabisan. 
So that gong, /goq/ constitutes the sound of finishing. 

Dan suara penghabisan itu 
And that sound of finishing 

itu merupakan pertemuan manusia dengan Tuhan, gitu loh. 
that constitutes the meeting of humanity with the Lord, like that y'know, 

setelah mendengar firman itu tadi...Jadi ya di ulang, 
after hearing that decree earlier...so yeah (it's) repeated 

karena dengan di ulang itu jadi sebenarnya apa bunyinya gong 
because with that repetition, so really what (is the) noise of (the) gong 

tapi pertemuan kita dengan Tuhan 
but our meeting with (the) Lord 

' " I  h e a r d  t h i s  e x a c t  r e p e t i t i o n  o f  s y l l a b l e s  m a n y  t i m e s  a s  t h e  ' t y p i c a l '  g a m e l a n  m e l o d y ,  n o t  j u s t  f o r  
Madura. (Syllables are sung to four pitches in the following order: high, low, high, lower - high, low, high, 
very low) 
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yang makin makin intens, makin dekat, makin dalam spiritualitasnya 
that (is) more (and) more intense, more close, more deep spiritually 

maka kemudian, apa yang, 
so that then, what (is) that, 

lanjutnya itu kan melihat itu pesawahan itu loh kan, 
following that right (we) see those rice fields, you know right? 

jadi kembali lagi ke dunia lagi dalam bentuk, setelah kita dengan proses... 
so (we) come back again to (the) world again in form, after we with process... 

4 . 5  S u m m a r y i  

To summarize the poem and the interview with the poet in terms of the language 

ideologies presented in Chapters 3 and 4,1 have chosen sentences from the poem and 

from the interview that exemplify the components of Language Celebration in Bahasa 

Indonesia. Using the chart presented at the beginning of this chapter, I have inserted 

excerpts from the preceding sections in the appropriate cell. 

(1') Language Celebration in Bahasa Indonesia exemplified in Keroncong; Air Mata 

Language is physicalized 
You can make a material change in the world by making sounds with your voice. 

"We come back again to the world again in form, after we with process..." 
Pluralism is imearthed 

You can discover different languages and identities through sounding other voices. 

"We, we're like a person singing tembang but not like tembang that is original. So, it 
only has the rhythm of tembang only, but yeah not following the rules of tembang that 
exist." 

"" This was really a very climactic point of the performance from an auditory perspective and from a 
content perspective. The words ' gong, gong, gong, gong..got closer and closer together. After he was 
done with this section, the poet moves immediately into the denouement-"Novv (it is the) third 

millennium..." 
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New information is acquired. 
You can deeply understand another's heart by reading poetry aloud. 

"When poetry reading is done how important it is for the audience, like that, and how 
important the intimacy is, the oneness of heart between the poetry reader as actor and 
the listener as a person the listener(s) as a group that hears." 

Non-mainstream accents are specially representative of particular places 
Using 'khas' voices communicates unity in diversity. 

"They don't join in reading, right, only because they don't (have it) memorized, but 
when I read 'masyaallah Indonesia, alhamdulilah Indonesia,' they end up joining... 
Now (with) poetry as a tool of friendship, a tool of communication we"^ become one 
frequency, one hope, a sublime humanity." 

Explicit promises are made 
The citizens will become developed, awakened, and valued. 

".. .a friendship that honors life, a brotherhood of two creatures which differ in shape, 
kind, and habits - but can be harmonious in the midst of nature, can be peaceful under 
heaven." 

Threats are made 

Without poetry, we will forget our value and humanness. Our situation will 
deteriorate. 

"In truth humanity will certainly suffer loss unless there are those who have faith and 
virtuous charity, and who council with truth, and who council with patience." 
Authority is claimed 

I can talk like you. 

"One. We the society of the homeless do swear that we will love our country in life and 
in death!" 

Marginalized voices are made present in performance. 
You should read a poem in an accent different than your own, if the poet has a different 
accent, or if the poem is about people who sound dijferently than you. 

"The poor people add, "Poet! Do not feed our mouths with poetry! What we want is 
grain or rice." 

'We' here is 'kita,' first person plural inclusive. 
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4.6 Interviewing the audience; Wide Anglej 

Part of my research objective was to see if the sounds performed by performers 

received similar interpretations across listeners, i.e. did native speakers have reliable 

intuitions. I wanted to know if listener interpretations matched poet intentions. To this 

end, I constructed a list of the suara in the poem by transcribing the lines containing 

sounds that were clearly not the sounds of everyday speech. 

The interview process was a long one, taking around forty-five minutes to 

complete. We would sit with a recording of the poem (which had taken over thirteen 

minutes to perform), and we would listen to the performance from start to finish. I would 

pause the recording at the places where I wanted the interviewees to comment on the 

sound, and then they would either tell me what the sound represented or they would write 

it down on the questionnaire sheet I had given them. 

Because it was such a time demanding process, and because we needed to be with 

the equipment to play the recording, it was a particularly large favor that I was requesting 

of people who agreed to participate. In order to mitigate the large social debt I was 

accruing, interviewees were invited to lunch or dinner at my house at the time of the 

interview. This meant that the actual time needed for an interview was a whole afternoon 

or evening. I managed to obtain responses from ten highly patient people. These ten 

people ranged in age from 19 to 60, although the most of them were university students 

in their early twenties. I received responses from 4 men and 6 women. 

I requested that the listeners/interviewees identify the suara being used for each 

example. Some respondents identified instead what they thought the lines meant. I have 
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included all the responses to the examples I give here. Listeners chose to leave some 

sections blank, so I do not have ten responses for some examples. 

4.7 Questionnaire responses: Zooming Ln^ 

The questionnaire responses in this section are given the same consecutive 

numbers as the poem excerpts and interview responses from the poet in the foregoing 

sections. It is hoped that this will facilitate compare of these responses with the two 

previously presented 'texts.' Here, however, the examples are numbered using either 

double or triple prime. Immediately beneath the example number and title which have 

already been used above, I have included the English translation of the specific line of the 

poem that I presented to listeners to elicit responses. (Questionnaires and interviews were 

written and conducted in Bahasa Indonesia.) Listener responses are listed below this 

information in Bahasa Indonesia with translations in English. 

(17") Nature song 
"Over here are stones, when broken having golden seeds" 

a. Pantun dari daerah Sumatera 
Pantun (four line verse form) from the region of Sumatra 

b. Nada lagu 'dolanan' (mainan anak-anak) 
Intonation of 'dolanan' (children's game) 

c. Lagu dengan nada-nada untuk lagu mainan anak-anak 
song with intonations for children's game song 
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Recall that Zawawi called the melody he used at the beginning of the poem, 

'pop,' in the sense that young children would be able to imitiate it. The idea of 'children' 

seems to have been caught by these listeners. 

In (17"') below, I asked listeners to comment on the last part of what I have called 

the 'nature song.' I included it in my questionnaire because I was unfamiliar with the 

phrase 'Alhamdulilah' and wondered if it would elicit 'religious' responses. Instead, it 

elicited 'national' responses, and I was struck by how much it evoked Indonesia's 

national anthem for the listeners, because the melody does not sound like the national 

anthem. 

(17"') Nature song 
"Praise be to God, Indonesia, my beloved country." 

a. Lagu patriotisme 
Patriotic song 

b. Lagu perjuangan 
A fighting song 

c. Lagu kecintaan pada tanah air 
Song of love for the country 

d. Lagu tentang Indonesia 
Song about Indonesia 

e. "Indonesia tanah airku" 
" Indonesia my country" (First lines of the national anthem) 

/. Nada lagu kebangsaan "Indonesia Raya" 
Intonation of national song "Indonesia Raya" (Title of the national anthem) 

g. Salah satu kata dalam lagu kebangsaan Indoneisa = Indonesia Raya 
One of the words in Indonesia's national song = Indonesia Raya 
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(19") Oath of the Society for the Homeless 
"Oath of the Society of the Homeless. One." 

a. Orang-orang demo 
People demonstrating 

b. Semangat 
Enthusiasm 

c. Orasi pada demo 
Oration to demonstration 

d. Orang orasi!demo 
Person orating/ demonstrating 

e. Sumpah yang dianekdotkan seperti sumpah pemuda Indonesia: 1. kami putra dan putri 
Indonesia berbangsa satu, bangsa Indonesia, 2. bertanah air satu, tanah air 
Indoneisa, 3. berbahasa satu, bahasa Indonesia. 

(The) oath that is being anecdoted (is) like (the) Pledge of Indonesia's Youth: 1. We the 
sons and daughters of Indonesia are of one nation, the nation of Indonesia, 
2. are of one country (lit. land and sea), the country Indonesia, 3. of 
one language, bahasa Indonesia. 

/. Diucapkan seperti sumpah pemuda 
Expressed like the Youth Pledge. 

g. Suara Iwan Fals(dipenjarakan oleh Suharto untuk menyanyi lagu) dan suara orator, 
suara sumpah pemuda 
The sound of Iwan Fals (put in jail by Suharto for singing a song) and the sound of an 
orator, the sound of the Youth Pledge. 

h. Nada Sumpah pemuda, but ironic 
Intonation of the Youth Pledge, but ironic 

i. Seperti nada sumpah pemuda, sumpah jabatan presiden 
Like the intonation of the Youth Pledge, pledge of the positions of president 
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j. Mengejek, karena menggunakan suatu hal, yaitu sumpah untuk kaum gelandangan. 
Padahal gelandangan adalah kaum tang dianggap remoh, kotor, jelek 

Mocking, because of using one thing, that is a pledge for the society of the homeless. 
Whereas the homeless are a society that is seen as ''remoh''"'', dirty, ugly 

Listeners said this evoked for them either the political atmosphere of orations and 

demonstrations or the historic pledge of the Indonesian Youth, the moment when Bahasa 

Indonesia was proclaimed to be the language of the nation. It seems possible that it is 

really the structure of the pledge of the homeless that evokes the youth pledge: Notice 

one respondent provides an outline and Zawawi uses the numbers one, two, and three to 

outline the homeless' pledge. I was fascinated that Zawawi's suara evoked the voice of a 

specific artist, Iwan Fals, for one listener (g). 

(21") Fire and Zikirs 
"Fire! Fire! Fire! Fire! Knock, knock, knock, knock" 

a. suara sebagai tanda ada bahaya 
sound as a sign of danger 

b. suara ketukan meja 
sound of knocking on a table 

c. ungkapanpermintaan tolong jika ada kebakaran! 'thok' menetukpintu 
statement of asking for help when there is a fire/ 'thok' knocking on a door 

d. Seperti kejadian kebakaran dan orang minta tolong pada tetangga 
Like the happening of a fire and people asking for help from their neighbors 

e. Suara orang yang minta pertolongan 
The sound of people asking for assistance 

I am not sure I have correctly read the handwriting for this word. 
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/. mengkondisikan ancaman kebakaran 
making the condition of the threat of a fire 

g. ancaman seperti orang kebakaran, semangat 
threat like people getting burned, energetic 

In listening to the interviewees explain these sounds to me (as opposed to reading 

what they wrote down), I was definitely left with the impression of someone running 

through the neighborhood, waking people and alerting them to a fire. It is interesting to 

see that in looking at what they wrote there is an element of asking for help, not just 

alerting to danger. 

(21"') Fire and Zikirs 
"uh ah ah ah ih ah" 

a. orang menyanyi melingkar api, menari tarian daerah 
people singing around a fire, dancing local dances 

b. suara kor dibareng kendang 
sound of a choir accompanied by a drum 

c. suara gendang 
sound of a drum 

d. meniru cara berdzikir yang sering dilakukan muslim Indonesia kor sudah tercampur 
gaya adat 
imitating the way to zikir that is often done by Indonesian Muslims, choir already mixed 
with the style of custom 

e. Seperti orang tahlilhan"^ (berdoa) 
Like a person (praying) 

/. suara orang tahlilan 
The sound of a person praying 

The dictionary gives one meaning for this word as 'a reapeated recitation of the confession of faith' as 
Islamic and another definition 'songs of praise' as Protestant. 



215 

g. senam 
calisthenics 

There was a range of answers here, including the 'calisthenics' answer, which I 

take to refer to oral calisthenics. Still, the general idea is that the sounds are rhythmic 

and religious. 

(22") Sounds without words and polluted rivers 
"Mouths make noise" (sung) 

a. Tembang mainan Jawa, tembang rakyat Jawa 
Playing with Javanese tembang, tembang''^ of the Javanese citizens. 

b. Lagu rakyat daerah Jawa Barat 
Song of the citizens of the region of Western Java. 

c. Lagu sindiran 
Satirical song 

d. Sindiran 
Satire 

e. salawatan 
Invocation, short prayer usually consisting of verses form the Koran 

/. salawatan 
Invocation, short prayer usually consisting of verses form the Koran 

g. Tembang "pocung" (jenis tembang Macapat) 
'Pocung' tembang (a type of tembang Macapat^") 

h. Nada tembang Pucung, salah satu jenis tembang Macopat 
Intonation of 'Pucung' tembang, one of the types Macapat tembangs 

Zawawi the poet had said that he was performing 'tembang' but not following the 

rules of real ones. Most listeners agreed that it was tembang but gave specific referents 

traditional folk melody 
Macapat is a 6 line Javanese verse form. 
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for what type of tembang it was or where it came from. Two listeners heard Islamic 

prayer music. 

(23") The poet and the peasants 
"The blue sky that remains" 

a. otoriter (orator) 
orator 

b. superior 
superior 

c. dahlang 
shadow puppeter 

d. menggambarkan kondisi masyarakat yang miskin 
drawing a picture of the condition of citizens who are poor 

e. mengikuti car a berdialog yang sering dilakukan orang orang Indonesia 
following the way of dialoging that is often done by Indonesian people 

/. gaya puisi yang lebih-lebihan 
style of poetry that is too much 

g. Pidato seperti Sukarno 
Speech like Sukarno"® 

This sound was definitely familiar. The main idea that emerges is that this is a 

voice of power. The poet said that it was the voice of a poet who was boastful and did 

not know the truth about reality. 

Indonesia's first president, known for his powers of oration. 
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(23"') The poet and the peasants 
"Poet, do not feed our mouths with poetry!" 

a. sebaliknya, inferior 
the opposite, inferior 

b. idem (mengikuti cara berdialog yang sering dilakukan orang orang Indonesia) 
As above (following the way of dialoging that is often done by Indonesian people) 

c. suara dialog seorang miskin dengan penyair 
the sound of dialog of a poor person with a poet 

d. menuntut tapi tidak se extreme 'demand'. Orang meratap memohon - "soya sudah 
seperti ini,jangan lagi." Nadaanya Rendra 
Demand, but not as extreme as demand. People lament, request - "I am already like this, 
please no more." Intonation of Rendra (famous Indonesian poet and performer) 

e. pinta anak kepada ibu 
a child's request to mother 

/. seperti anak minta uang dari ibu 
like a child asking for money from mother 

What Zawawi had said was just an attempt to differentiate between the sound of 

the poet and the sound of the poor was given specific reference in the voice of the 

poet/performer Rendra and in the idea of a child asking for something from his or her 

mother. This is what I called above the voice of the beseecher because it denotes 

someone of lower status requesting something from someone of higher status. 

(24") Diverse religions and the poor 
"We shout not (because) we (are) angry. 

a. Lagu Melayu 
Melayu song"® (a kind of pop music) 

a kind of pop music 
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b. Lagunya Emha Ainun Najib 
Emha Ainun Najib's song 

c. Lagu Me lay u 
Melayu song 

d. Lagu shalawat Nabi Muhammad SA.W. 
Song of ritual prayers to the Prophet Mohammad 

e. Shalawat nabi 
Ritual prayers (to the) prophet 

/. Meniru musik Sholawatan/ dart Melayu 
Imitating the music of ritual prayers/ from Melayu 

g. Seperti lagunya (Rohani) Lagu Islami dengan irama Melayu 
Like (Spiritual) song Islamic song with Melayu rhythm 

h. Melayu 
Melayu 

i. kosidahan 
I'm not sure what this means. 

j. Sholawat Nabi 
Ritual prayers to the prophet. 

Two themes emerged for the listeners. First, this is the sound of Melayu music -

a type of pop music. Second, this is the sound of ritual prayers to the prophet 

Mohammad. The poet says that he based the melody on the singing of a poem that he 

wrote to express his love for the prophet, though nowhere in the voicing of the poor 

people's song (or anywhere in this poem) does the poet specifically mention the prophet. 

Notice that one listener (b) correctly identified the name of the performer who composed 

the music and sang the poem that Zawawi wrote. 
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(25") Where oh where is my humanj 
"Where oh where is my human?" 

a. Lagu anak-anak daerah soya 
song of children in my region 

b. "mana di mana anak kambing soya" 
"where or where is my little goat" 

c. "anak kambing soya" 
"my little goat" 

d. lagu popular bagi anak-anak tingat sekolah dasar 
popular song for children at the elementary school level. 

e. lagu anak-anak "mana di mana anka kambing soya, anak kambing soya ada di depan 
rum.ah" 
Children's song "where or where is my little goat, my little goat is in front of the house" 

/. meniru lagu "mana dimana anka kambing soya.. 
imitating a song "where or where is my little goat..." 

g. Seperti lagu mana di mana anak kambing soya 
Like the song where or where is my little goat 

h. lagu mana di mana 
song where or where 

i. lagu anak-anak - mana di mana anak kambing soya 
children's song - where or where is my little goat 

j. lagu anak 
children's song 

Zawawi was right. This was a popular children's song. All the respondants knew 

it, and they all sang it for me when I stopped the recording. 



220 

(27") Spelling humanity 
"humanity, humanity, humanity" 

a. Lagu Qiro 'ah 
Qiro'ah'^" song 

b. nanyikan seperti ayat-ayat al Qur'an 
sung like verses of the Koran 

c. iMgu tembang Jawa 
a Javanese tembang song 

d. Tembang Jawa 
Javanese tembang 

e. Meniru irama salah satu lagu Jawa/Langgam Jawa 
Imitating one Javanese songiLanggam Jawa 

f. Lagu Jawa 
Javanese song 

g. Unsur lagu Jawa - tembang macapat 
element of Javanese song - tembang macapat'^' 

h. Nada orang Jawa mengaji/ membaca al Qura'an biyasa 
Intonation of a Javanese casting a spell/ reading the Koran normally 

i. Tradisi Jawa untuk berkicau 
Javanese tradition for chirping, like a bird 

Most respondants agreed that this melody was Javanese although some of them 

heard the melody for reading Islamic scripture. 

™ I'm not sure what this word means, but it references the Islamic community as words beginning with the 
letter 'Q' in Bahasa Indonesia are of Arabic origin. 

6 line verse form 
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(28") The sounds of chaos 
"Nonsense, nonsense.. 

a. mar ah 
angry 

b. suara seorang menetri di Indonesia pada masa Suharto (Harmoko) 
Sound of a cabinet minister in Indonesia during the time of Suharto {Harmoko) 

c. Tekanan bait 
emphasizing line 

d. Tekanan tekanan 
emaphases 

e. Berzikir 
To zikir (chant) 

/. mantra 
mantra 

Respondents did not agree about this sound. Again, I am surprised by the 

willingness/ability of a respondant (b) to identify a particular person's voice as the 

referent for the sound in the poem. 

(29") Humanity's future 
"By time! In truth humanity will suffer loss." 

a. Dalam film ada Firman Tuhan 
In films there is the Lord's commandments 

b. seperti nasehat 
like counsel 

c. Lagu bacaan syair 
song of reading verse 

d. Bunyi arti ayat kalau mau sholat 
the sounding of meaning of (a) verse if going to pray 
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e. 'Saritilawah' or al-Qur'an di terjemahkan ke dalam Bahasa Indonesia 
'Saritilawah' or Koran in translation into Bahasa Indonesia 

/. Seperti arti dari al Qur'an 
like meaning from the Koran 

g. Suara seorang khatib dalam berkotbah/ khotbah kedua di saat menyampaikan pesan 
pesan terakhir 
The voice of a preacher at the mosque in preaching/ second sermon at the time of 
conveying the last messages 

h. Menirukan suara Tuhan/ ay at ay at intinya Tuhan memberikan prihatin "Aku 
berfirman kepada mu manusia" suaranya di gambarkan begitu/Firman Allah/ 
'saritilawah' 
Imitating the voice of the Lord/ verses meaning the Lord shows concern "I proclaim to 
you humanity" his sound is pictured like that/ The Lord's commandments/ 'saritilawah' 

i. Saritilawah/ Al Quran 
'saritilawah/ 'Koran 

Listeners tended to agree that this lowered pitch, deep slow voice was the voice of 

God or at least the voice of his 'written word.' 

(30") ning, hening, ning, gong 
"gong, gong, gong, gong..." 

a. menirukan suara gong di gamelan 
imitating the sound of the gong in gamelan 

b. Bunyi bende sebagai pertanda ada pengumuman 
Sound of a small bronze or copper gong as a sign of having an announcement 

c. Bunyi bedug di Mesjid 
Sound of a large drum at the mosque (used as part of the call to prayer) 

d. Suara bitsu budha dalam mejelaskan makna hidup pada para muridnya 
Sound of buddha's ''bitsu' in explaining the meaning of life to his students 

e. Gong Jawa/ suara keras terus kecil/ ning nang nong/ doa dan kampung 
Javanese gong/ loud sound then quiet sound/ ning nang nong/ prayer and village 
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f. Suara kentungan untuk memanggil orang! lebih cenderung suara 'bedug' - dibunikan 
sebelum adzan di masjid-masjid tertentu! mesjid mesdjid besar- untuk memanggil orang 
agar sembahyang 

Sound of a gong/drum used to sound an alarm to call people/ more fitting the sound of a 
drum in a mosque - sounded before the adzan in certain mosques/ large mosques- to call 
people so they will pray 

g. Bunyi saat bedug dipukul dengan tujuan memanggil orang. esp: di mesjidpangilan 
sholat! kenthongan, panggilan untuk berkumpul untuk jaga desa 

Sound at the time the drum in the mosque is hit with the intent of calling people, esp. at 
the mosque call to prayer/ drum or gong used to sound the alarm, summoning people to 
gather to guard the village 

Most listeners, whether they focused on the call to prayer or the call to join the 

village guard, agreed that this sounding of the gong signaled the gathering of people for 

something important. Many people in Jogja had a long hollow wooden drum-like object 

hanging outside their homes. I was told that these were 'replicas' of ones used in villages 

to alert villagers of danger or gather them for an announcement. They are hit with a stick 

in that same rhythmic way the drum for the call to prayer is hit, where successive hits are 

closer and closer together. 

4 . 8  S u i n m a r y j  

At the end of the questionnaire I presented to listeners, I included four general 

questions about poetry and society. I have summarized their responses here by including 

the ones that most clearly articulate the ideological components listed in (1) of this 

chapter. Here I present the question and the answers in English, although both were 

originally in Bahasa Indonesia. Again, as in (T) above, I tie their responses to specific 

components of the language ideology of Language Celebration in Bahasa Indonesia. 
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Here I do this by placing the relevant language ideology in parentheses after each 

response. 

Question 1. Why is it important to read poetry in front of an audience? What biomes 
more useful than reading the poetry alone? 

With reading the auditory factors, words are more able to be digested. So that the 
experience of that poem can be shared. {Language isphysicalized) 

People will come to value poetry more. {Explicitpromises are made) 

Because the audience is made an indicator, does the method of reading our poetry make 
them understand the intention and meaning of our poem?! The more of the audience that 
understand means we are successful in reading it. {New information is acquired.) 

Because (we are) more able to communicate with other people and we can know how 
other people respond to poems that we read. {Pluralism is unearthed) 

Because the presence of the audience will add inspiration to the poetry reader in 
conveying the meaning contained in poetry. Meanwhile reading poetry to oneself cannot 
convey the message contained in the poetry. {Language is physicalized) 

Question 2. What are the sound elements that enable a poetry reading to have high 
esthetic value? 

Maybe when the reader is able to read the sentences of the poem with sounds that are 
already familiar. {Non-mainstream accents are specially representative of particular 

places) 

Elements of sound that are usually used in every day, especially those that are close to the 
life of the rakyat (citizens). {Authority is claimed-I can talk like you.) 

Question 3. Does this reading by Zawawi Imron have high esthetic value? Why or why 
not? 

Yes, because he succeeds in conveying that poem to me (especially) with that reading. 
{New information is acquired - You can deeply understand another's heart by reading 

poetry aloud.) 
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Yes, because Zawawi can articulate many sounds in the reading of this poem so that it 
has high esthetic value and can influence (the) soul and emotions of the audience. 
(Language is physicalized - You can make a material change in the world by making 
sounds with your voice.) 

Question 4. According to you, what is the primary meaning being presented by Zawawi 
in this poem? 

Digging or unearthing about the yet many problems/collapse in Indonesia. {Threats are 
made 
Without poetry, we -will forget our value and humanness. Our situation will deteriorate.) 

The situation in Indonesia, both from its beautiful nature to its inhabitants who are of 
many kinds, including its conflicts. {Pluralism is unearthed.) 

A social critique for the controllers and rich people to pay attention to lives of poor 
people. {Explicitpromises are made - The citizens will become developed, awakened, 
and valued.) 

Urging humanity to discern their own selves, to advance to adulthood in a philosophical 
way. {Language is physicalized - You can make a material change in the world by 
making sounds with your voice) 

One question that weighed on me as I went into the field to find out how change 

could happen through performed poetry was how would the people involved know 

whether or not the performance was successful? Furthermore, how would I know if the 

poem worked? 

When I ask myself about the performance of the poem 'Keroncong Air Mata' and 

how and whether it accomplished its goal that night, I have to answer that it did indeed 

work. Through sounding many voices, it worked there in that auditorium to unify the 

audience. As I mentioned above, by the end of the poem the audience was singing along 

with the poet. 
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Over time, it has also worked on me. I have modified my stereotype of what it 

means to wear a headscarf as an Islamic Indonesian woman. I have made room in my 

worldview for a music event combining gamelan, rock, oldies, and Islamic worship 

music. I have begun to look for ways to animate a variety of voices in my work and 

conversation to allow multiple voices to be present and to present ideas in their 'own' 

voices. I am making room in my ideologies for a world where antiphonal voices are 

given time and space to sound out their differences. 
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CHAPTER 6 'REPRESENTING OTHERS - MODES OF PRODUCTION/ 

Berjalan ke Barat Waktu Pagi Hari 

waktu aku berjalan ke barat di waktu pagi matahari mengikutiku di 
belakang 

Aku berjalan mengikuti bayang-bayangku sendiri yang memanjang 
di depan 

aku dan matahari tidak bertengkar tentang siapa di antara kami 
yang telah menciptakan bayang-bayang 

aku dan bayang-baying tidak bertengkar tentang siapa di antara 
kami yang harus berjalan di depan 

Sapardi Djoko Damono 

Walking Westward in the Morning 

walking westward in the morning the sun follows from behind 
I walk following my lengthened shadow before me 

the sun and I don't argue about which one of us creates the 
shadow 

the shadow and I don't argue about which one of us must lead 
the way 

Translated by John McGlynn 

0. Chapter Outline 

1. Introduction 
1.1 Goals of analysis 
1.2 Organization 

2. Literary and scientific voices 

3. Sounding 'Unity in diversity' 
or 'Sound—driven ideological change' 
or 'Moving through some vocal chords' 

Chord 1. Change happens 
Chord 2. Indonesians celebrate diversity 
Chord 3. Sound articulates presence 
Chord 4. Sound causes change 
Chord 5. Sounding makes it so 
Chord 6. Presenting is not preserving 
Chord 7. The Other is within 
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1. Introduction and goals 

There are two chapters that together constitute my analysis of the Indonesian data 

presented previously. Here is the chapter outline for this chapter. 

In this chapter, I demonstrate that all the elements for the analysis that best 

accounts for the Indonesian data have already been articulated in social and linguistic 

theory. Crucially, however, the Indonesian data call for a particular alignment of these 

theoretical voices, a novel making present in one place. This particular grouping of 

voices in theory makes possible an argument about language, i.e. that ideological 

diversity in language can be framed as biologically given potential for diversity with 

particular cultural/ideological practice triggered or specified by the environment (context) 

- paralleling the set of claims made by contemporary linguistic theory. 

In the next chapter, I demonstrate that the unrealized material promises of these 

voices in theory can in fact be realized through a practice of juxtaposing various 'forms'. 

Whereas in this chapter I use 'talk about language' to make my argument that language 

functions in particular ways, in the following chapter I use other ways of representing 

these functionings that demonstrate my argument by functioning in precisely the ways 

talked about in this chapter. 

1.1 Goals of analysis 

There are several goals that I hope to meet with my analysis. I list them here. 

First, this analysis brings together two separated approaches to language study (i.e. 

linguistic anthropology and formal linguistics) to show that both are needed to provide an 
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account of an interaction between sound systems and ideologies. This enables an 

understanding of the paradox that has existed between the claim of Whorfian linguistic 

relativity and the Chomskian claim of "thought which is constant across languages" 

(Chomsky 1986:1). 

Second, this analysis articulates a theory of linguistically driven ideological 

change. The data presented previously demonstrate sound as one kind of physical or 

material aspect of language that can be exploited to produce change. The materiality of 

this process focuses our understanding of language generally on the physicality and 

immediacy of its functioning. 

Third, as a reflexive written document, this analysis includes an articulation of 

differences within language practices or linguistic modes of production. For example, 

literary language articulates presence and focuses on the hearer through the use of voices, 

while scientific language communicates distance and focuses on the writer through 

description, abstraction, and summary. Being explicit about observation of differences 

provides insight into our language ideologies, and bears on our ability to write objective 

science. I hope to demonstrate that alternative writing practices help us remain aware of 

our own practices. 

Fourth, the data and my analysis focus attention on the role of the listener, or the 

receiver of signs, as the bearer of responsibility for the interpretation of linguistic 

messages. Therefore, I broaden a formal model of an individual yet social grammar to 

account for interaction as well as present linguistic forms that require the active 

interpretation of the reader. I will do this in Chapter 7, the second analysis. 
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Finally, the Indonesian poetry data provide a counter example to a prevalent 

American English language ideology, where accents are widely seen as negative 

deviations from a culturally, economically, and socially powerful standard. Within this 

American language ideology, imitation of these accents has been analyzed as language 

subordination of non-homogenized variation. 

1.2 Organization 

. .  . 1  w a k e  y o u  u p  i n  t h e  m o r n i n g  s o  e a r l y  
just to tell you, 'I've got the wandering blues... 
And I sang those rambling blues 
and I'm gonna quit these rambling ways 
one of these days, soon... 
And I say, 'The littlest birds sing the prettiest songs 
The littlest birds sing the prettiest songs 
The littlest bids sing the prettiest songs 
The littlest bids sing the prettiest songs 

By The Be Good Tanyas 
From the song 'The littlest birds' on the album Blue Horse 

Just as in the data chapters where examples were presented in as intact a form as 

possible and where each idea was presented in multiple voices, here voices in theory will 

be presented at times as extended examples. These voices do not necessarily agree with 

each other, but their inherent diversity provides us with a broad and coherent framework 

in which to analyze the data. 

I continue to choose this method of representation for two reasons. First, it is in 

keeping with the practice I have used for presenting Indonesian voices, which was 

inspired in part by the presentation of diverse voices by Indonesians themselves. Second, 

I hope that this approach gives the reader a chance to not only hear the voices in context, 

but to see how it is I have interpreted them. I will move into this method slowly, starting 



231 

in this familiar monologic method I am using now, but moving to a conscious presencing 

of multiple voices in the form of a script in section 3. 

To reflexively analyze the literary data of sounding others in Bahasa Indonesia in 

a scientific framework, we need to share a theoretical background on the differences 

between the modes of literary and scientific production. This background is provided in 

Section 2. The analysis proper in Section 3 is a blending of these two modes of 

production. 

2. Literary and scientific voices 

"...what is now in question, theoretically, is the hypothesis of a mode of social formation, explicit and 
recognizable in specific kinds of art, which is distinguishable from other social and semantic formations by 
its articulation of presence" 

(Raymond Williams 1977:135) 

In my understanding of Williams, "articulation of presence" is a mode of 

production found in art that contrasts with a scientific or rational mode of production that 

converts experience into finished products. A scientific mode of production 

accomplishes this conversion by means of description and abstraction, and through the 

priority of objective analysis. We can see how the claim of objectivity necessarily 

distances the writer from experience - the observer should be neutral and as uninvolved 

as possible in the process described. The practice of writing in this way further distances 

the reader from the experience described, even while it holds out the promise of enabling 

the reader to verify the correctness of the writer's analysis through the possible future 

replication of the writer's explicitly identified methods. In art too, the hearer is called 
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upon to verify the results through the universality of aesthetic response that is claimed to 

be a basic criterion for the designation of art, i.e. if you see, hear, and touch what I see, 

hear, and touch you will find it beautiful too. 

When we think about scientific discourse in this way, we see how it performs a 

material act of domination. Experiences Of Subjects and Realities In Data are taken from 

the functioning of the world out there and placed into an 'objective' text, thereby 

converting them into symbolic and real capital in the form of journal articles, conference 

presentations, grants and dissertations. We have known this to be true for quite some 

time, but we seem able to do little about it other than to point it out, again in the same 

kinds of texts that perform the conversion we are highlighting - precisely as I am doing 

here in this paragraph. 

I want to explore the effects of combining an Articulation Of Presence with the 

conventions of scientific discourse. This text attempts to embody Articulation Of 

Presence in three ways. First, it provides a description and analysis of a highly 

articulated practice of articulating presence in Indonesian poetry. Second, by enabling 

and encouraging the reader to articulate certain parts of the text aloud, the reader is 

provided with the opportunity to articulate presence for him/herself. Finally, this text 

articulates presence by making diverse previous articulations in social theory present 

together, making them speak together in one text instead of in their diverse, multiple, and 

only places. I begin in earnest with this last form of active inter-textuality in what 

follows. 
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What I hope to create is a layering of voices. Imagine a score for music to be 

sung by a chorus. Sometimes the groups of voices in my text say the same thing, just in 

different ways. Sometimes one of them says something dissonant. Overall, in each 

group, the voices resonate - they sound good together. We can think of these groupings 

of voices as chords. The remainder of this section is a layering of voices in western and 

Indonesian discourse talking about literature and science as distinct modes of production. 

Sop. Their sound is gone out into all the lands and their words unto the ends of the world 
Alto:... .Their sound is gone out into all the lands and their words unto the ends of the world 
Tenor: Their sound is gone out into all the lands and their words unto the ends of the world 
Bass: .Their sound is gone out into all the lands and their words unto the ends of the world 

Romans x:18, in Handel's Messiah 
For human voices in E flat major 

Voice 1 - Edward Said on American social science & Oriental literature 

One of the striking aspects of the new American social-science attention to the Orient is 
its singular avoidance of literature. You can read through reams of expert writing on 
the modern Near East and never encounter a single reference to literature. What seems 
to matter far more to the regional expert are 'facts,' of which a literary text is perhaps a 
disturber. The net effect of this remarkable omission in modern American awareness 
of the Arab or Islamic orient is to keep the region and its people conceptually 
emasculated, reduced to 'attitudes,' 'trends' 'statistics': in short, dehumanized. Since 
an Arab poet or novelist - and there are many - writes of his experience, of his values, 
of his humanity (however strange that may be), he effectively disrupts the various 
patterns (image, cliches, abstractions) by which the Orient is represented. A literary 
text speaks more or less directly of a living reality. Its force is not that it is Arab, or 
French, or English; its force is in the power and vitality of words that, to mix in 
Flaubert's metaphor from La Tentation de Saint Antoine, tip the idols out of the 
Orientalists' arms and make them drop those great paralytic children-which are their 
ideas of the Orient - that attempt to pass for the Orient. (Said 1979:291) 

Indonesia has perhaps enjoyed a privileged existence in American social science 

in terms of attention paid to its literature. Many, (perhaps most), American social 
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scientists studying in Indonesia have taken literature and the arts as an integral and often 

central part of the data to be analyzed, starting with Geertz (1973), through Shelley 

Errington (1979), Anderson (1983,1989), Lansing (1983), Keeler (1987), Fox (1988), 

Becker (1989,1995), Joseph Errington (1989), Kuipers (1990), de Vet (1996), Seigel 

(1997) and Keane (2003) to name a few. Despite this, however, little is generally known 

in the West about Indonesian literature. Only some libraries in the country posses copies 

of major works and even fewer have courses in which these works would be read and 

taught. 

I include Said's voice speaking in this way about American social science and 

literature because what most Americans know about Indonesia is not that it has a thriving 

art and literature community, an idea that Americans might apply to the French for 

example. We do not hear that they are the world's third largest democracy, but that 

Indonesia is a frightening place to be, a place where lawlessness rules, a place that 

harbors terrorists. I include it because representations of Indonesia that reach the public 

here avoid mention of literature. I include it because although Indonesia is the Far East, 

it still falls within the realm of what we have called the Orient, and as the world's largest 

Islamic nation, coincidentally rich in natural resources, it is especially vulnerable to 

precisely the type of (mis)representation described by Said. Perhaps most importantly for 

this particular study, I include it because Said claims that literature forces the social 

scientist to discard his/her ideas about what the Orient is. 
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I juxtapose Said's voice with the voice of an Indonesian interlocutor, Goenawan 

Mohammad. From him we learn that simply knowing about literature is not enough to 

resist the urge to dominate. 

Goenawan Mohammad, who has been described as Indonesia's foremost 

intellectual (cendikiawan termuka^^) contributed to national discourse by way of short 

essays, which were published weekly in the magazine Tempo, before it was banned by 

the New Order government on June 21,1994. These pieces have been collected into four 

volumes, the fourth volume consisting of the last 150 columns Goenawan wrote before 

the banning. In this volume, the pieces are divided into the following categories: 

ideology, power, bureaucracy, social change, culture, economic system and social justice, 

morality, and diversity. The piece I have excerpted is entitled tahu or 'knowing,' and it 

appears under the section called 'ideology'. 

Voice 2 - Goenawan Mohammad on knowing others 
(translated from 'tahu' (knowing) in Catataan Pinggir 4) 

What is known by Westerners about the Middle East? 
At a reception in Cairo, February 1955, Sir Anthony Eden greeted Nasser in a surprising 

way. He greeted that Egyptian leader in Arabic, and he talked about the Koran and 
local poetry and literature. 
But one and half years after that banquet night, even Eden - this time already become a 
prime minister - resolved together with France and Israel to attack Egypt. 
It appears he did not want to see an Egypt that dared to nationalize the Suez Canal, he 
did not want to see an Egypt that changed, after the revolution lead by Nasser, from a 
group which was mute under the old sky to become a site of new and thundering 
nationalism. 

From the publisher's introduction to Catatan Pin^^ir 4.1995. He wrote these pieces for almost 20 years 
before Tempo was stopped from going to press. Some of these pieces have been translated into English and 
published as 'Sidelines', although I like the translation 'writing in the margins' better for the Indonesian 
catatan pinggir. 
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Mohammad Heikal, the foremost Egyptian writer, wrote later about Sir Anthony Eden: 
'There was something in his being that resembled the Englishmen who before used to 
like to sit cross-legged with the desert Sheikhs and converse about poetry in perfect 
Arabic.' 
In other words, Eden really did know a lot about the Arab world, but his Arab world 
was an atmosphere that was immortalized in old photos, date trees, camels. Bedouins 
living hard in the midst of nature - an exotic world preserved in the midst of the 
English monarchy... 
What then is known by Westerners about the Middle East? What does it mean to 
know? 
Millions of dollars, hundreds of experts, thousands of books have joined in celebrating 
studies about the Middle East in various Western universities. People used to call it 
'orientalism'. But is not that study and that research - as has been unified by Edward 
Said in Orientalism - only a result of a Western fantasy about the East? Nothing other 
than an ideological expression, that has no connection with reality? 
Moreover in 'orientalism' as it seems Edward Said intended to put forward, is implied 
an act of violence: living realities have been violated to surrender into concept. With 
the result that, 'orientalism' places the Eastern World as the Other or 'Orang Lain' that 
has been shaped in a forceful way into numerous theories and has been paired to death 
with numerous predicates... 

.. .life is really much more rich compared to the results of scientific study. Not all 
knowledge about other nations means a kind of subjugation. If all attempts to know 
'Others' means the same as action to dominate - and because of that must be forbidden 
- this means people must passively keep quiet in front of the 'Other': we do not try to 
have a concept or designation (predikat) whatsoever about that 'Other,' we do not try to 
think about or have an opinion at all about them. 

In the end what will happen is a muteness, a dark ocean that extends between "I" and 
"you"... How nihilistic. But the Lord said once that humanity was made different so 
they could know'^ each other. Does this not mean that we still have hope, because this 
means knowing another people'^. West of the East or the East of the West - will not 
always mean by way of slander. (Goenawan Mohammad 1995: 17-19) 

Goenawan starts the piece by pointing to a famous example of what an Indonesian 

might think of as someone truly knowing another culture - by speaking its language and 

being conversant in its literature. He goes on to show that this knowledge was not 

enough to prevent Sir Anthony Eden from participating in military domination of that 

culture. Goenawan talks about knowing by way of study, and what he criticizes Eden for 

Kenal, meaning to know in the sense of becoming acquainted or familiar witli. 
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is a knowledge whose aim was to immortalize and preserve. The problem with orientalist 

scientific knowledge has been its lack of connection to reality, its erasure of the richness 

of life. And yet Goenawan asserts, "Not all knowledge about other nations means a kind 

of subjugation" and "we still have hope." 

It is in the section called 'Culture' of this collection of Goenawan's thought 

pieces in a column entitled "Paz," that he offers an alternative way of knowing, a method 

that provides hope. 

Voice 2 - Goenawan quotes Octavio Paz on the other voice of poetry 
(Translated from 'Paz' in Catataan Pinggir 4) 

' Poetry is that other voice,' says Octavio Paz. 'Not the sound of history or 
anti-history, but instead the sound which in history always expresses 
something different.' (Goenawan Mohammad 1995:259) 

The examples of Indonesian poetry and performance presented in Chapter 5 are 

rich representations of Others. They are examples of people actively engaged in 

constructing the opposite of "muteness" using the "other voice" of poetry. 

The Indonesian cultural theorist, Faruk'^, in his book Beyond Imagination: Sastra 

Mutakhir dan Ideologi (Contemporary literature and ideology) provides a firm grounding 

in understanding how poetry as an alternative voice functions (and has functioned) to 

produce (ideological) change. The following excerpts are translated from the title essay. 

Bangsa, meaning nation, people, race 
Head of the Center for the Study of Culture and Social Change at Universitas Gadjah Mada, Jogjakarta. 



238 

Voice 3 - Faruk on literature and science 
(translated from Beyond Imagination: Contemporary literature and ideology) 

Contemporary literature has brought about a rejection of ideology in an 
ideological way. Even so, this fact does not in itself mean that what is 
accomplished by it forms something which is useless, in vain'^®, not 
meaningful. In the case of language, for example, literature has opened 
possibilities for language that were closed by language already 
standardized by dominant power. In the case of the human capacity, 
literature has cleared a path for the role of bodily strength, sensations of 
feeling, and strong emotional involvement to obtain their role in modern 
life - a path that beforehand had been closed by the domination of 
Enlightenment rationalism and economic rationalism, which are dominant 
in modern life. Giving priority to imagination in literature has made 
possible likewise the presence of (hadirnya) a world system that was not 
made possible by the principles of rationality and the empiricism of 
modern science. In other words, literature has made possible the presence 
of 'another world' next to, in the cracks of, or behind "the modern world" 
above. In this manner of existence, literature has in a direct or an indirect 
way truly relativized the dominant construction of the world {bangunan 
dunia), placing it [the dominant construction] as a construction of the 
world that is not fully valid, is not fully real or genuine, and not fully 
natural. (Faruk 1987:135-136) 

Later in the essay, Faruk writes of these two worlds, the one constructed by 

rationalism and the one constructed by literature, as follows. 

Voice 3 - Faruk on the worlds of rationalism and literature 
(translated from Beyond Imagination: Contemporary literature and ideology) 

What happens when the two worlds which contradict each other, which 
mutually make each other physical and factual changes to become together 
fiction, together fact, together imagination, together story, together news? 
Contradiction and division between the two becomes disappeared, all of it 
is together reality, and reality is nothing other than the construction of 
thought. There is no hierarchical connection between one and the other, 
there is nothing above, there is nothing below, there is no center, there is 
no fringe. What distinguishes the two is only their own rules of play. We 
enter pluralism of culture and even multiculturalism. (Faruk 1987:143) 

sia-sia, a word which appeared in Zawawi's poem when spelling humanity - "mamsia yang sia-sia" 
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Faruk tells us that literature functions to construct another world next to the 

dominant one. When we recognize the dominant, rational, empirical world as a 

construction as well, and when we can see it together with, or at the same time as, the 

possible world constructed by literature, we come to inhabit cultural pluralism. 

3. Sounding Unity in Diversity, 
or A theory of sound—driven ideological change, 
or Moving through some vocal chords 

"The chief defect of all materialism up to now...is, that the object, reality, what we apprehend through our 
senses, is understood only in the form of the object of contemplation (anschauung); but not as sensuous 
human activity as practice', not subjectively." (Williams 1977:30)'^^ 

In this section I account for the data in the following way. I present an argument that 

moves by way of a collection of voices around particular concepts. Here are the voice 

categories that can sound for each concept. 

List of Voices 

Faruk, the dalang^^", a voice of Indonesian social scientific theory 
Debbie Cole (DC), the dissertator, a voice of Western social scientific discourse 
Western Discourse, several voices, a chorus 
Indonesian Discourse, many voices, the orchestra 
The devil's advocate, who always says 'There are counterexamples and alternative 
analyses.' 

™ Williams is quoting Marx in The German Ideology. Pierre Bourdieu also uses this quote as a motto in 
Outline of a Theory of Practice. 

The dalang is the puppeteer in Javanese shadow plays. Dalangs, in Javanese society are considered to be 
highly articulate individuals because they can speak many languages and can accurately speak all the levels 
of Javanese. This skill is necessary to accurately portray the range of characters in the plays. In fact, 
shadow puppet plays are what Javanese think of as an embodiment, or a prototypical example of High 
Javanese, which the puppeteer must use to accurately portray the words of nobility. 
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Below is the list of concepts, which will be presented as layered voices or chords. 

List of Concepts 

1. Change happens 
2. Indonesians want to celebrate diversity 
3. Sound articulates presence 
4. Sounding makes it so 
5. Presenting is not preserving 
6. The Other is within 

The analysis moves from concept to concept through the voices listed above. The 

voices constituting Indonesian Discourse are taken from the data presented in previous 

chapters, or are previously not presented sections of texts that did appear previously. 

Because multiple voices are presented to articulate what I have designated as the 

Concepts, they do not all say precisely the same thing or say the idea in the same way. 

What emerges is a sort of scatter plot of voices clustering around concepts, and the 

benang merah, or red thread, of my analysis connects the clusters. I think of these 

concept clusters as chords, with voices resonating in particular ways. 

Chord 1. Change happens 

Practice, practice makes perfect, 
perfect is a fault, 
and fault lines change. 

I believe. 

My voice is wearing thin and change 
is what I believe in. 

R.E.M 
"I believe" on the album Life's Rich Pageant 

DC: Faruk, who I have called our dalang, is a well-known and respected Indonesian 

social theorist. Text that appears here in his voice is translated and transcribed from a 
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recording of a lecture I heard him give (in Bahasa Indonesia) at a conference called 

'Dynamics of local culture in global discourse''^®. 

Faruk: "First, I want to invite you Gentlemen and Ladies to please look at the title or 
theme of this seminar. That in my opinion is very confusing. 'Dynamics of local culture 
in global discourse'. Can we imagine the dynamics of local culture in global discourse? 
Local culture in global discourse. 

I have been thinking and thinking about how to respond to that theme. First I 
thought about how far local culture has been quoted (kutip) in global discourse. 'Oh, 
before it was quoted like this. Now it is quoted like this. And then quoted like this' and 
so forth like that. 

Also I imagine that 'dynamics of local culture' is in the atmosphere {awang-
awang), in discourse. It lives in discourse, not in everyday life, but in discourse." 

DC: Faruk is our puppeteer, or our narrator, because he holds the story together. In some 

ways, he is telling the story because he has something to say about each of the concepts I 

present here to analyze the data. In other ways it is my story because I am animating the 

voices, but I build my text in parallel to his. I recognize, accept, and perpetuate the 

dominance of my voice in this text by double-spacing my voice and single-spacing all 

others. 

Faruk began his text by pointing out that we are in a period of shifting paradigms 

in the current arena of global discourse. These are shifts from "essentialist" to 

"existentialist" paradigms, from "language" to "performance" paradigms, from 

"linguistic" to "pragmatic" paradigms and from "meaning" to "sign" paradigms. He 

clarifies what he means by some of these paradigms and begins to talk about diversity. 

This is the same lecture referred to at the end of Chapter 4 as the key-note speech that was delivered 
extemporaneously instead of being read from a page. 
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Faruk: "If we talk about meaning, there is only one meaning from the words, for 
example. If we talk about essence, there is only one essence from a variety of existences. 
If we talk about language and performance, there is only one language for N number of 
performances. So we are now in the process of moving from a paradigm of homogeneity 
to a paradigm of heterogeneity. Before we liked what was the same, and now we like 
what is different. So we are now in an age, in one big discourse that celebrates 
differences, that celebrates diversity, that celebrates here and now, our part, this seminar, 
locality..." 

DC: He then says that he wants to lead the audience to see why these paradigms change. 

He points out that much has been written in the literature about the change from 

mechanical to electronic technology. He says our current ability to record diversity 

quickly and simply enables people to no longer fear diversity. 

Faruk: "Before, people were afraid of diversity. Before the world was only divided in 
two. The West and the rest. Or the East and West. Or the backward, the developing, and 
advanced. People no longer have to simplify it. People can connect all cultures, number 
and heterogeneity is not limited. So now if Indonesia resolved to allow autonomy to the 
level of the kabupaten'^°, that would not be enough. Because reproduction, reduplication 
will continue to rise. Until at some instant we are going to be different at the village 
level. Differences will continue to multiply. Do not be worried about difference because 
there is technology that will enable us to collect and record and so forth." 

DC: I hear Faruk say that the trend towards diversity is a strong one globally. 

Technology's ability to record diversity alleviates fear of the Other. As awareness of the 

Other's internal diversity rises, fear of that diversity decreases. 

The conference itself in which Faruk was speaking was understood by other 

participants as a forum for addressing another fear, which was how to preserve diversity, 

how to ensure that diversity did not disappear. This concern presented itself in talk about 

the disappearance of local languages and the lack of wide spread appreciation for local 
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literatures. This fear too, Faruk says later, is alleviated by technology's ability to record 

and preserve difference. 

The real problem is... 

Faruk: "The problem that I think is important for us to pay attention to - or that I am 
asking you to also pay attention to - this idea is that 'Can the masyarakat'^' with the 
minimum amount of technological control, not to mention an oral masyarakat, keep in 
mind this universe that is so diverse?' Can they remember all that? The production, the 
multiplication of difference and the growth of locality that can develop in an unbounded 
way could just as easily enable people to live in small circles which are simple 
(sederhana).. .According to me, the celebration of diversity can only be 
understood/accomplished under three conditions." 

DC: The masyarakat, or people, that can celebrate diversity have these three things: 1. A 

strong reflexive tradition with deep roots - of which the primary institution and 

technology is written not oral discourse, 2. A long historical experience of contact with 

other cultures, 

Faruk: "If they are not accustomed to it"^, their body is not going to be able to respond 
quickly to competences and fast changes. 'Body' in the sense of experience, the 
'reflective' earlier is the domain of thought, but experience is the bodily response." 

DC: and 3. control of or competency in electronic technology. 

Faruk: "Now, all of that is only possessed by people who are really, or masyarakat who 
from before we have known as, adventuring citizens and also colonizers. 

A political division of territory into a regency headed by a 'bupatV or government official, 
people or citizens 
contact with other cultures 
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DC: In the next chord, I want to resolve a dissonance, a paradox, between some of what 

I hear in what Faruk says about a masyarakat's ability to celebrate diversity and what 

voices in the data I presented earlier say. "There is no voice from nowhere," Irvine and 

Gal (2000:35) remind us, and Faruk and I are coming from different places with different 

rhetorical goals. 

Faruk's goal is to change his audience's focus. First, he wants them to stop 

focusing on the fact that Indonesian local cultures are oral. He admits that it is and has 

been true, but he argues that in order for people to really celebrate diversity they must 

have a strong written tradition. He is pushing his audience to be more literate, in the 

sense of using writing. Second, he wants them to move away from a concern with the 

preservation of diversity. Diversity, he claims, will multiply all on its own, it is 

happening all over Indonesia. From his perspective, we are in an age where diversity is 

locally multiplying globally. 

My goal is also to change my audience's focus, but in opposing directions. First, 

I want to recognize some different assumptions that underlie accents'^^ of 'oral' versus 

accents of 'written' discourse. I want to accurately portray one way that the underlying 

assumptions (structures, ideologies) of oral discourse enable spoken language to 

accomplish change in contemporary society (Indonesia). Also, I want to point out some 

differences between an ideology of 'present-ing' diversity from one of 'preserving' 

diversity. 

I use 'accents' in the sense of Williams and Bakhtin which I used in Chapter 2. 
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Chord 2. Indonesians (want to) celebrate diversity 

speak for me, do you see the same signs 
do you know how to read between lines 
all in all it's all or none 
all for one 

Cat Power 
'Speak for me' on You are Free 

DC: One of the three conditions that Faruk said enables the celebration of diversity is a 

long historical experience of contact with other cultures; specifically he focuses his 

audience on the experience of contact from the point of view of colonizing nations. He 

points to prototypical stories about this contact - "Tarzan" and "Indiana Jones," - stories 

with which he could rely on his audience to be familiar. Recall that Faruk's goal is to 

move away from a 'local' to a 'global' focus. I, however, focus on Indonesia as itself a 

place of continuous contact, both internally as well as with Other cultures outside the 

tanah 

Indonesian Discourse: "That which is called tradition is not something that is dead, but 
is a process. So a nation that has tradition is a nation that has a process of development 
that keeps on going from age to age because, why? Because the culture of that nation 
collides with other differences.. .and it can create new culture based on that other culture 
that it has taken. I think this is very important. 

I say collisions of culture because why? Javanese culture from before until now 
really has become, what shall I say, an arena for collisions of culture from all over, 
especially from 'barat' (the west). You (brothers and sisters) know 'barat' (west) is a 
point on the compass - 'barat'. But really 'barat'^^^ means India... 

So influences from the barat (west) are really influences from India. But then 
what came was not just from India, but also from other countries that were even more 
west. First from India, then from the Middle East, then from Arabia, then from the west 
that is really 'West', which is Europe. And with extreme agility and extremely well. 

Literally 'land water'. This is how Indonesians refer to their country, and archipelago. 
As in the Mahabharata, one of the two great Indian epic poems written in Sanskrit and borrowed into 

several Indonesian cultures. 
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these people, these Javanese people, and we here received, caught those influences and 
absorbed them and recreated them into forms that are very, very unique, which are then 
said to be originally Javanese, like that. 

But in truth, they are not. And that has been going on for thousands of years, 
continuing on for thousands of years. 

You (brothers and sisters) know, in truth, even though we pride ourselves on 
being 'Javanese' and all different types, there is not one thing that is original, that truly 
belongs to us, except for that process mentioned earlier. 

We pride ourselves on having wayang, having gamelan, having Ramayana, 
having Mahabharata'^^, all of which are borrowings, or stolen, or plunder of other 
people's cultures. But we have purposefully taken and stolen cultural objects from the 
places of others for...ourselves. 

And in that process we were not afraid. What has happened during this age, 
especially during the time of the New Order, is that we have been made to be afraid. 
'Watch out, there are influences from the West, we are going to end up like this, we are 
going to end up like that.'" 

Sapardi Djoko Damono 
transcribed and translated from a lecture 

delivered to a mostly Javanese audience in Solo during 
The International Poetry Festival at the Universitas Muhammadiya Solo 

April 2002 

DC: The long historical experience of this contact with Others in Indonesia is evidenced 

in the national language itself, long used as a lingua franca between cultures in the region 

(Errington 2000), whose standard vocabulary includes words from many 'local' 

Indonesian languages as well as a large number from Arabic, Sanskrit, Portuguese, 

Dutch, and English. Indonesians remind themselves of this long period of historical 

contact, when they talk about their culture. 

Wayang is shadow puppetry, gamelan is Indonesian orchestra consisting of mostly percussive metal 
xylophone-like instruments, gongs and drums, and Ramayana and Mahabharata are Indian epic poems 
borrowed into Indonesian. 
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Indonesian Discourse: "If we look we are all newcomers. If earlier it was said'^^, we 
are an unoriginal {tidak asli'^^) nation, it is true. Because all 'advanced' nations, all 
advanced ages, there are none that are original. Japan is not original, France is not 
original, England is not original, Germany is not original. All big cultures are not 
original. It is the same for our culture. 

'Republik Indonesia' foreign. 
'Republic' foreign, 
'Indonesia' foreign 

'Dewan Perwakilan Rakyat'^^^ 
'dewan' (council) foreign, 
'perwakilan' (representation) foreign, 
'rakyat' (citizens/people) foreign. 

Not only like that. That which hooks into our innermost beings: 

'nurani' (inner spirit) not original, 
'nyawa' (life sustaining principle) not original, 
'jiwa' (soul) not original, 
'akal' (mind) not original 

In intimate relations: 
'suami' (husband) not original, 
'sahabat,' (friend) not original, 
'kerabat' (relative) not original 

Household furnishings: 
'lemari' (cupboard) not original, 
'kursi' (chair) not original, 
'jendela' (window) not original 
'pintu' (door) not original. 

Referring to the lecture by Sapardi quoted above. 
'AsW can mean original, genuine, authentic, indigenous, and native. I repeat 'original' to convey the 

effect of repetition in the originally spoken text. 
The Indonesian legislative assembly. 



248 

So it's not a problem of originality, really. But an ability to dialog, as was said by Umar 
Khayam, that enables the pearl - this our life together.. .if there is an ability to dialog, an 
ability to absorb/digest. Because in the end what differentiates us is.. .'s/he cannot 
digest', 'I can digest' - mentally as well as bodily." 

W.S. Rendra 
also delivered to a mostly Javanese audience in Solo during 

The International Poetry Festival at the Universitas Muhammadiya Solo 
April 2002 

DC: Notice how Rendra summons language as the thing that makes people who they 

are"". The language Rendra is using is Bahasa Indonesia, claimed to be nobody's 

language and everybody's language. All these words, Rendra says, are not natively 

Indonesian. Indonesians, as Indonesians (instead of as people from Padang or Bali or 

Java) refer to the things they hold most dear with another's words. 

Indonesians want to make diversity be what they celebrate. They are already 

focused on it, but they want to develop this diversity, by recognizing its existence and 

then - in the midst of all these differences - by articulating unity. Recall voices from 

Indonesian discourse that appeared in the Jogjakarta newspaper 'Kedaulatan Rakyaf 

presented in Chapters 3 and 4. 

Indonesian Discourse: "The era of uniformity has passed. Now various dimensions of 
art from sculpture, theater and literature are unearthing diversity or pluralism" 

From "Art of Literature Unearths the 'Roots' of Pluralism" 
Kedaulatan Rakyat, 12/23/01 

Please see also Anderson 1983, and 1990, Errington 1985 and 2000, and Keane 2003. Also see 
Silverstein 2000 for another perspective. 
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Indonesian Discourse: "(you) have to be brave to conduct exploration, like to unearth 
pluralism" 

"Sutardji Calzoum Bachri: I am Judged as Betraying Poetic Credo" 
Kedaulatan Rakyat, 08/29/01 

Indonesian Discourse: "Improving feeling, creativity and intentions ... is extremely 
timely for the growth of the city of Yogyakarta in the future. This reminds Yogyakarta 
that it is extremely heterogeneous, that is multi-cultural and multi-ethnic." 

"'Malioboro never ending art - Jogja our Cultural Campus'.-
Make the Citizens aware of the Importance of Art-Culture" 

Kedaulatan Rakyat, 02/09/02 

DC: In Indonesia, differences appear everywhere, make themselves felt, seen, heard, 

smelled - everywhere. Daily, one sees batiks (dyed cloth) in many patterns and colors, 

with designs representative of different places, people, and cultures in Indonesia. If you 

drive, walk, or motorbike down a city road at dinner time, you will smell food from 

different islands, representative of different cultures, cooking simultaneously side by 

side. If you order a frozen fruit drink, instead of a blended smoothie (which are also 

available), you would likely order a drink where the ice, liquid, fruit chunks, and seaweed 

gelatin were left separate, and you would use both a spoon and a straw to consume it. 

Not only are there many languages, but the most competent speakers are those who can 

speak many languages and copy many voices. Indonesians have local dress, local 

customs, local food, local languages, local dances, local music, local literature - and all 

these in abundance continuously articulating and elaborating simultaneously their 

differences. 



250 

Indonesians are already focused on difference and diversity. So much so that 

Faruk wants to turn their attention away from it. 'Be done with the oral', he says to 

Indonesians - just as I say 'Listen to the diversity in the orally articulated sounds.^'*' 

An apparent paradox emerges. If in Indonesia you cannot help but notice 

differences, why do people talk about pluralism, multi-culturalism and diversity as things 

that need to be 'developed' and 'unearthed'? They do this because they want to affect a 

change towards a recognition of this diversity as something important. 

There is a difference between being aware of diversity as a fact of life and 

actively celebrating diversity. We are well aware that there can be recognition of 

difference that has negative consequences. Sometimes, we (humans) recognize 

differences in that whispered, confidential way that signals, "We know we really 

shouldn't be saying this, and we wouldn't want one of them to overhear us, but 

nonetheless, here it is...those Yankees/Southerners/Canadians/Mexicans/Chinese/ 

Javanese/Sumatrans/Australians/Muslims/Christians/Others.. .you know.. .they just don't 

do things like we do." 

There is a growing, purposeful, conscious movement in Indonesia to take these 

recognitions of difference and turn them into a celebration of unity in diversity. 

Does anyone at social science conferences in America admonish the audience for paying too much 
attention to the written and not developing their oral skills? 
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Indonesian Discourse: 
"The call to prayer at the mosque echoes 
Then the church bells ring out 
Incense smoke fragrance pervades the temple" 

Zawawi Imron 
In the poem, "Keroncong Air 

Indonesian Discourse: I was reminded yesterday even, I heard the sounds of jazz from 
'outside' in that musical performance.. .but they just kept on endeavoring to keep holding 
on to kebudayaan (culture). What was strange was that these my younger siblings had 
absolutely no fear of the cultural influence that has come to Indonesia. They just seize it. 
They played gamelan, but they also, together with that, they played piano. They 
played.. .violin, and they made use of rhythms that do not [happen] at all in Javanese 
songs, and they created musics that were very beautiful. And I think this...is the essence 
of our culture. 

Sapardi Djoko Damono 
transcribed and translated from a lecture 

delivered to a mostly Javanese audience in Solo during 
The International Poetry Festival at the Universitas Muhammadiya Solo 

April 2002 

DC: This chord is changing. We are moving into the conceptual realm of 'sound'. 

Beginning to resonate within this chord we just heard are the following ideas: Diversity 

as a layering of cultures, and Indonesians as digesters of Other cultural influences. 

Chord 3 Sound articulates presence 

Dong di dong di dong 
doo-uh de de, doo-uh de de 
Dong di dong di dong doo-uli 

Arts Networlc Asia and Kua Etnilca 
Spoicen in the song 'Sujud' 

on tlie album Many Skins One Drum^''^ 

Poem presented in Chapter 5, this dissertation. 
A collaborative artistic effort of Indonesian, Malaysian, and Indian percussionists. 

English: "We know Asia more than the others because we are Asians". 
The sleeve reads in 
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Faruk: When we articulate globalitas'^ in our bodies and our souls that are already 
local, that globalitas will localize on its own. So there's no need to be occupied looking 
around for lokalitas, hunting for lokalitas. Because lokalitas already exists in our own 
beings. When we articulate global discourse then it will be localized on its own. And 
that will bring the karakteristik which is 'khas' (special), which is 'khusus' (specific). 

DC: Just how locality is articulated with 'khas' characteristics was the subject of Chapter 

5. Since sounding is a bodily process, and since I argue on the side of a biological 

universality of language, Pak Faruk, will you repeat what you said earlier about bodily 

response? You were talking about three conditions that needed to be fulfilled in order to 

celebrate diversity. 1. A mental, written, reflective tradition, 2. A history of 'physical' 

contact with other cultures, and 

Faruk: "If they are not accustomed to it (contact with other cultures), their body is not 
going to be able to respond quickly to competences and fast changes. 'Body' in the sense 
of experience...experience is the bodily response." 

DC: and 3. technology to record it all. 

Faruk: "Now, all of that is only possessed by people who have...(a) reflexive tradition 
that they possess from a basis in written culture which is strong - not oral culture. 
Written culture which is strong. Where the final judgment is writing. Where there is a 
connection between writing and life. Writing is not separated." 

DC: I agree that there is a connection between writing and life in my tradition. I argue 

that Indonesians too have a bodily response that results from a long period of 'physical' 

contact with others. Indonesia has a strong connection between orality and life or sound 

globalitas - globality, lokalitas - locality. In Faruk's lecture, he interchanges the Indonesian and 
English pronunciations of these words. 
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and life. That bodily response is in their tongues and their ears - they are able to sound 

like others. They are multi-lingual, individually and as neighborhoods, cities, islands, 

and a nation. Indonesians celebrate language as 

Western Discourse: a dynamic and articulated social presence in the world. (Williams 
1977:38) 

DC: Western social theorists want us to remember this - that language is prototypically 

social, dynamic, and articulated. 

Western Discourse: 

We then find not a reified 'language' and 'society' but an active social 
language. Nor...is this language a simple 'reflection' or 'expression' of 
'material reality'. What we have, rather, is a grasping of this reality 
through language, which as practical consciousness is saturated by and 
saturates all social activity, including productive activity. And, since this 
grasping is social and continuous (as distinct from the abstract encounters 
of 'man' and 'his world', or 'consciousness' and 'reality', or 'language' 
and 'material existence'), it occurs within an active and changing society. 
It is of and to this experience - the lost middle term between the abstract 
entities 'subject' and 'object' on which the propositions of idealism an 
orthodox materialism are erected - that language speaks. (Williams 
1977:37) 

DC: All linguistic acts are material whether written or spoken. In this sense they are the 

same. They just have different modes of production, for example using the tongue and 

the ears rather than the fingers and the eyes. 

However, sound relies more on the cotemporaneous presence of interlocutors than 

writing does. Because language IS social, it relies on interaction for its existence. 
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Language exists only in interaction - this interaction is prototypically present not remote 

- although I do note the rise of cell phones. 

The Devil's Advocate: Which are used in Jogja, prototypically, for sending text 

messages created by eye and hand, costing hardly any airtime to send. 

DC: The written mode of production has a very important function, of which Faruk 

reminds his audience. It actually enables you to look at something from a distance, as a 

whole, as a concept, from the outside. 

Faruk: "If s/he does not have a deep reflexive tradition, s/he will not be able to quickly 
understand. S/he will be hanyut (carried away) into process, and that can create panic." 

DC: Western discourse keeps saying that language is process, but we keep saying it in a 

mode of production that values product over process. We do not really understand what 

it means to be an oral culture anymore. In Faruk's world, written and oral are occurring 

simultaneously. There seems to be no lessening of the oral - a cause for concern if there 

is also no movement toward a complete competency in the written which would leave 

one outside of global discourse. 

Recall the third condition Faruk mentioned - the recording technology for 

keeping track of diversity. I see how it applies to this project here and now. Because of 

technology, I was able to record diversity in global discourse. I can listen to that 

recording of Faruk's voice delivering his talk, that particular one in Jogja on that 
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particular afternoon, delivered forcefiilly, articulately, brilliantly, from that written text he 

made 

Fanik: "six pages single spaced that have not yet been copied. Meanwhile I just hold it 
myself..." 

DC: I think I remember him touching his shirt pocket as though his script was there, but 

I did not write that observation in my field notes, so I cannot prove it. I can prove that I 

heard him say what I say he is saying though, because of technology. I have a recording 

and several copies of the sound of his voice saying it. He performed it, never once 

referring to a written text, from start to finish with hardly any hesitations, repeats, or 

superfluous discourse markers. It was a 

Faruk: "semacam garis besar" (a kind of outline) 

DC: A western, scientific-discourse, tripartite-thesis kind of outline performed as a 

speech. 

Faruk; "Reflexive culture - its most important institution and technology is writing" 

DC: In America without the diversity of sound everywhere around us used as a mode of 

production, we are too uninvolved, too far away from our object, even though we 'know' 

that the object itself is created sensuously in interaction. The process of sounding 

reminds us of this. 
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Western Discourse: 

"The chief defect of all materialism up to now...is, that the object, reality, what we 
apprehend through our senses, is understood only in the form of the object of 
contemplation (anschauung); but not as sensuous human activity as practice', not 
subjectively." Karl Marx (Williams 1977:30) 

DC: Orality is that "sensuous human activity". It is shared and practiced in presence. In 

writing, sound has been separated from that face to face, or mouth to ear interaction that 

takes place when sound is articulated to convey a message from one individual to 

another. 

As a modality, sound articulates presence. Writing does not do that for us. 

Writing and sounding are both material acts: In writing we put printed symbols on paper 

or screen to wakil and lambang''*^ ideas. In speaking we agitate the air by the vibration of 

our vocal cords. 'Sound waves go on forever', but we can only hear them and catch them 

in the presence of the articulation. 

The Devil's advocate: Although, as Faruk points out, recording technology is making 

this less true. 

DC: True, and I know this from experience. I know in my tubuh (body) this to be true, 

especially when I replay that part of Faruk's talk where he says, 

""Two words for 'represent' in Bahasa Indonesia. 
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Faruk: .imagine in the colonial period in centuries past, barat people, in the story of 
Tarzan or in the story of Indiana Jones, wandered to jungles looking for objects, whether 
gold, or oil, or ivory, and so forth. Now people go hunting, they say, with...cameras, or 
now with video - 'shooting'. Anywhere with video. And I am certain that which is 
called ATL!''^ surely their video equipment is very sophisticated...They have replaced the 
weapons of earlier penjajak-s (probings, soundings) for hunting. Now this is what I have 
entitled 'Hunting local literature.'" 

DC: I recorded his talk, sitting there in the audience understanding very little of what was 

said there, in that present moment, but feeling then the guilt of the DAT recorder, small 

but obvious, the one I fiddled with on occasion, there in front of the loud speaker, 

recording that moment to listen to later, to transcribe later, to translate later, to come to 

understand later, and to include here now for you to read. 

Still, although technology is enabling hearing from a distance, sound articulates 

presence, writing articulates distance. 

The Devil's advocate: Writing can articulate presence if you read it aloud. 

DC: And as we saw in chapter 5, Indonesians do read aloud when it comes to poetry. I 

would argue though that if you were to listen to a recording, there is still more presence 

in the listening - there is more of a sensuous connection to the speaker than can be 

obtained through writing. In speaking, time is broken down into pieces, into rhythms, 

and you experience that time as the sound made in another place but still moving through 

time at the same rate and pitch and timbre as it was produced. 

The abbreviation for the name of a foundation in Indonesia that records/preserves local literature. The 

lecture given before Faruk's was by someone from this foundation. 
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Itu beda dari tulisan (That is different than in writing). In writing, I write now, 

and you necessarily read later, and more than likely read out of my presence. But if I 

speak now, either you are present here and now and hear, or the tree does not fall in the 

forest, so to speak. 

We must listen to Faruk, though. The use of ''canggi" (sophisticated) technology 

by the masyarakat (people) of the 'developed' nations is making it to where we cannot 

only read others, but we can hear them as well - sounding, now 

and now, 

now, 

and now, 

now 
and not now. 

Chord 4. Sound causes change 

Be very cautious 
if you meet a poet 
Because his poetry 
can stop the wind and rain 
His poetry can stop 
the wind and the rain 
the wind and the rain''*^ 

sung by an Indonesian poet 
at the First Annual Musical Poetry Festival, Jogjakarta 2001 

DC: When I first started this project, I was drawn by the ideology that sound causes 

change. It seemed an almost magical notion to me. Shelly Errington's (1979) description 

of how the performance of a traditional poetic genre Hikayat Melayu draws listeners into 
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the events of the poetry as participants in the sounding of language (rather than carrying 

them to an omniscient point of view) fascinated me. The ideology of language as spoken 

sound was reflected, she said, in the fact that the plot is revealed through a succession of 

temporally unordered oral images. 

Now with complete digestion of the idea of all language as constitutive process, 

this idea seems less exotic. Instead, I am now struck by the way that language as process 

implies change. 

What we are observing in Indonesia is the conscious use of the modality of sound 

to meet a particular ideological goal. This goal is an imagined unity in diversity, though 

its constitutive functioning as 'a structure of feeling' (Williams 1977:128-135) has 

already affected change towards this goal. 

It is a process we are observing. We have zoomed in on the specific means by 

which this process is taking place. In performed poetry we see the use of diverse suara 

(sounds and voices) for the imitation of other suaras to enact, to articulate, to motivate, to 

constitute this process - this change towards unity in diversity. It is a process, and we 

can see the micro level functioning of this process in the articulation of sound. 

Western Discourse 

Its specific means, so powerfully developed and practised, are wholly 
indispensable: the capacity to reproduce and to illustrate, at what seems 
the lower end of the range; the capacity to embody and perform, a 
profound activation of what may be known but in these ways is radically 
known, in detail and in substance; and then the rare capacity to articulate 

Please see chapter 5, this dissertation, for a phonetic transcription and context. 
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and to form, to make latencies actual and momentary insights permanent. 
(Williams 1977:210) 

DC: Recall talk in Indonesia about why it is necessary to read a poem aloud. 

Indonesian Discourse: "If we read with right intonation then we are able to internalize 
the contents of the poem." 

Student from a Jogja high school''^ 

DC: In an article on how to read poetry (aloud of course), Jabrohim wrote about the 

relation between the performance of the poem and change. 

Indonesian Discourse: Words in poetry do not only illuminate and clarify and state what 
is being said, but also intend to persuade or influence the attitude of the reader, move the 
emotions of the reader and in the end strive to alter convictions or points of view. 
(Jabrohim'^') 

DC: In Indonesian ideology and practice of poetry, the reader articulates the text aloud to 

know the poet's mind or heart, to be changed by this knowledge, and to be at one with his 

or her audience. Indonesian poets' hearts are currently yearning for change towards more 

unity in diversity. 

Indonesian Discourse: 

May it be heart 
May it be hand 
May it be knowledge 
May it be technology 

Presented in more detail in Chapter 4, this dissertation. 
Please see Chapter 4, this dissertation, for more detail. 



261 

May it be dew, may it be flower 

May it be blood not spattered any more 
May it be riots not ordered any more 

May it be smiling with the prophets 
May it be peace with the apostles 

May it be rifles traded for plows 

Zawawi Imron 
In his poem, Keroncong Air Mata 

Chord 5 Sounding makes it so 

Hu.. Jiu.. Jiu.. Bernyanyilah. Bahagiakan hati. 
(Ooh...ooh...ooh...Sing. Make [your] heart happy.) 

Padi 
"Lain Dunia" (Another World) 

on the album Sesuatu yang Tertunda 

DC: So far we have heard that change happens through sound. We have also heard that 

the way to celebrate diversity is to make diverse voices present. Now we will hear that a 

change towards a celebration of diversity happens precisely in the articulation of 

diversity. I continue to present and articulate diverse voices here in keeping with these 

themes. 

Faruk: "So that there is no place for one masyarakat for one community to just be quiet 
in their village. They have to remember and they have to be aware that outside of 
themselves there are many things! Now the problem is, can they remember that? The 
problem is can they talk to them whose difference/otherness is so great, that earlier 
Pak'^°.. .said 'is it true that the competence in one local language will make people be 
able to adapt with N number of languages, with N number of cultures?' With N number 
of humans whose forms are macam-macam (so various), whose origins are macam-
macam, whose cultures are macam-macaml How can people adapt quickly to that? How 

Term of respect, short for Bapak (father) meaning Mr. or Sir. Faruk was referring to one of the lecturers 
who had spoken before him. 
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can people know (mengenal, to make someone's acquaintance) How can people 
understand? How can people memahami (understand deeply)? And how can people 
receive all that? 

DC: Faruk says the answer lies in those three conditions. 1. Sophisticated {canggi) 

recording technology, 2. Long experience of bodily contact with others (formerly East 

with West, or Developing with Advanced), and 3. A reflexive tradition (that is written). I 

have focused on voices in Indonesia talking about a long experience of contact with 

others within Indonesia. As Faruk urges Indonesians to reach towards a state when all 

three of these conditions are fulfilled, I urge Westerners to reach towards a state where 

instead of (only) sophisticated recording technology people reproduce voices in their own 

bodies and instead of (only) a reflexive written tradition people have a strong oral 

tradition as well. These alternative conditions are also sophisticated means of affecting 

change. 

The process of change towards unity in diversity we are observing is already 

underway, but it is not yet complete. 

Western Discourse: 

"'changes of presence.. .do not have to await definition, classification, or rationalization 
before they exert palpable pressures and set effective limits on experience and on action." 
(Williams 1977:132) 

DC: In Indonesia, there is already an awareness of literature's ability (which is 

prototypically oral in Indonesia) to change people's hearts. 
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Indonesian Discourse: 

"Wliat is needed is interaction with a clear agenda, so that [we will] have enthusiasm of 
togetherness.. .Moving toward an artistic climate that is healthy in Yogya, it is necessary 
to clear a path, open a valve, with dialog, or even an arts program that nurtures the 
citizenship. 

"Protecting a Healthy Climate for Art Needs Togetherness and Connectedness" 
From the Jogjakarta newspaper Kedaulatan Rakyat 

01124102 

DC: Williams talks about the emergent nature of 'structures of feeling' and ideological 

change through literature in this way: 

Western Discourse: 

It is a structured formation which, because it is at the very edge of 
semantic availability, has many of the characteristics of a pre-formation, 
until specific articulations - new semantic figures - are discovered in 
material practice: often, as it happens, in relatively isolated ways, which 
are only later seen to compose a significant (often in fact minority) 
generation; this often, in turn, the generation that substantially connects to 
its successors. It is thus a specific structure of particular linkages, 
particular emphases and suppressions, and, in what are often its most 
recognizable forms, particular deep starting-points and conclusions. 

'^'Early Victorian ideology, for example, specified the exposure 
caused by poverty or by debt or by illegitimacy as social failure or 
deviation; the contemporary structure of feeling, meanwhile, in the new 
semantic figures of Dickens, of Emily Bronte, and others, specified 
exposure and isolation as general conditions, and poverty, debt, or 
illegitimacy as its connecting instances. An alternative ideology, relating 
such exposure to the nature of the social order, was only later generally 
formed: offering explanations but now at a reduced tension: the social 
explanation fully admitted, the intensity of experienced fear and shame 
now dispersed and generalized. (134) 

.. .what is now in question, theoretically, is the hypothesis of a 
mode of social formation, explicit and recognizable in specific kinds of 
art, which is distinguishable from other social and semantic formations by 
its articulation of presence. (Williams 1977:135) 

Paragraph break not in the original. 
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DC: "New semantic figures...discovered in material practice...articulating] presence. 
Alternative ideology.. .offering explanations.. .at a reduced tension". 

Indonesian Discourse: 

In the midst of nature's expanse, we witness a parable that is clear. 

There is a cow grazing in the greenery. 

On its shoulders suddenly perches - a wild black bird. 
That wild bird collects fleas, in the gaps of the cow's fur. 

The wild bird is full, 
even the cow is satisfied -
A companionship that honors life, 
a friendship of two creatures, which differ in 
shape, species, and habits, yet 

can harmonize in nature's midst, 
can be peaceful under heaven. 

Zawawi Imron 
in his poem Keroncong Air Mata 

DC: We are observing specific articulations in material practice causing a change from 

one recognizable ideology to another. 

Indonesian Discourse: 

"The era of uniformity has passed. Now various dimensions of art from sculpture, theater 
and literature are unearthing diversity or pluralism...This uniformity, in truth, was 
already 'spread' in a harsh way during the time of the New Order. Finally that 
uniformity took root, because the model that was used by the government was to oppress 
with the hegemony of power." 

"Art of Literature, Unearths the 'Roots' of Pluralism" 
from the newspaper Kedaulatan Rakyat 

12/23/01 

DC: Instead of uniformity spread through the hegemony of power, we are observing 

'unity in diversity' spread through the poetic sounding of other voices together. 
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Indonesian Discourse: 

"People say if (we) master literature it will make our inner selves refined. But what has 
already been proven, I am now able to associate with lots of people. [I'm] not closed like 
before" 

a young woman poet and poetry reader 
"Proclivity of youth in the world of literature" 

from the newspaper Kedaulatan Rakyat 03/05/02 

Indonesian Discourse: 

"Everyone, in the end, people, we become one, like that y'know, become 'masya'allah 
Indonesia'. They together become a chorus.. .That is an intimacy isn't it? We... in the 
end... between the reader and the audience... already there is no more distance" 

Zawawi Imron 
• • * m an mterview 

Western Discourse; 

"The speaker breaks through the alien conceptual horizon of the listener, constructs his 
own utterance on alien territory, against his, the listener's appreceptive background" 
(Bakhtin 1981:282) 

DC: Bakhtin too tells us that one way speakers can 'break through' is by the use multiple 

voices. Bakhtin tells us that listeners have the agency to provide the final interpretation 

of what is said. This is why change can occur. This change is not only imagined, 

however, it occurs in 

Western Discourse: 

"unarguably physical and material ways: in voices, in sounds." (Williams 1977:62) 

(pause) 

Please see chapter 5 this dissertation for more. 
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"Over a wide range of intentions, the real literary process is active reproduction...The 
detailed and substantial performance of a known model of 'people like this, relations like 
this', is in fact the real achievement of most serious novels and plays." {sic) (Williams 
1977:209) 

Indonesian Discourse: 

/hi ve.ji ka.sas, if yu mit a poyt/ 

/bi.kos his po.tri ken eks.plod da mon.tan/ 

/bi.kos his po.8t.ri eks.plod da mon.tan/ 

/eks.pod da mon.tsn/ 

sung by a poet 
at the First Annual Musical Poetry Festival, Jogjakarta 2001 

Indonesian Discourse: 

(1) Kalau baca puisi begini wajar atau ndak? 
If (you) read poetry like this is it proper or not? 

(2) Kalau orang ngomong, wajar itu seperti ngomong biasa 
If people are talking, proper is like talking normally 

(3) ini loh baca puisi itu. 
like this reading poetry 

(4) Kalau asalnya Tegal, ya, ya ada dialek Tegal 
If(s/he is) from Tegal, yeah, yeah there is Tegal dialect 

(5) yang mungkin yang ya pengaruh 
that maybe that yeah influences 

(6) Ya ngak apa apa lah kaya gie 
Ya it's ok (if it's) like this (using a Tegal accent) 

Kak We'Es 
a story teller, teaching students how to read poetry''^ 
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DC: Here we observe a willingness (an ideology) in Indonesia to use one's articulators 

(phonetic manipulation) to sound like someone else. 

The devil's advocate: Are there not cases of negative stereotyping and ethnic 

discrimination that can be traced to sounding others in Indonesia? 

DC: Yes, most definitely - not only in sounding others, but in other material ways as 

well. Stories of discrimination are the stories that get picked up by the 'foreign' press. 

Here we hear stories of Indonesians as practitioners of ethnic violence and violators of 

human rights. What we do not hear here is that Indonesians are very aware of these 

human rights violations, and they have and are creating forums to address them. 

The phenomenon I have presented here, i.e. sounding unity in diversity in 

Indonesian poetry, is one such forum where people are making a conscious effort to use 

language to change attitudes, thought, and ideologies in hopes of preventing these kinds 

of human rights violations in the future. It is also important to note that this phenomenon 

combines a deep and vocal awareness of local problems coupled with a willingness and 

ability to articulate a solution. 

This is not a forum where students are demonstrating against the government 

(although this happens frequently and usually peacefully). Neither is this a government 

agency attempting to rectify damages. Instead we see literature in Indonesia as the 

awaken-or of the inner voice of humanity. 
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The devil's advocate; From our perspective, literature and poetry seem to be rather 

insignificant arenas that would surely not be able to have a widespread effect. 

DC: Literature can and does have a widespread effect in Indonesia. Notice that many of 

the voices presented here (also presented in chapters 3 and 4) were taken from the local 

newspaper, which has a very large readership in Jogjakarta. Articles about poetry, 

literature, and unearthing diversity were written by people with a wide range of 

backgrounds, not just literature professors. 

Also, the 'unity in diversity' theme articulated in poetry in Jogjakarta would 

sound very loudly for university students in Indonesian Language and Literature 

departments who are precisely the people who will go on to teach Bahasa dan Sastra 

Indonesia'^'' to the masyarakat. Literature then appears as a wide sphere of influence. 

It is important to notice that poets and performers are using Bahasa Indonesia -

the national language, the one that everyone learns in school, and for most a second 

language. They are using this 'neutral' language, however, to imitate the different ways 

that Indonesians can and do sound. 

Western Discourse: "Yet the typification is not only articulative but communicative. In 
imitation especially the new type is offered to convince, and incorporation begins." 
(Williams 1977:210) 

DC: Incorporation of 'unity in diversity' accomplished by presenting diverse voices 

through sound. 

Indonesian Language and Literature 
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Chord 6. Presenting is not Preserving 

"Cry for the gods, cry for the people, cry for the lands that were taken away, and then yet you'll find 
Hawai'i" 

Israel Kamakawiwo'ole 
"Hawai'i '78'" 

on the album Facing Future 

Indonesian Discourse: 

"Within 'globalization', this age of 'globalization' - a term that is already worn 
out, that has already been talked about too much because we are very afraid of that term -
let us not be afraid, and not worry. 

Kita tetap akan survive (We are going to keep on surviving) precisely because we 
know how to refuse that foreign influence, and how to borrow that foreign influence, how 
to plunder that foreign influence, and how to steal that foreign influence. Because if not, 
if we do not with purpose take that foreign influence it will be given by them, we will be 
crowded by them. We have to seize what we need." 

Sapardi Djoko Damono 
transcribed and translated from a lecture 

delivered to a mostly Javanese audience in Solo during 
The International Poetry Festival at the Universitas Muhammadiya Solo 

April 2002 

Devil's Advocate: Is not this 'presenting' of other voices just another form of 

domination? Are you advocating that we purposefully borrow, steal, and plunder other 

voices too?" 

DC: The ideology that mimicking suara (sounds and voices) in the natural environment 

somehow removes or diminishes that person's original power is part of some language 

ideologies, but not necessarily part of everyone's. Or to say it another way audio-vocal 
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imitation diminishes the originaf^^ is one accent of the verb 'to represent' that can be 

articulated or highlighted by an explicit language ideology, but it is not the only possible 

accent. Other possibilities, or other language ideologies result in reveling in the sound of 

the other by imitating their sounds. 

When we present, make present - menghadirkan - another's voice by imitation, 

we enable that voice to speak here and now instead of simply recognizing its existence 

and leaving it silent and mute. 

Western Discourse: "Over a wide range of intentions, the real literary process is active 
reproduction.. .Tht detailed and substantial performance of a known model of 'people 
like this, relations like this.'" (Williams 1977:209) 

DC: I also do not want to imply that stereotypes are never harmful or limiting'^. But 

stereotypes limit in the same way that any other act of naming or incorporation of 

features for the purposes of representation limits between all the possible features that 

could be represented. What is at stake is not just whether or not I am willing to articulate 

a representation of the other by dynamically fusing sound and referent into a sign. Signs 

are limiting and limited by nature. The real question is: What story do we tell with our 

signs? 

Please see also Barbara Babcock's "Bearers of Value, Vessels of Desire: The Reproduction of the 
Reproduction of Pueblo Culture," Walter Benjamin's "The work of art in the age of mechanical 
reproduction," and Taussig's Mimesis and Alterity for very interesting discussion of this theme. 

Please see Lippi-Green 1997 for examples in American English. Also Hill's "Hasta la vista, baby: 
Anglo Spanish in the American Southwest" and "Mock Spanish: A Site for the Indexical Reproduction of 
Racism in American English". 
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The Devil's Advocate: Speaking of responsibility in representation, can literary 

discourse really stand in for, 'wakiV, Indonesian thought? 

DC: Indonesians are proud of their art and literature. It is who they say they want to be. 

It is how they want to be known. 

Indonesian Discourse 

'"The face of Indonesia that was once known as cool and calm, having a prosperous soul 
or spirit has recently been known outside through the media only as the face full of 
violence, blood thirstiness, full of corruption and other rotten images.. .We want to 
present a different face of Indonesia, and it is hoped that they will pour forth what they 
see in their works,' he stated. 

When asked about his choice of places to have the event (Solo, Makassar, and Bandung) 
outside the capital, Rendra said lots of people see Indonesia as identical with Jakarta. 'In 
fact there are still many other faces spread around parts and provinces of this archipelago 
whose reality is a wellspring of potential to obtain a place in world dialog,' he stated. 

It turns out furthermore, the three cities. Solo, Makassar, and Bandung, have traditions of 
art and culture that are quite strong and make it possible for artists to explore according to 
the their individual creativity." 

interview with the poet Rendra about the International Poetry Festival 
"First time presented in Indonesia-Meeting of Poets of the World" 

from the newspaper Kedaulatan Rakyat 
03/16/02 

Indonesian Discourse 

".. .the reading poets and their public... will enjoy the beauty of the poems and the 
friendship brought forward by the interaction. Hopefully the mass media will later 
enhance this, bringing home mutual understanding and empathy between us all. 

In this world of ours today filled by suspicion and mutual attacks, with a barrage of 
bombs and propaganda, our poetic effort may look miniscule. However, we have to be 
firm in our faith that poetry will keep on giving meaning to human life." 
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Taufiq Ismail, poet 
from the English translation in 'Horison' literary magazine 

special edition 'program' for the International Poetry Festival 
April 2002 

The Devil's Advocate: Furthermore, can Western scientific discourse stand in for -

wakil - Western thought? 

DC: Westerners are proud of their denotational, logical, objective, Enlightenment 

discourse. It is the voice of science and reason. Although in practice, here too, times are 

changing. Silverstein (2003) points out that logical, reference-bound discourse is being 

replaced in current politics with a communicative style that functions by stringing words 

and ideas together in a "montage of message" to suggest the message to the hearer, rather 

than explicitly stating it. 

When we pick a representative of America or Indonesia, we necessarily choose 

between possibilities. Written scientific discourse can be used to point out that diverse 

voices need to be represented. However, in its abstracting and analytical practices which 

focuses on the coherent and 'original' voice of the observer/writer, scientific discourse 

tends to constitute preservation rather than presence. We can observe correlations 

between these rhetorical practices and the inaudibility of the preserved voices (Errington 

2003, Hill 2002, Urciuoli 1996, Ladefoged 1992) as well as between the rhetorical 

practices of performed poetry in Indonesia and the presented, audible voices. 

Preserving seems to do its damage covertly (Babcock 1993) - diverse voices are 

given lip service recognition but their sound is stifled. Presenting does its damage in the 
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open, here and now where everyone can hear it. Outside of Native American 

communities and American anthropology, what is known by 'Americans' about Native 

Americans (to plunder a sentence structure from Goenawan Mohammad)? The rhetoric 

of preservation enables colonizing Americans to view Native Americans from a distance, 

and preserves rather than presences their voices in our discourse. 

DC: Besides conveying his appreciation for the poetry of Robert Frost, the Indonesia poet 

Zawawi Imron'^^ expressed his love for the sounds of Native American place names. We 

said some together in the Majapahit Hotel in Surabaya, East Java, Indonesia. Please, you 

say them too. 

Minnesota 
Tallahassee 

Babat Du'ag 
Baboquivary 

Olkmolgee 
Sautee-Nacoochee 

Coyahoga 
Chattahoochee 

DC: The chords so far have articulated a celebration of diversity: We are not all the same. 

The Other is out there. The Other sounds different than I do. I can know the Other 

through sound. I can constitute a commitment to recognizing the Other by sounding his 

or her voice with my voice. 

In the interview described in chapter 5, this dissertation. 
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This movement of the analysis is done. The next chord foreshadows the analysis 

in the next chapter. It is sounded here by diverse voices as a pre-formation, not yet 

clearly articulated. But it will be rearticulated in my voice in Chapter 7. 

Chord 7. The Other is within 

"And I'll stay in my body and you'll stay in your own 
cause we know that we're born and we're dying alone..." 

Dar Williams 
"In love, but not at peace" 

on the album The Honesty Room 

"1,1 will survive. 
As long as I know how to love I know that I'm alive" 

Gloria Gaynor 
"I will survive" 

On the album Gloria Gaynor 

Indonesian Discourse: 

"Now with poetry as a tool of friendship, a tool of communication, we become one 
frequency, one hope, a sublime humanity...when poetry reading is done how important it 
is for the audience, and how important the intimacy is, the oneness of heart between the 
poetry reader as actor and the listeners as a... group that hears but also can give, can 
shout, give a response. But in the framework of that poetry, not to go out of that poetry 
frame." 

Zawawi Imron 
in an interview 



275 

Indonesian Discourse: 

"I do not agree with people who are constantly making (people) afraid (of) 'bad' foreign 
influences. If we have a culture that is strong, we do not need to be afraid.. .those foreign 
(things), we will swallow, we will 'olah' (turn something into something better), we will 
process to become something that will benefit us. And I am certain, as certain as certain 
can be about that." 

Sapardi Djoko Damono 
transcribed and translated from a lecture 

delivered to a mostly Javanese audience in Solo during 
The International Poetry Festival at the Universitas Muhammadiya Solo 

April 2002 

Indonesian Discourse: 

"Because in the end what differentiates us is...'s/he cannot digest,' 'I can digest' -
mentally as well as bodily." 

W.S. Rendra 
delivered to a mostly Javanese audience in Solo during 

The International Poetry Festival at the Universitas Muhammadiya Solo 
April 2002 

DC: In reading Faruk and Goenawan Mohammad, I found that they had made present 

Other voices of western social theory in their work, voices like Kristeva and Derrida. My 

own encounter with Kristeva and Derrida's voices comes most clearly through Joan 

Brandt's work on French poetry and literary theory'^^. I quote Brandt as she quotes 

Kristeva on the locus of the Other. 

Western Discourse: "Uncanny, foreignness is within us: we are our own foreigners, we 
are divided." (Kristeva quoted by Brandt 1997:136) 

"Cosmopolitanism thus constitutes, despite its 'limitations and shortcomings,' according 
to Kristeva, a genuine defense against xenophobia because it involves extending the 
notion of love to a wider cultural sphere." (Brandt 1997:137) 

in Geopoetics: The Politics of Mimesis in Poststructuralist French Poetry and Theory 
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(pause) 

"Kristevan cosmopolitanism, in confronting us not with the mastery but with the fragility 
of the speaking subject, requires a politics that remains attuned to that fragility, that 
maintains an open and receptive attitude towards the difference of the other and of the 
self." (Brandt 1997:142) 

DC: Brandt also quotes Jacques Derrida. 

Western Discourse: "Derrida envisions a practice of 'absolute hospitality' whose aim is 
to withstand the propensity for closure." (Brandt 1997:235) 

DC: These quotes provide a rather startling framing of difference and understanding. 

Difference is not something out there, separate from me. The potential for difference 

resides in me. To understand this difference we must be sensitive to the speaker, to his 

vulnerability as he constructs his messages. Then, we must hold off judgment, withstand 

final interpretation, wait, and listen some more. 

Indonesian Discourse: 

"One of Indonesia's potentials is its pluralism... The problem is whether writers are able 
or not to point out this area well. Young writers...also point out pluralism... (the) 
pluralism that is in it (literature by young writers) is the socio-cultural and psychological 
differences of the citizenship.... Don't let it be the case that Indonesians themselves do 
not understand the potential that they possess." 

Art of Literature, Unearths the 'Roots' of Pluralism 
From the newspaper Kedaulatan Rakyat 

12/23/01 
Western Discourse: "There is thus no abstract theoretical relationship between collective 
modes and individual projects. The degree of distance between them, within the 
continuing reality of each mode of consciousness, is historically variable as a function of 
real social relationships, both general and specific." (Williams 1997:190) 
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Faruk: "But there is a fact that can't be ignored and that becoines an important part of 
global discourse. That is openness, that is, what is it called, the loss of boundaries -
global village. Or like what is now in a lot of ads, called 'crossing the border' - where 
borders are no more, where people have to act to get rid of borders, where any kind of 
traffic is free to come in wherever it wants." 

DC: Sound articulates presence. Part of 'presence' is being in the presence of the poet, 

being in his or her world, in his or her body. Knowing his environment, knowing her 

heart, knowing his psyche, knowing her mind.. .and then in duration, amplitude, and pitch 

with tongue, teeth, nose, lungs and vocal cords...experiencing time with him. 

Indonesian Discourse: "With reading the auditory factors, words are more able to be 
digested. So that the experience of that poem can be shared." 

Student from a Jogja high school 

Indonesian Discourse: 

"Reading poetry is reading heart. Reading the feelings that have been poured out by a 
poet through word. That feeling can be of many kinds. Anger, feeling of loss, sorrow, 
happiness and others. Even though the method of uttering will be different between one 
poet and another. What is certain is that what is poured out in poetry is a humanitarian 
feeling... 

So that we don't go wrong in understanding deeply (paham) the poetry that we are going 
to read, we must truly understand (mengerti benar) what is being presented by the writer. 
Because a reader of poetry has to be one with the poem that will be read. From there is 
born rhythm, intonation and diction that we are going to articulate when we read the 
poem... We become a tool for poets to express their thoughts and feelings" 

Evi Idawati, poetess and performer 
Reading Poetry, Reading Heart 

from the newspaper Kedaulatan Rakyat 
08/26/01 
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DC: The Other could have been me. When sounding the other in my body, the other is 

no longer foreign. 
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CHAPTER 7 'OTHER REPRESENTATIONS - MODES OF PRODUCTION/ 

"To write in different ways is to live in different ways. It is also to be read in different ways, in different 
relations, and often by different people." (Raymond Williams 1997: 205) 

There are roughly zones 

We sit indoors and talk of tlie cold outside. 
And every gust that gathers strength and heaves 
Is a threat to the house. But the house has been long tried. 
We think of the tree. If it never again has leaves, 
We'll know, we'll say, that this is the night it died. 
It was very far north, we admit to have brought the peach. 
What comes over a man, is it soul or mind -
That to no limits or bounds he can stay confined? 
You would say his ambition was to extend the reach 
Clear to the Arctic of every living kind. 
Why is his nature forever so hard to teach 
That though there is no fixed line between wrong and right, 
There are roughly zones whose laws must be obeyed? 
There is nothing much we can do for the tree tonight. 
But we can't help feeling more than a little betrayed 
That the Northwest wind should rise to such a height 
Just when the cold went down so many below. 
The tree has no leaves and may never have them again. 
We must wait until some months hence in the spring to know. 
But if it is destined never again to grow. 
It can blame this limitless trait in the hearts of men. 

Robert Frost'® 

"Da Da Da Dum 
Da Da Da Dum" 

On a billboard in Los Angeles, January 1999 advertising 
The Los Angeles Philharmonic Symphony Orchestra 

In Lief, Leonard and James F. Light, eds. 1981. The Modem Age: Literature, Fourth edition. Chicago: 

Holt, Rinehart and Winston, Inc. 
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Introduction 

There are three sections to this chapter. 

Introduction 

Etude 

Exercice 

In the Introduction, I briefly abstract the content of sections two and three. Etude 

and Exercice are two different formal representations of the analysis given in Chapter 5, 

and are offered here as experiments in other ways of representing. 

In Section 2, Etude, I represent the analysis presented in Chapter 6 by borrowing 

and adapting a particular formal linguistic model, i.e. Optimality Theory. The reader is 

invited to imagine a grammar of ideologies that functions in similar ways to grammars of 

other linguistic phenomena. The model elegantly characterizes differences between an 

Indonesian and an American language ideology. It is an incomplete borrowing of the 

Optimality Theory model, but its presence here provides a structural handle for grasping 

relationships of ideological and linguistic variation. 

In Section 3, Exercice, the reader is invited to read aloud a poem by the American 

poet e. e. cummings. The reader is further invited to reflect on its content through the 

lens of the particular analysis of language ideologies presented in Etude and in Chapter 6. 

This reflection is accomplished by way of a questionnaire. 
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Etude 

"Of courhse I am Frhench! Why else would I lock in this rhidikulus aksent'?" 
spoken by a British actor 

in the film 'Monty Python and The Search for the Holy Grail' 

Representation 1 — optimality theory 

Here, I present one possible structural analysis of ideological variation by 

borrowing the formal linguistic framework of Optimality Theory (or OT). The data that 

will be analyzed are roughly the zones of a language ideology in Bahasa Indonesia 

ideology - which I have called 'language celebration' and an American English ideology 

- which has been called 'language subordination' in the sociolinguistic literature. 

The goals of this Etude are 1. To borrow a model from formal linguistics and 

apply it to ideological phenomena, 2. To provide an overview or ''Is'.ma.c&am ga.ris 

b '.sarr'^ (a kind of outline) of the argument presented differently in Chapter 6, and 3. to 

consciously sound a voice of scientific objectivism. 

This analysis is organized as follows. In 1,1 provide background on Optimality 

Theory. In 2,1 exemplify the model using syllable structure. In 3,1 describe and 

summarize the ideological data to be explained. In 4,1 define the levels and constraints 

for use in the borrowed model. In 5,1 present and explain the tableaux. I provide a 

summary and conclusions in 6. 

From a lecture given by the Indonesian social theorist Faruk in Jogjakarta. Please see Chapter 6 this 
dissertation. 
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1. Background — Optimality Theory (OT) 

'C'est le meilleure des mondes possibles' - It's the best of all possible words (Candide) 

Optimality theory is a model within Formal Linguistics. As such, it provides a 

model for the study of "states of the mind/brain that enter into behavior" rather than 

"behavior or the products of behavior." Formal linguistics answers the question: "What 

constitutes knowledge of language?" and provides an explicit grammar of the meaning 

and form of expressions in language (Chomsky 1986:3). 

Its standpoint is that of individual psychology.. .this is a theory now often 
called 'universal grammar' (UG)...UG may be regarded as a 
characterization of the genetically determined language faculty. One may 
think of this faculty as a 'language acquisition device,' an irmate 
component of the human mind that yields a particular language through 
interaction with presented experience, a device that converts experience 
into a system of knowledge attained: knowledge of one or another 
language. (Chomsky, 1986; 3) 

Optimality Theory was introduced within formal linguistics as "an alternative 

model of the way sound systems of language work" (Archangeli 1999:531). OT 

represents what speakers know about their language, including the patterns of sound 

variations, in order to speak their language. This knowledge, that allows them to use 

language without having to consciously think about choosing the right sentence structure 

or the right sounds to say, is characterized in the form of constraints. Constraints are 

statements that describe the structures we find in language. 

Different languages are described by different rankings of the same constraints. 

This is a fundamental property of the OT model that exemplifies a basic tenet of formal 
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linguistics, i.e. the universality of grammar. In OT, the statements of the constraints - the 

primary elements of the grammar - are universal. In other words, the goal is to create a 

grammar that can describe all the languages in the world using the same constraints. 

Particular languages result from particular arrangements of the constraints. This is one 

way that the characteristics of the model themselves represent claims about Grammar, or 

a human's knowledge of language. 

The fundamental properties of the Optimality Theory model listed in (1) are 

abstracted from several definitive sources (Prince and Smolensky 1993, McCarthy and 

Prince 1995, Archangeli 1999, Hammond 1999). I will refer to and exemplify these 

properties in what follows. 

(1) Properties of OT 

1. There are a finite number of constraints. 
2. These constraints are universal but able to be violated. 
3. Choices between candidates are determined solely by the ranking. 
4. Ranking is strict 
5. Re-rankings of constraints account for any and all languages, dialects, and individuals. 

In (2) I present a quote from a seminal paper by McCarthy and Prince in the 

Optimality Theory literature claiming that 'universality' is the most important property of 

the model. Although I will not address the particular process they describe (the 

emergence of the unmarked, or TETU), their elegant statement of why universality is so 

important is highly relevant to the analysis presented here. 
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(2) Universal Importance 

Of these [the properties of OT], Universality vy^ill be most important in the 
discussion below. Universality is essential to the emergence of the 
unmarked — because structural constraints are universal and present in 
every grammar, even those that are obviously and commonly violated in a 
given language are predicted to be available to do their work under 
appropriate conditions. But of course Universality is hopeless without 
Violability and Ranking, in the face of the diversity of interlinguistic 
variation seen in linguistic" systems. (McCarthy and Prince 1995:3) 

In (3) I provide a schematic drawing of the components of the OT grammar. The 

ovals represent elements that are specific to a particular language (LG). These are the 

input representation and CON, the constraint ranking for the language in question. The 

components of universal grammar are in boxes. The component GEN generates a 

candidate set to match the input representation, and the component EVAL evaluates the 

candidates to determine the optimal output. 

(3) OT model (from Archangeli 1999) 

KEY 
oval: 
box: 
circle: 

gramixiar of language (LG) 
Universd Grammar 
derived by interaction 
ofUGandLG 

Candid 
set 

CON 
constrmnt 

hierarchy of 
tbe language 

BVAL 

The circles represent those elements of the grammar that result from the interaction 
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between Universal Grammar (UG) and the grammar of a particular language (LG). 

These are the candidate set, or all the possible outputs that could be matched to the input, 

and the optimal output which selected by EVAL and CON. 

To summarize, OT is a model of the universal human linguistic capacity we call 

Language. It is a model of a mental grammar, or what an individual must know in order 

to speak his or her language. The basic properties or constraints of the model are 

universal, i.e. are present in every human's mental grammar. Differences between 

languages are captured by different rankings of the constraints. In the next section I 

illustrate how the OT model is used to represent a grammar of syllable structure. 

2. Modeling syllable structure 

Ua mau 
Ke ea o ka 'aina 
Ika pono 
O Hawai'i 

Israel Kamakawlwo'ole 
"Hawai'i '78'" 

on the album Facing Future 

Before moving to the ideological data, which will be accounted for in a 

'borrowed' OT model, I present here an example of how the 'original' model accounts 

for one kind of linguistic phenomena. The particular linguistic phenomena are syllable 

structures in English'®'. I will also highlight the properties of OT presented in (1) and 

This same model can be used to account for many other types of linguistic phenomena, including the 
metrical structures in Indoneisan poetry, a project I intend to pursue in future work. 
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provide instructions for reading an OT tableau, or table. 

In original OT, constraints function on mental representations - the input - to 

yield the attested output - what we observe in language. Let us see how the model 

accounts for the differences between what can be a possible syllable in American English 

and what can be a possible syllable in Bahasa Indonesia. 

(4) Definition of syllable 

The syllable is a grouping of consonants and vowels across words into structures with an 
intrinsically rising peak, which is a necessary vowel or vowel like unit.'®^ 

A word like 'baby' in English has two syllables 'ba' and 'by', or /bey.bi/ in 

phonetic transcription. A word like 'kid' has one syllable, made up of a consonant, 

followed by a vowel, followed by a consonant ('k', 'i', 'd' or CVC). Consonants that 

appear before the vowel are called 'Onsets' and consonants that appear after the vowel 

are called 'Codas'. It is the recurring grouping of sounds into sets of consonants and 

vowels that constitutes a syllable. 

CVC is one syllable structure we find in the world's languages. There are many 

possible types, and different languages use different ones. The chart in (5) lists possible 

syllable structures in English. In (5), each syllable shape is exemplified by a mono

syllabic English word and its phonetic transcription. 

Definition combined from Hammond 1999 and 1993. 
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(5) Possible English syllable structures (from Hammond 1999: 37) 
V CV CCV cccv 
'A' ray tray stray 
[e] [re] [t're] [stre] 
VC CVC ccvc cccvc 
oat boat bloat stroke 
[ot] [bot] [blotl [strok] 
vcc CVCC CCVCC CCCVCC 
apt range trains strange 
[pt] [re)nj&] [t''re)nz] [stre)nj&] 

vccc CVCCC ccvccc cccvccc 
angst text sphinx strengths 
[0)Nst] [t'Ekst] [sfI)Nks] [strE)NTs] 
vcccc CVCCC ? ? 
angsts texts 
[A)Nsts] [t'^Eksts] 

Not all languages allow the same syllable types. Languages also vary as to the 

number of syllable types they will allow: Hawaiian only allows three syllable structures -

V, VV and CV'®\ as in /o/ and /ai/ and /ka/. Notice the following generalizations. First, 

all syllables have vowels. Syllable shapes differ with respect to the number of 

consonants allowed in the onset (before the vowel) or in the coda (after the vowel). 

Second, with respect to allowable coda consonants, languages do not allow CVCCC as a 

possible syllable structure, but prohibit CVC. The OT model captures these 

generalizations with universal constraints. To illustrate, let us focus on the consonants 

that are allowed to appear in the Coda, following the vowel. V and CV are common 

syllable structures across languages, and Hawaiian provides an example of a language 

that only allows these two structures. This general avoidance of Coda consonants is 

represented by the OT constraint. No CODA. 
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(7) No CODA: Syllables do not have codas. 

The No CODA constraint is only one constraint functioning on mental 

representations in any language grammar. There are many constraints that refer to 

different levels of the phonological representation to coordinate the correct parsing of a 

string of sounds into syllables. To illustrate how constraints interact, however, we need 

at least one more constraint. 

Faithfulness constraints are a general family of constraints that mediate the 

relationship between the input and the output. The mechanism provided by Faithfulness 

requires that specific elements in the input or mental representation must appear in the 

output or spoken form. A general faithfulness constraint is given in (8). 

(8) FAITH: Elements in the input must appear in the output. 

A formal grammar is an attempt to characterize 'all and only' the possible 

expressions in a language. In this sense, the constraints have to accurately describe 

English syllables that actually occur and disallow syllables we might imagine but do not 

occur in English. To see how the constraints No CODA and FAITH interact to describe the 

English syllable 'texts', we can calculate the optimal candidate using a tableau, given in 

(10). The algorithm for reading the tableau is in (9). 

Grammar of the Hawaiian Language by L. Andrews. 
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(9) Algorithm for reading a tableau: "The input is given in the upper left comer. 
Relevant constraints are given in columns to the right. Relevant candidates are given in 
rows below. Constraint violations are marked with asterisks and the winning candidate is 
indicated with the pointing hand, i»-." (Hammond 1999: 14) 

(10) Tableau showing the interaction of FAITHCC and No CODA for 'texts' in English 
/teksts/ FAITH No CODA 

te **** 

tek *** * 

teks ** ** 

tekst * *** 

teksts **** 

Starting in the upper left hand comer, we see the input syllable 'texts' having four 

consonants in the coda (ksts). The general universal pressure in languages for syllables 

to have no consonants in the coda is represented by the constraint No CODA, which 

appears at the top of the third column. The grammar generates possible candidates that 

attempt to fulfill this coda-less requirement, and these appear in the bottom five rows in 

the first column undemeath the input. Since in English syllables really can have multiple 

consonants in coda position, there must be a greater pressure in English to allow 

consonants in coda positions. This pressure is represented by the constraint FAITH. 

Recall that FAITH requires that elements in the input must show up in the output. 

The tableau compares possible output candidates by marking violations below the 

constraints in columns two and three. The first candidate in the rightmost column, 'te', 

has no violations of No CODA. However it violates FAITH because the coda consonants 

'ksts' are missing in the output. The violations of FAITH by the candidate 'te' are marked 

by asterisks beneath FAITH, one violation for each of the missing coda consonants. 
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Moving down the left-hand column, we can compare other possible candidates 

where increasingly more of the coda consonants make it into the output. As more coda 

consonants surface in the output, the number of violations of No CODA increases but the 

violations of FAITH become fewer. The winning candidate, marked with «•", has four 

violations of No CODA, but crucially no violations of FAITH. This state of affairs results 

from strict ranking. In English, FAITH is higher ranked than No CODA, which is 

represented in the tableau by FAITH appearing to the left of No CODA, separated by a 

solid vertical line. We can also represent the higher ranking of FAITH over No CODA here 

as FAITH » No CODA (read faithfulness outranks no coda). 

The properties of OT presented in (1), with the exception of 'a finite number of 

constraints' have been highlighted with this example as follows. No CODA and FAITH are 

universal constraints, in that they are present in the grammars of all languages. The 

choice between the candidates for the correct output of the syllable 'texts' is determined 

by ranking, in this case by FAITH outranking No CODA. Ranking is strict, i.e. no number 

of violations of No CODA in our example can throw out a candidate that has not violated 

the higher ranked FAITH constraint. In languages like Bahasa Indonesia and Hawaiian, 

NO CODA exerts a greater pressure in the grammar, which results in fewer, if any, 

consonants in coda position. 

Notice that with two constraints, the model predicts two possible grammars: one 

where FAITH » No CODA as in English and one where No CODA » FAITH. With three 

constraints, needed to account for stress placement for example, the model would allow 

six possible arrangements and predict six possible grammars. 
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(11) Three constraints predict six possible grammars 

FAITH » No CODA» STRESS 
No CODA » FAITH» STRESS 
STRESS » No CODA» FAITH 

FAITH » STRESS » No CODA 
NO CODA » STRESS » FAITH 
STRESS » FAITH » No CODA 

This possibility to generate the grammars of many languages with the same simple 

constraints is one the attractive properties of the OT model. The possibility to 

overgenerate and predict grammars that are never found in real language keeps OT 

researchers focused on the task of keeping the set of possible constraints finite. 

What I have presented in Section 1 are only some very basic characteristics of the 

model. The complete workings of the OT model are extensive and complex, accounting 

for a wide range of linguistic phenomena (phonetic features, syllable structure, stress, 

reduplication, and morphology, for example). Its agreeability in accounting for linguistic 

phenomena in various 'domains' is one reason to use it to explain ideological variability. 

3. Data — Two language ideologies 

"It is not hard to elicit stereotypes of the French, because this is not a national origin group which is seen in 
negative terms. Because there are good - or neutral - things to say, it is perhaps easier to say them." 

(Lippi-Green, 98) 

In this section, I summarize two language ideological complexes, i.e. 'Language 

Celebration in Bahasa Indonesia' (LCBI) and 'Language Subordination in American 

English' (LSAE)- AS complexes, these are sets of ideas about language that are articulated 

in different ways at different times by different people, but that function together to 
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constrain linguistic behavior. Like a linguistic grammar of a language, a single model or 

a single approach cannot yet account for everything that a person knows to be able to 

speak that language: Syntax is modeled in one domain, phonology in another, and even 

within phonology, we usually work with grammars that model one particular phenomena 

(like nasal assimilation, for example) at a time. Similarly, Language Celebration and 

Language Subordination are sets of complex knowledge whose elements can be 

identified but which cannot be completely modeled all at one. Below, I show how 

ideological complexes function like grammars and can be modeled like grammars by 

focusing on particular elements of LCBI and LSAE-

'Language Celebration in Bahasa Indonesia' is the ideological complex presented 

in Chapters 3 and 4 of this dissertation, and typified in Indonesian poetry examples 

presented in Chapter 5. The relevant elements of 'Language Subordination in American 

English' are taken from Rosina Lippi-Green's description and analysis of this complex 

ideology in her book English with an Accent: Language, ideology and discrimination in 

the United States. The examples I will model from her work come from her analysis of 

negative stereotyping in animated films for children produced by the Disney Corporation. 

Lippi-Green neatly summarizes the complexity of Language Subordination in 

American English (LSAE) IN a model, which I have reproduced in (12) below. Language 

Subordination is an ideology that sees variations from the features of mainstream 

American English as undesirable. In each cell of the table, Lippi-Green presents a 
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general statement of the way a component of the ideological complex functions, and then 

provides an example of how that component might be articulated by someone having that 

component as part of his or her ideological grammar. This model is based on research on 

a variety of texts and examples of speech from a variety of contexts. 

(12) A model of the language subordination process (LSAE)(fi'otii Lippi-Green pg. 68) 
Language is mystified 

You can never hope to comprehend the difficulties and complexities of your mother 
tongue without expert guidance. 

Authority is claimed 
Talk like me/us. We know what we are doing because we have studied language, 
because we write well. 

Misinformation is generated 
That usage you are so attached to is inaccurate. The variant I prefer is superior on 

historical, aesthetic, or logical grounds. 
Non-mainstream language is trivialized 

Look how cute, how homey, how funny. 
Explicit promises are made 

Employers will take you seriously; doors will open. 
Threats are made 

No one important will take you seriously; doors will close. 
Non-conformers are vilified or marginalized 

See how willfully stupid, arrogant, unknowing, uninformed, and/or deviant and 
unrepresentative these speakers are. 

For comparison, I present the components of 'Language Celebration in Bahasa 

Indonesia (LCBI)' in (13) using Lippi-Green's model. Language Celebration is an 

ideology that sees the reproduction within mainstream Bahasa Indonesia of the phonetic 

features of diverse speaking communities as desirable. The content for this description is 

abstracted from the data in Chapters 3 through 5 of this dissertation. 
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(13) A model of the language celebration process (LCBI) 

Language is physicalized 
You can make a material change in the world by making sounds with your voice. 

Pluralism is unearthed. 
You can discover different languages and identities through sounding other voices. 

New information is acquired. 
You can deeply understand the poet's heart by reading poetry aloud. 

Non-mainstream accents are specially representative of particular places 
Using 'khas' voices communicates unity in diversity. 

Explicit promises are made 
The citizens will become developed, awakened, valued. 

Threats are made 
Without poetry, we will forget our value and humanness. Our situation will 
deteriorate. 

Authority is claimed 
I can talk like you. 

Marginalized voices are made present in performance. 
You should read a poem in an accent different than your own, if the poet has a different 
accent, or if the poem is about people who sound differently than you. 

The component ideologies themselves are complex in terms of how they function, 

what types of linguistic and social phenomena they can pick out for linking, and how they 

might be articulated by various speakers. However, the components are identifiable as 

functioning together in the larger complexes of LCBI and LSAE-

Because I cannot provide a full model of the whole ideological grammar, 1 will 

focus on the elements of LCBI that contribute to the particular phenomenon that most 

concerned me in the analysis presented in Chapter 6. This was the idea that other voices 

should be recognized as existing, and sounding those voices is a form of celebrating their 

existence. For comparison in the model, I focus on the elements of LSAE that produce an 

opposing effect, i.e. other voices are not worth listening to, and sounding other voices is a 
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form of making those other voices subordinate to dominant voices. 

In the borrowed OT model I sketch below, I account for the fact that although the 

act of sovinding other voices in LCBI and LSAE IS identical, the ideological interpretation 

of this linguistic process varies. In both LCBI and LSAE, the linguistic elements available 

for ideological awareness and manipulation are the same, grounded as they are in the 

universal human language endowment. The process of sounding another's voice is a 

phonetic, phonological, morphological, semantic, and syntactic one. I will focus on the 

phonetic features, which are identified as 'foreign' and are linked to social characteristics. 

These phonetic features are then available to the speaker for attempted reproduction. 

However, LCBI and LSAE make different interpretations of this process resulting in 

differences in speaker willingness to reproduce other voices. 

The relevant components of these different ideological complexes will be 

characterized by different rankings of constraints in an ideological grammar. These 

constraints are based on statements of cross-linguistic generalizations observed in the 

world's language ideologies, and are thus good candidates for constraint universals. I 

define these constraints as well as the other machinery needed for the analysis in the 

following section. 

4. Levels and Constraints 

"Added to this 'linguistics' is the central translinguistic domain, the context-bound, shifting, responsive, 
intertextual, 'centrifugal' production of meaning in language, which is found prototypically in the 

negotiations of a dialogue on equal terms, and not in monologic dominance. In dialogue as well, both 
conflicting ideologies and the systemic constrains of grammar are resources for the combination of voices." 

(Hill 1985:728) 
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Just as in sections (1) and (2) we specified the kinds of processes the original OT 

model captures, i.e. grammars that relate mental representations to attested forms, here 

we specify the processes captured by the borrowed model. I shall refer to this borrowed 

model as Optimality Theory of an Ideological Grammar, or OTJG (read OT sub IG). 

4.1 Levels 

There are four levels of linguistic reality that interact and are relevant to understanding 

ideological processes. These levels are listed in (14). 

(14) Levels relevant for analyzing ideologies 

Level 1: Environment - everything perceivable by the mind, includes social phenomena 
Level 2: Language - linguistic representations of that environment 
Level 3: Language ideologies - A conceived relationship between levels 1 and 2 
Level 4: Meta (language ideologies) - A conceived relationship connecting level 3 to 

levels 1 and 2 

In the process of creating language ideologies, we conceive of links between these levels. 

The process is always one of grouping and of identifying boundaries and relationships. A 

definition of the process of creating language ideologies is given in (15). 

(15) Definition of language ideology 

The process of "conceiv(ing) of links between linguistic forms and social phenomena," 
specifically in "creat(ing) and delimit(ing) language related boundaries" (Irvine and Gal 
2000: 37). 
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Links can be conceived between a variety of linguistic and social phenomena, for 

example between syntactic structures and as parts of ritual texts (Silverstein 2003), or 

between morphological structures and time units (Silverstein 1979). The kinds of links 

that will concern us here are between phonetic elements and national, cultural, or ethnic 

identities. We can connect the levels listed in (14) using the definition in (15) specified 

for phonetics and identity in the following way. 

At level 1, 'the environment' provides the speaker/hearer with non-linguistic 

markers of identity like geographic location, dress, type of food consumed, etc. We 

could think of language phenomena as really being part of this environment as well. 

However, in language ideologies, linguistic phenomena are identified as reflective of 

other markers of identity. Since linguistic forms are themselves used to represent the 

environment, they are assigned their own level (level 2). With respect to phonetic 

elements, speaker/hearers identify 'sound zones' or 'voices' that can be grouped by 

identifying recurring sounds. Groups of people grouped into theses zones are assumed to 

be relatively homogenous with respect to the occurrence of these sounds. To put it 

another way, having those particular sounds is one of the ways that people are 

discernable by speaker/hearers as members of a particular group. 

Having singled out the relevant sounds identifying a group, speaker/hearers then 

perform a mapping function between the particular linguistic elements or structures they 

see as representative of a particular group and some other feature of this group's identity. 

An example of a language ideology linking sound to nationality was given above and is 

repeated here for convenience. 
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(16) "Of courhse I am Frhench! Why else would I tock in this rhidikulus aksent'?" 

The relationship (R) that is perceived to hold between linguistic sounds (L) and 

some other feature of the environment (E) is the uttered rationalization or explanation of 

how the environment is divided into recognizable parts (i.e. groups of people who sound 

one way vs. groups of people who sound another way). This relationship between 

linguistic and other environmental phenomena (R^l) holds between levels 1 and 2. We 

can now formalize the definition of a language ideology given in (15) as (17), below. 

(17) Definition of R^L 

The conceived link between linguistic forms and other identity markers in the 
environment. 

Language ideologies are the conceiving and uttering of relationships of the type 

REL- If a speaker/hearer produces a rationalization or an explanation for the link 

conceived to exist between Levels 1 and 2, s/he has produced a language ideology: The 

production of a language ideology is the articulation of an REL-

It is crucial to note that language ideologies include an evaluation with respect to 

the identity indexed by the link between linguistic and social phenomena. As seen from 

the point of view of the language ideology expressed in (16), it is not just that people 

from France have different vowels, different consonants, and stress different syllables 
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than people from Britain, but these linguistic characteristics make French people sound 

'ridiculous.' 

It is also crucial to note that half of the definition in (15) states that language 

ideologies function to create language related boundaries. Since as Robert Frost said, 

"something there is that doesn't love a wall," let us call 'the creation of language related 

boundaries' 'the creation of groups having related linguistic feature.' That being said, it 

must be admitted that a necessary function of grouping is that it discriminates. Grouping 

forces a choice of focus on certain features of the environment based on the 

speaker/hearer's ability to notice differences. As we move from level 1 (the whole 

environment) to level 4 (language ideologies about language ideologies), we necessarily 

abstract away from the presence of all possible features present in the environment. 

It is impossible to represent everything at once. Language relies crucially on 

indexicality or representation. Since less and less of the environment makes it to a higher 

level, moving to language, meta-language, and meta-meta-language involves a process 

of discrimination in the sense of favoring some features or the environment over others. 

For example, to pick out the French is to notice that the French exist in opposition to the 

Germans and the Spanish and the Italians. To talk about the French is to not be talking 

about these other groups. Further, to talk about the French is also ignore the internal 

differentiation in speaking French as a French national but sounding from Paris vs. 

sounding from Normandy vs. sounding from Haiti vs. sounding from Djibouti, etc. 

It is in the description and analysis of REL statements at level 3 that much work on 

language ideologies has been accomplished in linguistic anthropology and 
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sociolinguistics. However, theorists have noticed and pointed out that the very act of 

identifying that particular REL statements are made by a group of people, X, to explain 

language structure Y is in itself a way of conceiving of links between language and other 

identity markers. These meta-ideological statements are themselves language ideologies 

(Irvine and Gal 2000, Gal and Irvine 1995, Silverstein 2000, Hill 2002) or types of REL, 

which I have called meta language ideologies at level 4. 

What is different at level 4 is that the linguistic phenomena used for linking to 

other markers of identity are the level 3 REL statements themselves: REL statements made 

at level 4 groups people by how they articulate the links they conceive between linguistic 

and social phenomena. At level 4, the level of theory, the linguist notices that British 

people say that French people sound 'ridiculous,' and 'American' people say that French 

people 'sound suave' (Lippi-Green 1997). Another difference is that REL statements at 

level 3 are ideologized as 'folk theories' of language, whereas REL statements at level 4 

are have the institutional backing of science and the academy (Niedzielski and Preston 

2000) I formalize the difference between language ideological statements at level 3 and 

language ideological statements at level 4 in (18). 

(18) Two levels of ideological statements 

Let Rel3 be language ideologies at level 3 
Let REL4 be language ideologies at level 4 

For our purposes, the formal difference between REL3 and REL4 is that at level 4 the level 3 

statements themselves make up the linguistic part of the link to other identity markers. 
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Although I am concerned throughout this dissertation with the nature of 

meta-statements of language ideologies in theory (REL4) and will mention them again 

below, the optimality tableaux I present below specifically account for the creation of 

conceived links between linguistic and social phenomena at level 3 (RELS)- I compare 

components of the two REL3 ideological complexes outlined above, i.e. Language 

Celebration in Bahasa Indonesia and Language Subordination in American English. In 

(13) and (14), we have statements of the type REL4 and the type RELS^ The general 

statements of how these ideologies function are examples of the type REL4 - for example 

"Marginalized voices are made present in performance," and the components of the 

ideological complex are examples of the type REL3> for example "If a poet or character 

speaks with a different accent than yours, you should read poetry in that other accent." 

From a perspective at level 4,1 argue that the two language ideology complexes, LCbi 

and LSAE> are representative of certain speakers of American English and Bahasa 

Indonesia. 

4.2 Constraints 

As mentioned above, linguistic anthropologists have rigorously studied language 

ideologies at level 3 (Kroskrity et al. 2000, Woolard and Schieffelin 1994, Woolard 

1992). In comparing level 3 statements (RELS) in a wide range of languages and regions, 

historically and contemporaneously, across linguistic modalities (spoken vs. written) and 

structures (phonological vs. morphological), linguistic anthropologists have identified 
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recurring cross-linguistic properties. A particular theory that includes the identification 

of three cross-linguistic properties in the formation of language ideologies (or RELS) by 

Irvine and Gal has been widely applied in multiple contexts'®^. (In chapter 2,1 showed 

how Irvine and Gal applied these properties to historical linguistic processes in 

Macedonia.) Here, I take their three cross-linguistic properties (erasure, iconicity, and 

fractal recursivity) and convert them into constraints for on optimality theory model of an 

ideological grammar, OT,q. 

The first cross-linguistic process involved in the creation statements of the type 

Rel3 is Erasure. "Erasure is the process in which ideology, in simplifying the 

sociolinguistic field, renders some persons or activities (or sociolinguistic phenomena) 

invisible."'®^ I formalize the general pressure to delete elements of the environment in 

the making of language ideologies - a process of moving from level 1 to levels 3 and 4 -

as the constraint ERASE. This pressure for erasure in the ideological grammar can be 

likened to the pressure for deletion in a OT language grammar, where certain elements in 

the input do not surface in the output (as in the process of syncope). 

(20) ERASE: Linguistic and environmental elements appearing at a lower level are not 
present at an upper level. 

The second cross-linguistic semiotic process at work in producing language 

ideologies is iconization. Iconization is the process whereby "linguistic and social 

features that may coexist because of historical or conventional connections (indexes) are 

For more of their theory, please refer to Irvine and Gal 2000. 
Definitions of erasure, iconicity, and fractal recursivity used here are taken from Irvine and Gal 2000. 
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ideologically transformed into inherent connections (icons)". To return to the example in 

(16), the linguistic feature 'voiced uvular fricative,' which coexists conventionally with 

being from France, is transformed in the statement "Of courhse I am Frhench!" (the 

uvular fricative here represented with the symbols 'rh') as an iconic marker of 

Frenchness. An ideological statement exemplifying the iconicity of this connection 

might be, "If you hear a voiced uvular fricative, you're hearing a Frenchman." 

Iconicization functions as a pressure to retain noticed coexisting elements of the 

environment in the process of forming statements of the type RELS- When these 

coexisting elements surface in language ideologies, they are interpreted as inherent links 

between environmental and linguistic elements. This pressure for iconicity in the 

ideological grammar can be likened to the pressure in a OT language grammar for 

elements in the input to appear in the output (Faithfulness). I formalize iconization as a 

constraint for use in OT,o in (21). 

(21) ICON; Linguistic and environmental elements that coexist at a lower level must 
be present at a higher level. 

The final cross-linguistic property of language ideologies is fractal recursivity. 

Unlike iconization and erasure, which describe processes that specify elements that exist 

at different levels, fractal recursivity specifies a relationship that holds at different levels. 

Irvine and Gal explain fractal recursivity as follows. 

The projection of an opposition, salient at some level of relationship, onto 
some other level. For example, intragroup oppositions might be projected 
outward onto intergroup relations, or vice versa.. .the oppositions do not 
define fixed or stable social groups, and the mimesis they suggest cannot 



304 

be more than partial. Rather, they provide actors with the discursive or 
cultural resources to claim and thus attempt to create shifting 
'communities,' identities, selves, and roles at different levels of contrast, 
within a cultural field. (2000:38) 

One example of the way this might work with respect to our example about 

French speakers (focusing on phonetic elements) is the following. The opposition 

between French speakers and English speakers that can be shown to exist at the 

segmental level of speech - in the presence or absence of a voiced uvular fricative - is 

strengthened if there is another feature that can be identified as being in linguistic 

opposition between French and English speakers. In (16), the British speaker sounding 

French has also identified a prosodic opposition, and places stress on the second syllable 

of the word 'accent' instead of on the first, 'accent'. The ability to reproduce oppositions 

at multiple levels (fractal recursivity) strengthens the ideological claim that French 

speakers sound ridiculous, because they can be shown to sound different than English 

speakers in more than one way. I have formalized this process as the constraint, 

FRACREC, in (22). 

(22) FRACREC: Opposing relations between elements at lower levels must be present at 
higher levels. 

Before turning to the model of OT,a, I want to point out that the processes to be 

modeled are inherently processes of representing. Language ideologies are statements 

about relationships between features of language and features of the social environment 

that represent people by grouping them by their actual or imagined display of particular 

features. 
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The particular linguistic features that I will model as being ascribed to groups of 

people by Rels statements are phonetic ones. Sounds are ideologized as iconic 

representations of a group's voice. What the model in section 5 aims to capture is the 

evaluation assigned to an input containing phonetic features belonging to a group other 

than the hearer's own. I will argue in section 6 that this evaluation affects that hearer's 

willingness or unwillingness as a speaker to imitate said phonetic features in his or her 

own speech. Specifically, I argue that espousing (or learning) Language Subordination in 

American English or Language Celebration in Bahasa Indonesia results not only in 

different evaluations of other voices, but in a willingness or unwillingness to sound 

another's voice with one's own. 

This difference in attitude is shown to depend critically on the rankings of the 

constraints ICON and ERASE in an Optimality Theory model of an ideological grammar. 

Specifically LCBI relies on ICON being higher ranked than ERASE and LSAE relies on 

ERASE being higher ranked than ICON. (The role of FRACREC will be mentioned in 

section 6, but does not appear in the ranking tableaux in section 5.) 

5.0 Tableaux 

"there's a hell of a good universe next door, let's go." e. e. cummings 
ada Jagad raya bagus bukan kepalang di tempat tetangga, ayo."^ 

In the OT,G tableaux presented here, the model evaluates an input spoken by an 
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imagined speaker that contains phonetic features not present in the language grammar of 

the hearer, or at least not present in precisely the same ways. The model then generates 

possible evaluations of the 'foreign sounding' input, which are language ideologies, or 

statements of the type REL3. These statements of the type RELB are available to the hearer 

as candidates for assigning an evaluation to the input. These candidates are assessed with 

respect to the constraint ranking of the hearer's ideological grammar, and the input is 

assigned an evaluation. 

An algorithm for reading a tableau in OT,g, based on the algorithm for the original 

OT model given in (9) above, is in (23). 

(23) Algorithm for reading a tableau in OT,G 

The input - language articulated by another speaker - is given in the upper left corner. 
The constraints for the ideological grammar complex of the hearer are given at the top of 
columns to the right. The relevant language ideology components are candidates for 
possible interpretations of the input and appear in rows below the input. Violations of 
constraints by the candidate statements are marked with asterisks, and winning 
ideological statements are indicated with the pointing hand, •»-. 

When a tableau is read from the upper left hand corner down the first column, the 

candidate evaluations 'respond' to the 'voice' of the speaker articulated in the input. This 

is clearer when the input in each of the tableaux is read aloud, followed by reading the 

ideological statements or possible interpretations aloud as well. Please try this. 

In (24), I illustrate the ranking of ERASE over ICON to account for the components 

of Language Subordination in American English. In the input is a line from a song in the 

Thank you to Fanny Surjana for help translating this line into Bahasa Indonesia. 
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Walt Disney movie Aladdin^^^, containing the phonetic features needed for singing a 

particular melody (represented in the table as ) as well as non-standard lip rounding on 

the final vowel of the word 'Ababa', represented with the symbol 'w'. Beneath the input 

are statements of the type Rel3, which are possible evaluations of the input. Although 

other Rel3 statements could (and theoretically do) appear as possible candidates for 

language ideological evaluations of the 'foreign' speaker's input, the only ones I have 

presented here are components of LSAE and LCBI taken from (13) and (14) above. For 

convenience, all components fi-om LSAE are grouped together in the first cell beneath the 

input, and all the components from LCBI are grouped together in the second. (We could 

imagine interleaving candidate evaluations from different ideological complexes, but it 

would be harder to see to which ideological complex each component belongs.) 

Lippi-Green bases a particular relevant piece of her analysis of LSAE on Disney movies, of which 
Aladdin is part of her data set. I will justify my choice of this particular line in what follows. 



308 

(24) ERASE »ICON in Language Subordination in American English 

" Prince Ali, mighty is he, Ali Ababwa" 
ERASE ICON 

Talk like melus. 

The variant I prefer is superior * 

f** See how... deviant and 
unrepresentative these speakers are. 

You can discover different languages and 
identities through sounding other voices 

* 

I can talk like you. + 

You can make a material change in the 
world by making sounds with your voice. 

* 

After reading the input aloud (or singing it, if you know the melody), read aloud 

the candidate ideologies. Evaluate each ideological statement with respect to the two 

constraints ICON and ERASE, keeping in mind that the features of the input to be evaluated 

are the phonetic ones. Recall as well these phonetic features are not part of the hearer's 

linguistic grammar, and it is the hearer's ideologies that are being modeled here. 

Upon hearing the phrase " Prince Ali, mighty is he, Ali Ababwa," the hearer 

notices elements that are not part of his or her everyday grammar. To assign an 

evaluation to that input, the hearer compares possible REL3 statements to his or her 

constraint ranking. The REL3 statement 'Talk like melus' satisfies the constraint ERASE, as 

do the statements 'The variant I prefer is superior' and 'See how... deviant and 

unrepresentative these speakers are'. In other words, an ideological evaluation of 

/ababwa/ as 'not sounding like me' and 'unrepresentative' fulfills the higher ranked 
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pressure to erase foreign phonetic features. The RELB statements in the second cell allow 

the phonetic features to remain intact at the level of ideological evaluation, and therefore 

violate the pressure to erase. 

The REL3 statements in the first cell violate the constraint ICON by evaluating the 

phonetic features of the input as unworthy of reproduction, or of maintaining. However, 

since in this grammar ERASE outranks ICON, shown formally by ERASE appearing to the 

left of ICON, the violations of the lower ranked ICON constraint do not matter. The 

optimal REL3 statements are those which fulfill the higher ranked ERASE. Here, all of the 

winning RELS statements, symbolized by the pointing hand, are the components of the 

ideological complex Language Subordination in American English. 

In (25) we see how the reversal of the ranking of ICON over ERASE produces 

exactly the desired result for Language Celebration in Bahasa Indonesia. Here, the input 

is a line of performed poetry in Bahasa Indonesia.The non-standard phonetic features 

are increased amplitude, represented by the symbol'!', and higher than normal pitch, 

represented by the superscript 

From the performance of the poem 'Keroncong Air Mata' by Zawawi Imron, presented in Chapter 5. 
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(25) ICON » ERASE in Language Celebration in Bahasa Indonesia 

"Sumpah Kaum Gelandangan, Satu!"" 
Pledge of the Homeless Society, One! 

ICON ERASE 

Talk like me/us. * 

The variant I prefer is superior * 

See how... deviant and unrepresentative 
these speakers are. 

* 

You can discover different languages 
and identities through sounding other 
voices. 

* 

I can talk like you. 

You can make a material change in the 
world by making sounds with your voice. 

Upon hearing the phrase "Sumpah Kaum Gelandangan, Satu!"", this hearer 

notices elements that are not part of his or her everyday grammar. To assign an 

evaluation to this input, the hearer compares possible Rel3 statements to his or her 

constraint ranking. The RELS statement' You can discover different languages and 

identities through sounding other voices' satisfies the constraint ICON, as do the 

statements 7 can talk like you' and 'You can make a material change in the world by 

making sounds with your voiceKeeping the foreign sounding phonetic elements of 

increased amplitude and higher pitch fulfill the pressure to reproduce linguistically 

coexisting elements at the level of evaluation. The RELS statements in the first cell call for 

an erasure of these elements, and violate the high ranked ICON constraint. 
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The REL3 statements in the second cell violate the constraint ERASE by evaluating 

the phonetic features of the input as worthy of reproduction, however since ICON outranks 

ERASE here, these violations do not matter. The optimal REL3 statements in this grammar 

are those which fulfill the higher ranked ICON. Here, all of the winning REL3 statements, 

symbolized by the pointing hand, are the components of the ideological complex 

Language Celebration in Bahasa Indonesia. 

The tableaux in (24) and (25) represent the different rankings of the constraints 

ICON and ERASE for the ideological complexes LCgj and LSAE- IF we think of the hearer 

completing the evaluations made in an ideological grammar and then becoming herself a 

speaker who now has the option of reproducing, or not, the phonetic features heard in the 

input, we can see how these ideological complexes bear on speakers' willingness or 

unwillingness to imitate other voices. This model predicts that speakers of Language 

Subordination in American English are going to be unlikely to reproduce the phonetic 

features of other voices, and speakers of Language Celebration in Bahasa Indonesia are 

going to be more likely to reproduce the phonetic features of other voices. 

The tableaux presented above use semiotic processes, which have been identified cross 

Unguisticaily in language ideologies, as universal constraints in a language ideology 

grammar. Differences between language ideologies are derived by re-rankings of the 

same constraints. Notice the model could just as easily be used to capture diversity 

within a speech community (among Americans or Indonesians, for example) by 

re-ranking constraints. The OT,(j model captures the most fundamental aspect of the 
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ideological process, i.e. the ability to group (a unifying function) by identifying 

differences (a discriminating function). 

Although as a mental model it represents the grammar of particular speakers, OT,g 

in its borrowed form is an inherently social model. To choose the correct evaluation, the 

hearer depends not only the sounds in the environment (the input), but on shared 

constructions and interpretations that he physically hears others make with reference to 

those sounds that become part of his grammar. Thus, the individual participates in the 

construction and maintenance of the grammar in assigning the same interpretation to the 

environmental phenomena as his or her interlocutors have before. This model, then, 

relies on the participation of speakers and hearers. 

6. Suitimary and Conclusions at Level 4 

"The habitus, the durably installed generative principle of regulated improvisations, produces practices 
which tend to reproduce the regularities immanent in the objective conditions of the production of their 
generative principle, while adjusting to the demands inscribed as objective potentialities in the situation, as 
defined by the cognitive and motivating structures making up the habitus" (Bourdieu 1997:78)'® 

As mentioned above, linguists have been grappling with the fact that their own 

meta language ideologies at level four are affected by language ideologies at level 3 

(Ladefoged 1992, Silverstien 1994, Gal and Irvine 1995, Irvine and Gal 2000, Hill 

2002,). I refer to the quote from the Disney movie Aladdin, which served as the input for 

the tableau in (24), repeated here for convenience. 

(26) "Prince All, mighty is he, Ali Ababwa" 

'® From Equisse d'une theorie de la practique (Outline of a Theory of Practice), translated into English by 
Richard Nice. 
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I chose this example for two reasons. First, in Lippi-Green's description of 

Language Subordination in American English, she includes a particularly accessible and 

interesting analysis of how children are taught to discriminate based on data taken from a 

corpora of Walt Disney movies. The chapter is subtitled, 'What we learn from the Big 

Bad Wolf, and Lippi-Green concludes that "What children learn from the entertainment 

industry is to be comfortable with same and to be wary about other, and that language is a 

prime and ready diagnostic for this division between what is approachable and what is 

best left alone. For adults, those childhood lessons are reviewed daily" (103). 

Lippi-Green shows that the way that the entertainment industry teaches 

discrimination is by using voices to stereotypically link linguistic features of non-

mainstream English to negative character traits, a process that identifies marginalized 

groups in undesirable ways. The film Aladdin is one of the films included in her corpora. 

Although she does not mention the particular line "Prince Ali, mighty is he, Ali 

Ababwa", as being counted as an example of 'negative stereotyping,' it fits within her 

definition of a contrived accent (84-85). 

The OTig tableau in (24) above re-represents the model of Language 

Subordination in American English presented by Lippi-Green with respect to interpreting 

the line "Prince Ali, mighty is he, Ali Ababwa" at level 3 as unrepresentative of 

mainstream English. (Aladdin is also 'mistakenly' and repeatedly called 'Prince A Bu 

Bu', in the movie for comic effect). At level 4, as linguists, how do we evaluate the 
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presence of these 'foreign sounding' phonetic features? 

In general, Lippi-Green evaluates the use of foreign sounding accents in Disney 

movies as negative. She has very convincing evidence to support this evaluation showing 

how the makers of Disney films link foreign sounds to negative character traits, and 

mainstream accents to positive ones. As a speaker Language Subordination in American 

English myself, 1 find it difficult not to interpret the line "Prince Ali, mighty is he, Ali 

Ababwa" as making fun of people who speak Arabic, although when I sing the song 

myself, it is enjoyable to make the sounds 'Ali Ababwa'. 

A change towards the presence of multiple voices in American English is 

precisely what Lippi-Green's theory urges us to do. This would involve a reranking of 

our ideological constraints'^®. It is hard to accomplish this, however, because at the level 

of meta language ideology, level 1 (the social features of the environment) and level 2 

(the features of language) are still seen through level 3, the distorting lens of precisely the 

ideology that Lippi-Green wants to change. Further, the process of ideological 

identification sets up a positive feedback loop reinforced by agreement with other voices 

making the same interpretations of linguistic phenomena, voicing Rel3 statements that 

satisfy the same constraint ranking. At level 4, the opposition between people who speak 

a non-mainstream version of American English and the people who insist that such 

versions are unworthy of reproduction is projected recursively (by way of pressure from 

Coupland (1980) and Wray et. al. (2003) have described situations where English speakers have 
ideologies that say it is good to try to sound like someone else. 
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the FRACREC constraint defined in (22) above) onto our meta language ideologies. We 

find ourselves in a situation where it is neither appropriate to reproduce 'stigmatized 

varieties of the language' for fear of contributing to language subordinating practices, nor 

is it appropriate to toe the standard ideological line. It is possible that we contribute to 

language subordination through an unwillingness to imitate or make present those 

subordinated voices, which participates in their further erasure. 

Still, it is evident that Lippi-Green moves herself and us towards a new ranking in 

an ideological grammar for American English. She concludes her book with the 

following. 

Language subordination is not about relative standards and preferences in 
the way language is used. Language subordination does not say that Joan 
can't tell a joke, rather that Joan is not worth listening to, because her 
English makes it clear that she was born on the Bayou, or in Harlem, 
Puerto Rico, Hong Kong, or on the Pine Ridge Reservation. Whether Joan 
is the best or the worst teller of jokes ever born, some people will never 
know because they will not listen to what she has to say: how she says it is 
enough to know that it is unworthy or their consideration. 

Language subordination is about taking away a basic human right: 
to speak freely in the mother tongue without intimidation, without standing 
in the shadow of other languages and peoples. To resist the process, is a 
demand for the simple right to be heard. (Lippi-Green 1997:243) 

The effects of a new ranking are evidenced by the making present of diverse 

places from which voices speaking different English-es could emanate - English 

speakers could be 'born on the bayou' or in Hong Kong. 
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So the first reason for choosing the line from the Aladdin movie as an example is 

because through Lippi-Green's theory it enabled us to focus on a Rel4 in LSAE- The 

second reason for choosing this line is because it also allows us to focus on a Rj;l4 in LCBI-

In chapter 6 of this dissertation, 1 presented transcriptions of a lecture given by the 

Indonesian social theorist Faruk. In a concluding statement of the lecture, Faruk said, 

"When we articulate 'global discourse' it will "localize" on its own. And that will bring 

the characteristic that is 'khas' that is special. Like Japan, like Walt Disney. They 

have rearticulated again stories from the Middle East, Egypt, 'Abu iVawa^', Aladdin..." 

Faruk's voice shows how the line 'Prince Ali mighty is he, Ali Ababwa' can be 

interpreted as a making present of diversity in the environment, an example of "I can talk 

like you". In LSAE, the same phenomenon receives a different interpretation based on the 

ranking of constraints in the ideological grammar. However, as with Lippi-Green, the 

ideology of Language Celebration in Bahasa Indonesia also distorts the view from level 4 

of the lower level phenomena. In an environment of constant multilingualism, perhaps 

even partial and unrepresentative attempts at sounding other voices are seen as 

representing diversity. As Faruk has also pointed out it is possible that this too 

contributes to the erasing of diverse voices^^^. 

As a linguistic model, OT,o iconically represents the environment - the world out 

there - where real voices sometimes come in contact with each other. The interpreter, 

hearing these voices, selects the set of interpretive voices that resonate with his or her 

Khas means especially representative of a particular place or group of people. 
This was called 'forgetting' in Chapter 2, a widespread process in the historical development of Bahasa 

Indonesia. 
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own ranking of constraints. The speaker and the hearer are made present together at the 

moment of voicing, recognition, and interpretation. 

As a model of language ideologies, OT,a resonates with voices having grammars 

with a higher ranking of ICON than ERASE. In presenting and evaluating ideological 

statements, which are responding to another voice (in the input), OT.q allows for the 

representation of an environment containing diverse voices. Accounting for the mental 

grammar of the individual precisely as it is influenced by interaction in society is 'the 

best of at least two 'worlds' (formal linguistics and linguistic anthropology), which is 

crucially greater than one. 

OT|o also models the fact that as linguists, or social scientists, representing the 

linguistic and social features of others, there are choices to be made. The foundational 

statement of formal linguistics chose to model language as an "innate component of the 

human mind that yields a particular language through interaction with presented 

experience" (Chomsky, 1986:3). This choice had material and ideological consequence 

for the study of language in the twentieth century. 

If there were no choice to be made, there would be nothing to notice, and 

therefore nothing for ideology or theory to describe. The choice modeled here is between 

language subordination and language celebration. It is interesting to notice that choices 

that resonate with the language subordination ideology actually eliminate the likelihood 

that there will be choices that can be made at some future time. Language celebration 

actively presents diversity of voices for continued choice. 
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It is important to remember that just as there are speakers of American English 

who espouse Language Celebration, there are speakers of Bahasa Indonesia who espouse 

Language Subordination. From the level meta language ideology, theorists and poets in 

both language groups are looking for ways to move from a language subordination 

grammar to a language celebration grammar. As Lippi-Green points out, this change will 

depend crucially on what we teach our children about the sounds of other voices. 

I conclude this Etude with a story that begins during my fieldwork and ends in the 

recent days as I have been writing this chapter. One night, in Jogja, the poetess and 

poetry reader Evi Idawati came to our house with her husband for dinner. While she was 

there, she taught Emma, our oldest daughter, the following children's song, in Bahasa 

Indonesia. 

(27) Indonesian children's song 

Putih putih melati - Ali Baba White white jasmine - Ali Baba 
Merah merah delima - Pinocchio Red red pomegranate - Pinocchio 
Siapa yang baik hati - Cinderella Whoever is good-hearted - Cinderella 
Pastih disayang Papa (Mama) Surely will be loved by Papa (Mama) 

The other day, I asked Emma if she remembered it. She did, and we sang it 

together, reproducing the hand motions Evi had taught us to represent the characters Ali 

Baba, Pinocchio, and Cinderella. I said to Emma, "I'm not sure who Ali Baba is, but I 

think he's in the story 'The Arabian Nights'." She said, 'Mommy, You know Ali Aba. 

He's Aladdin!' "He is?" I said. "Yes" she said and sang "Prince Ali mighty is he, Ali 

Ababwa" to prove it to me. 
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Exercice 

"The performance of a tale - the skill that is being taught in this kind of literature - seems to require, like a 
good shadow play, the shaping of voices. Therein lies the liveliness of the text, which, with rhythm and 
pitch and voice dynamics, the reader must supply by sounding it, not just scanning it with the eyes like a 
printed book." (A. L. Becker 1989: 285) 

Representation two — a poem by e. e. cummings 

This is an experiment in representation with two parts: a poem and a 

questionnaire. Before continuing, please articulate your verbal consent to participate in 

this experiment. 

'I (insert your name) do consent to reading this poem aloud, and accept responsibility for 
any ideological change that may result from said sounding.' 
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Poem 

Please articulate the following poem aloud until you truly and deeply understand, or 
paham, it. 

VII 

ygUDuh 

ydoan 
yunnuhstan 

ydoan o 
yunnuhstan dem 
yguduh ged 

yunnuhstan dem doidee 
yguduh ged riduh 
ydoan o nudn 

LISN bud LISN 

dem 
gud 
am 

lidl yelluh has 
tuds weer goin 

duh SIVILIYEzum 

e. e. cummings 
in 1x1 [One Times One] 

1944 
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Questionnaire 

Having read and understood the poem above, please answer the following questions. 

1. Whose voice is being represented in this poem? 

2. Where does the 'person' belonging to this voice come from? How do you know? 

3. Does cummings, the author, agree with the voice he has presented in the poem? How 
do you know? 

4. Does this poem articulate presence'^? If so, how? If not, why not? 

5. Who is responsible for having articulated the statement of colonial domination 
transcribed in the last six lines of the poem? 

6. Do you interpret the process of reading this poem as an example of the ideology of 
language subordination or language celebration? Why? 

™ An idea elaborated in Chapter 6. 
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ARTICLE 8: METHODS FOR A CONSTITUTION OF PRACTICE 

Parts of speech are metaphors because the whole of nature is a metaphor of the human mind 
Ralph Waldo Emerson 

Article-eight /dj.di.kl.eyt/ verb, imperative"^. Use your human 

speech apparatus to produce sound. Article-eight language 
celebration! 

1. Meng-hadir-kan /mag.ha.dir.kan/ verb, transitive. To make 

someone or something be present^^^. Saya akan menghadirkan 
berbagai suara-suara. I will make present various voices. 

Now when I was young my people taught me well 
"Give back what you take, or you'll go to hell." 
It's not the devil's land you know it's not that kind 
Every devil I meet becomes a friend of mine. 
Every devil I meet is an angel in disguise. Indigo Girls 

"Jonas and Ezekiel" on the album Rites of Passage 

1.1 From an Indonesian newspaper article quoting the poet 
Rendra, announcing the coming of world poets to the 
International Poetry Festival organized by Rendra. 

"The face of Indonesia that was once known as adem ayem, gemah ripah loh jinawi"'', 

has recently been known outside through the media only as the face full of violence, 

blood thirstiness, full of corruption and other rotten images. With their coming we want 

Inspired in part by Hill's title 'Read My Article', Chapter 7 in Regimes of Languages: Ideologies, 
Polities, and Identities (2000). 

Definition from Echols and Shadily. 

Javanese for 'cool and calm', 'having a prosperous soul or spirit'. 
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to present a different face of Indonesia, and it is hoped that they will pour forth what they 

see in their works,' he stated." 

Quoted in an article entitled Pertama Digelar di Indonesia Temu Penyair Dunia 
(First time presented in Indonesia Meeting of Poets of the Worldj 

Jogjakarta daily newspaper, Kedaulatan Rakyat on March 16,2002'^^. 

1.2 From a liberal U.S. news magazine on "An ambush in 
Indonesia killed Patsy Spier's husband — and landed her in 
the middle of a foreign—policy minefield". 

'"What they do is, they allow a case to go to trial, but they will produce scapegoats,' says 

Ed McWilliams, a former political counselor in the U.S. Embassy in Jakarta and one of a 

handful of human-rights activists in Washington focused on Indonesia. "In the past, 

we've gone along and allowed this to go forward. My concern is, this time it would be 

different, because [if not] we'd be conspiring in a case that involved the death of an 

American citizen.' 

That's what keeps Spier focused. "Whoever did this was arrogant enough to think 

they could get away with it," she says. "So what in God's name are they doing to the 

villagers and average Indonesian who doesn't have a voice?"' 

Quoted in an article entitled 'Murder, She Said' by Tim Shorrock 
in Mother Jones March-April edition, 2004''^ 

Please see example (29), chapter 3 of this dissertation for more. 
'^^The only Indonesian voice presented in the article was Indonesia's President Megawati Soekarnoputri's, 
and this was by way of indirect speech. 
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1.3 From 'A Survey of the Indonesian Electorate in 2003' 

'Indonesians are not disillusioned with democracy and in overwhelming numbers 

are expecting to vote in the 2004 elections,' according to an extensive poll commissioned 

by The Asia Foundation in 2003 and described at a joint program sponsored by TAF and 

USINDO'^^ on January 9. 'Wobbly but working' was the overall characterization of 

Indonesian democracy today by the TAF speakers. 

'Despite somewhat mixed feelings about the direction of the country, 93 percent 

of the voters^®* - from all demographic groups - expect to vote in the 2004 presidential 

election, when they will elect a president directly for the first time,' according to the 

published report of The Asia Foundation." 

Released by the United States Indonesia Foundation, January 9,2004 

1.4 From a newspaper article quoting an Indonesian social 
scientist in a discussion called 'Literature as 
national resistance' 

"Literature is purposefully stepchilded, abolished, put aside by the state because it is seen 

as being able to teach the citizenship to have a critical attitude. So that in its shifting it 

will undermine the establishment of the state." 

Quoted in an article entitled Sastra Sengaja Dianaktirikan 
(Literature is purposefully stepchilded) 

Jogjakarta daily newspaper, Kedaulatan Rakyat, May 16,2002'^' 

The Asia Foundation and United States Indonesia Foundation 

™ According to another USINDO report released July 30,2004,86% of voters turned out for the legislative 

election, and approximately 76% turned out for the first round of the presidential election, with a total of 

141,041,111 votes cast in the latter to choose the top two presidential candidiates for the final run off. 
Please see example (8), chapter 3 this dissertation. 
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2. Hadirin /ha.dir.in/ 1. noun. Those present, audience. Para hadirin yang 

terhromat! Ladies and Gentlemen 2. verb, slang. To make someone or something 
present, see menghadirkan^®^. 

While we seek mirth and beauty 
and music light and gay, 
there are frail forms feigning by the door. 
Though their voices are silent 
their pleading looks will say, 
"Oh hard times, come again no more." 

Yo-Yo Ma and James Taylor 
"Hard Times Come Again No More" 

on the album Appalachian Journey 

1.1 Let's tell a good story. 

Let us tell it well. Let's tell it so a diverse audience can understand us. Let's 

write to our neighbors in the social sciences'^"' and the humanities and the hard sciences 

and the arts - those we may have the pleasure of seeing face to face and those we may 

know only by way of representations. Let's make what we say resonate with a diverse 

chorus. Let's learn to sing in different keys. Let's learn to communicate in diverse 

forms. Let's tell stories about the good in humanity. Let's tell a story so well it will 

ward off the hard times'^^ 

Definition and example 1 from Echols and Shadily's Kamus Indonesia Inggris: An Indonesia-English 
Dictionary, third edition, 1989. 

-in is a productive suffix in Bahasa Indonesia used in non-standard speech to replace the transitive 
making verb affix '-kan'. 

For example Hammond (1995) and Archangeli (1999) in the Annual Review of Anthropology explaining 
'Metrical Phonology' and 'Optimality Theory' respectively. 

Please see Becker 1979 for the how Javanese shadow plays are used to ward off hard times, as well as 
Ki Sarib Purwacarita's Released from Kala's Grip for an example of such a shadow play translated into 

English. 
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1.2 Let us be humanitarian. 

When I went to Indonesia, I asked about politics. A question on my standard 

questionnaire was 'Why is Indonesian poetry concerned with politics?' The story I was 

told is that Indonesian poetry is humanitarian, not political, in its representations. In the 

act of representation, a poet's main job is to lambang. 

lambang"®, verb. Represent. To manipulate signs and symbols, 
to deliver omens, to point out injustice. also wakil. 

A politician's job is to wakil. 

Wakil: 1. representative, 2. vice—, deputy—. 3. agent (on 
behalf of a firm), ber-wakil—an: 1. be represented. The 
people are represented in parliament, me-wakil—kan 1 .  
appoint s.o. as a representative. The president sent Adam 
Malik as a representative to Sadat's funeraV^\ 

As academics and poets, we do not represent the people - the masyarakat - officially, in 

places like Jakarta and Washington D.C, but we do still represent them. We know and 

have known that we have a responsibility to point out injustice. May our voices articulate 

humanitarian representations. 

1.3 Let us be discriminating. 

discrimina-bing^^^ adj. 1. differentiating; analytical. 2. 
noting differences or distinctions with nicety; possessing 
discrimination: a discriminating interpreter of events. 

Definition synthesized from lambang in Kamus Indonesia Inggris: An Indoneisa-English Dictionary, 
third edition, 1989 and represent in Kamus Inggris Indonesia: An English Indonesian Dictionary, 1975. 

Also from Kamus Indonesia Inggris, above. 
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According to linguists, anthropologists, and Indonesian poets, attention to and 

understanding of difference is a good thing to do. Let us listen for variation in voices. 

Let us listen for the heterogeneity inside our "we-voicing,"'®^ and let us rearticulate those 

differences. 

Differences will continue to multiply to the level of the individual. A focus on the 

individual is a way of discriminating differences. Universal grammar is dedicated to the 

proposition that all individuals are created equal'^. Let us keep one foot firmly planted 

in this celebration of language as a universal property of individuals, and another foot 

grounded in the proposition that language is always a process constructed socially in 

interaction. 

1.4 Let us be unified. 

The age of uniformity has passed in Indonesia. In other places, it is beginning 

again. Now is the time to unearth pluralism. Let us improve our function. 

Instead of imagined heterogeneous 'we-s' grouped together as nations''^ let us 

imagine a different 'we-ness' that crosses national borders, crosses language boundaries, 

crosses academic disciplines and ideological paradigms. Let us imagine ourselves as 

elements in a diverse set, unified by our consecration to diversity. 

Definition from The Random House Dictionary of the English Language, unabridged 1966. 
From "Whorfianism and the Linguistic Imagination of Nationality," Silverstein, 2000. 

""This wording is inspired by Michael Silverstein's analysis of the Gettysburg Address in Talking Politics: 
The Substance of Style from Abe to 'W. 

Please see Benedict Anderson's Imagined Communities: Reflections on the Origin and Spread of 
Nationalism and Michael Silverstein's reply in "Whorfianism and the Linguistic Imagination of 
Nationality". 
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.. .maybe we should have some anthems to sing together! I heard that whenever there is a 

chance to sing, Pak Faruk, a social theorist in Jogja, always chooses to sing 'Imagine' by 

John Lennon. 

I heard him sing it once, at the opening for a literature magazine. It was at the 

Universitas Gadjah Mada, and the magazine was Bulak''^^ - written by the people in the 

entire university community, for the people in the entire university community. Bulak 

was created as an affirmative action in favor of people outside the strictly 'Language and 

Literature' departments who deserve a voice in sastra (literature) too. I heard Pak Faruk 

sing 'Imagine' then, after the official ceremonies were over. They say he always sings it, 

every chance he gets. Katanya'^\ 

I am going to sing. You sing too. Article eight. The sound waves of your voice 

will reach me eventually... 

"Imagine no possessions, 
I wonder if you can, 

No need for greed or hunger, 
A brotherhood of man. 
Imagine all the people. 
Sharing all the world 

woo hoo ooh ooh ooh ooh 

You may say I'm a dreamer 
but I'm not the only one, 

I hope some day you'll join us, 
And the world will live as one." 

bulak, n. lonely place in the road. 
katanya, they say 
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