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ABSTRACT

Domestic space is a primcuy site for cultural re­

production. When the inhabitants intensively

interact with domestic space, the house r«cives

its cultural signifiance. This thesis aims to un­

derstand how, through practices, meanings are

embodicd in the spatial formation of the Java­

nese howe, and how these meanings in return

affect the spatiality of certain practices. The

subject of these observations are four houses of

considerably different scales and forms. which

range from a simple single-strUcture house to

the elaborate Sultan'5 palace. The domestic ac­

tivitics observed encompass three types of ac­

tivities: daily life, rimai celebrations, and thea­

trical performances. My study is based on direct

observation and involvement in such activities,

personal interviews, and the published works of

other scholars. The central arguments of the

thesis are that the tw<>part division of the

house is legible in ail these examples and chat

this front-rear division has a dynamic rela­

tionship with established cultural practices.

u

RESUMÉ

La sphère 1= rivée est l'endroit privilégié pour la

reproduction culturelle. Quand les habitants

interagissent d'une manière intensive avec la

sphère priVtc, l'habitation prend sa signification

culturelle. Cette thèse a pour but de comprendre

comment. par les pratiques, des significations

sont intégr:es dans la formation de l'espace

domestique javanais, et comment ces significa­

tions aleur tour affectent la dimension spatiale

de certaine~, pratiques. Le sujet de ces observa­

tions sont llU3tre habitations considérablement

différentes de par leur échelles et formes, qui

vont d'une simple maison à un palais de Sultan

élaboré. L~. activités domestiques observées re­

couvrent tr,)is types d'activités: la vie au jour le

jourt les cc:lébrations rituelles, et les perfor­

mances tht:âtrales. Mon étude est basée sur

l'observation directe et l'implication dans ces

activités, du interviews, et les travaux publiés

par d'autre i. Les arguments principau.~ de la

thèse sont que la division domestique en deu.~

sphères est nette et que cette division avant­

arrière a une relation dynamique avec les

pratiques C1.~lturelles établies.
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CHAPTER 1

EXPLORING THE Mf.ANINGS Of OMAH
AN INTRODUCTION

Housc

1

The Man tells his wifc,
A house is an Omab
OmafJ is from om and mah .
Om is from 0, mcaning sky, or spacc, its characteristic is male
Mah is facing upward, meaning earth, mcaning fcmale
Therefore, a house is a mccting place bctween a man and bis wife
50, 1call you sbnab, bccausc we live in one omU
Swcep our houseyards make them clean and bright
Make the children playing there fcel at home
calling the moon in their singing1

(Darmanto-Jatman, 1994, p. 141)

THE POEM AND THE STUDY

Omah is the most common ofseveral)avanese words meaning house. In the above poc:m, theJavanese

poet Darmanto-Jatman, writing in the Indonesian language. tells his Indonesian speaking audience that,

for him, the essential idea ofa house lies in the word Omah itself, as indicatcd by the capitalizcd o.
( Playing with assonance, he declares, "Rumab ita Omah, a house is an Omah." This phrase is a partieular

kind ofexplanation, which looks for the meanings and senses ofwords in their form and sound.

Darmanto-Jatrnan's stratcgy is comparable to theJavanese way of"etymologizing," popularly known as

lcerata basa, which explicates the intrinsic properties ofa word or syllable rather chan scarching for

previous forms.2 This strategy breaks down the word into its phonetîc or syUabic clements and associates

each element with other words and constructing these associated word) so as to form an explanatory

phrase of the original word.3 While Western linguists, particularly the Saussurian scructuralists, emphasize

the arbitrary relationship between signifier and signifieci, Jurata basa attempts to discover the signified by

explaining the signifier. This word-play approach to etymology seems consistent with Norberg-Schulz's

notion (1985, p. 111) in his exploration of"dwelling" that words and language have a "thing-ness" quality.

In playing with the syllables of the word, the poet seeks not ooly the etymology but also the ontological

1



(

(

exegesis of the terro. In chis case, Darmant~Jatman formulates 0m4b as comprising 0 and 1It4b, which

extends the meaning ofOlflllb as the meeting point between the o-ness ofspace-sky-male and the mab-ness

ofground.earth-femaIe. In much the same manner, aJavanese buildi.ng treatise explains the "origin" of

the word omall consisting of0 and lIIIlh meaning lIgflQ.b sale 1UiJJl416urillg k1l1IIiL or taking shelter on the

earth.

After asserting the essential meaning ofthe house through the word ofolflllb, Dannant~Jatman's

pocm e:<plicates further the o11l/lh enticy in terms of its architectural clements and the operation of these

elements in domesric activity. This e."tplicatïon implies that such a meaning only e.lÏsts and makes sense in

the rea1 world through things and actions, just as a grammatical rule ooly aists in utterance. In the objects

and pracrices lies the existential idea ofa house. He treats an o1lUth, the ward and the ching, as the signifier

and signifie<! together, an assemblage ofmeaningfu1 things which correlate with each other, though it is

obvious chat bis account is a romanticized one ofa dwelling in a pastorallandscape where everything

sccms to exist in mcaningful coherence. This pocm runs more than a hundred lines, listing elements the

ofOmah and explaining their symbolic and functional significance: a houseyard for playing children; a

weil for physical and spiritual cleansing; a front hall for meeting with others; a gallery for a shadow-play,

which entertains and educates; a sacred cella for correlating with spirits and the Omnipotent; a barn which

relates the house with the field and the like. For the front hall he says:

Here
This is the pendapa [front pavilion/haU] ofour house
Mandalll [cosmic schema] with four main pillars and eight corner columns
Above the door is writtcn a marIn:
Ya maraja faramllYa
Which means: Ye, who conspire cvil
cease your conspiracy!
Hcre wc reccive our gucsts
Relatives, ncighbors
The sharccroppers and thosc who sharc in raising our catdc
Discussing the nccCSSMY matters for our prospcrity
(pp. 141-142)

The pmfihllpa may have symbolic attributcs signifying its raie as the éL~s-mundi protected by magical

charm from intruders. However, it is in the encounter between the master of the house and others who

are accommodated by chis space, that such conception of the center of the surrounding "cosmos" or the

fronrier of the domestic territory May be communicated and have social significance. Otherwise, these

meanings remain in the realm of ideas.

What 1intend in chis work is in many respects comparable to what Darmant~Jatman's poem does:

interpreting meanirigs embodicd in the domestic setting by e.lplicating their constituent properties in

2
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tums ofobjects and practices. An ollUliJ an be broken down in order to identify its composing clements.

But, as an entity, it has meanings in its spatial construction which are more than a sum ofits pans, and

comprehending how the elements are interrelated is as important as identifYing them. The questions of

what eleménts constitute a house and how thesc clements are interrelated are simultaneously addressed in

investigating the domestic setting. Houscs accommodate and guide multifarious praetices. Each

conjunction ofhouse and practice teUs a different story, though they may have similar themes-when a

house serves, for instance, as a place for assembly, resting, rituaI, defense or production. Thcrefore, to

explore its elements and construction, 1have observed the house as a setting for various kinds ofactivities.

In choosing the abjects of my observation, 1have taken a middle ground betwccn simplicity and

diversity. The s~calledJavanese house is more varied chan the single house chat is the subjccr of the poem.

T0 avoid arbittary cypificarion 1observed houses ofdifferent forms and scales, from the sinlplest to the

most c1aborate. 1compared one house to anochec, without proposing that there is an idcal type ofa

Javanese howc, whether ideal is taken to Mean the simplest or the most elaborate. On the other hand, to

simplify the observation in the complex innec diversity ofJava, 1mad~ observations in a single city, which

has a clearly defined physical and cultural setting. 1have chosen Yogyakarta, a city in the south-central

Java, about which 1have considerable information and with which 1have considerable personal

expenence.

1use the word omah to signal a particu1ar concept as well as the ciwelling where domestic practices

mainly take place. TheJavanese language has severa! words for house which indicate the social status of its

inhabitants. 1chose the most familiar word, omah, from the lowest leve1 of speech, ngoko, in which

Javanese people ofall classes actually think and spontaneously express their emotion. To e:<plore the idea

ofdomesticity, ou is preferable to otherJavanese words for house since it has a wide formative

significance for other words pertaining to domesticity, such as ngo1ltJlhaki, to tame or to domesticatc;

ngomah-omahakl, to marry off, omah-omah, being engaged in marriage; po11lllhan, houseyard; somah,

household; and sèmah, house-spouse. 4

WRITINGS ON THE JAVANESE HOUSE

The Dutch architect and archaeologist Henry Madainc-Pont (1923-24) pioneered the study of

contemporaryJavanese buildings. Seeing contemporary built form in J state ofdeterioration, he searched

for its origin in the grander pasto Some writings pertaining to the formation of the Javanese house and its

cultural significance have appeared since Madaine-Pont's works. Willem Hubert Rassers ([1931, 1940]

J
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1982), a Dutch philologist and anthropologist, was the fust Western scholar known to analyze seriously

the cultural significance behind the spatial division oftheJavanese house. He suggested that this spatial

organization is a manifestation of theJavanese social system. Rassers followed Durkheim in emphasizing

the role of rimaL and in ultimately aiming to reconstruet the initial sute of}avanese society. He

speculated chat in its tribal stage chis society was divided into two gencler-based halves which came

together, reconciling their whoieness in the Most solemn ritual occasion which was the initiation ofa new

member into the clan. This rituaI mainly employed a shadow-play with the shadow being projeetcd onto a

saeen. The spatial division of the saeeIlt Rassers suggests, corresponded to the dual division of the house

with one side originally as the "men's tribal temple" in which the ri~ll was conducted. and other side as

the women's domain, which was mundane and secluded from the soIe~ ritual

As he never visited}ava, Rassers relied heavily on other people's reports and studies. Thereforc, he

was more concemed with the typicalJavanese house than with the more complex and diverse types in

reality. He treated diversities in kinship, theater, myth and house, as deviating from the "true" logie of the

totemistic stage. The entire cultural arder, he belicved, was based on the duality of society, assigning

meanings to opposites as if the entire cultural system was a single puzzle, resolved' once cvery element has

matehed with its complement.

While Rassers searched for the source oforder in the organization of the primeval society, a

philologist and historian specializing in Javanese matenals, Timothy Earl Behrend (1983), looked at

ancient literary traditions to explain the formulation of order. He followed Robert von Heine-Geldern's

(1942) proposition that cosmological principles may explain spatial and social organization in Southeast

Asia. Behrend mainly used the formulation ofcosmology from an eleventh-centuryJavanese manuscript

ta describe the spatial arrangement ofa contemporaryJavanese palace, which he rook to be typical.

Focusing his attention on ancient literature, he isolated the palatial residence as a distinct phenomenon,

differenr from other Javanese houses. One ofBehrend's major arguments was that the palace was

organized in a cosmologically-based concentric arrangement in which the center formed and unified the

entire arrangement This organization was very different from mat proposed by Rassers, which had

emphasized the tension between (Wo opposites.

A student of rural Javanese performing arts, the ethnographer Ward William KeeIer (1983) wrote on

the symbolic dimension ofJavanese houses. He shared Rassers' idea ofdividing the house based on gender.

For Rassers, however, gender was an ancient societal division whereas for Keeler it was a contemporary

household.constrUction. Intrigued with the superimposition ofgender on domestic spacc, Kee1er

questioned whether there was "a basic tension between unitary versus reciprocal strains inJavanese social

relation" (p. 1) since reciprocity inJava often lookcd "more Iike one party's inclusion within or
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submission to another" (p. 7). Such confusion was echoed in Rassers' observationthat men were involved

in rituaIs performed in women's domain of the house.

Si."tty years after Maclaine-Pont's article appeared, the discourse onJavanese houses reached

architects'attention again withJoseph Prijotomo's (1984) ldeas and FOtlns offtl'UaneseArciJitldlm. He

employed a semiotic model distinguishing "content" and "expression" which he paralleled with "ideas"

and "forro." In structuralist fasmon he demonsuated how "ideas generate form" and "form communicates

ideas" (p. Il). Concerning the historica1 context of its development. Prijotomo saw the contemPOrary

Javanese howe as a transformation ofa Hindu-Javanese formation in the present Islamic milieu.

Prijotomo found that the Javanese house was primarily arranged according to linear and cenuipetal

organizations which entailed the principles ofduality and center. The lineu organization revealed itself in

the dominance of the longitudinal a:tis of the house which climaxed in the sacred cella in the rear part of

the main pavilion. The centripetal arrangement was mainly e.~pressed in the front pavilion, the only large

unintercupted space in the house, which had four tall columns to mark its center. This cenuipetality

corresponded with the personal authority of the master of the howe ,,'ho presided over an audience in chis

place.

Inspired by Behrend's cosmological description and Prijotomo's notions ofcenter and duality

Gunawan Tjahyono (1989), a Berkeley educated architeet. conducted a field study in an oid quarter

southeast ofYogyakarta. Tjahyono attempted to discover "sorne of the cultural themes, such as cosmology

and world view, which play an active role in the Javanese built environment" (p. Il). Elements of these

themes, he suggested, interact within a framework which enable theJa·ranese to absorb forc:ign elements.

He also aimed to use the principles of cosmos, center and duality within this framework to produce design

guidelinc:s for contemporary Javanese architecture. To frame his argunlents he proposed a genc:ral view

which covered the diverse expressions ofJavanese houses, even though he insisted that the palace

empIoyed a special cosmic scheme distinguishïng ie from other houses.S

REVIEWING APPROACHES

Many of the above arguments, esPecially those ofRassers, Prijotomo and Keeler, were imbued with a

structuralist preoccupation with cules mat govern expressions or, in more general terms, the significd

which manifests itself in a multitude of signifiers. This structuralist approach has been recently criticized

in architectural studies. Roy Ellen (1986), an anthropologist observing an eastern Indonesia settlement,

warned ofstructuralism's potential reification, by which "the symbolic 'order' is somehow frozen into the

fabric" of the house (p. 4). Instead, Ellen emphasizeci the multiplicity oforders in the house and their

5
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relations with other symbolie systems. He be1ieved tUt wbat wu interestins aboût houses wu that -ther
not merdy express order, but chat the [expressed] ordus may he ofvarious kinds, understood in ditTuent

ways [br) ditTerent people on difTerent occasions- (p. 4).

Pierré Bourdieu (1977), a preeminent socioloPsr. bas considered the house as the principle locus for

the objectification ofagenerative scheme. He bas compared the house to a book sinee both conrain the

societYs vision and structure. The inhabitants~ eomprehend the message eonveyed in the house in their

practica1 mastery of the fundamental schema of their culture. The house provida a "cultural

apprenticeship· for its inhabitants, who regularly use its organized space. Even though he bas employed

many of the strueturalists' arguments. Bourdieu's observation ofthe Kabyle house in Algèria (1990) shows

the clialectica1 interaction betwcen body and house. As he irgued, -the meaning objectified in things or

part ofspace is fuIIy yidded ooly through practiees struetured according to the same schemes that are

organized in relation to them- (p. 273). By accounting for meticulous actions performed in the bouse and

putting them in homologous schema along with their narratives, he shows the logie corresponding to

intemalized experiences and routinized behavior.

Conccrning chis spatiallcaming orthe body, the architectural anthropologist Roxana Waterson

(1991), in her comprehensive account ofSoutheastAsian houses, has funher remarked on the reciprocity

betwecn the production ofmeanings and the formation of social relations. She suggested that "rules about

the uses of space provide one of the most important ways by which the built environment an he imbued

with mcaning; reflexively the environmcnt itse1fhelps to mold and reproduce a particu1ar pattern of social

relationshipsD (p. 167). In general, ·praetiees. material construction and system ofmeanings are trdJ11fKlllb

crmfirmi1tg.- ,

YOGYAKARTA IN THEJAVANESE CROSSROAOS

Denys Lombard's thrce-volume history ofJavanesc mentality. Le Carrejôll1J1l1Nl1lllis, (TheJavanese

Crossroads). is apdy titlcd as this mentality bas been grcady shaped by its interaction with other

mentalities, particu1arly Westcrn, Is1amic. ChÎnesc and Indian (Lombard, 1990). Formed in the busy traffic

ofcivilizations, the cultural pieture ofJava is more a unique amaJgam ofinternaI-~d extemal influences

than something ofwholly indigenous origin. Intcrnally, Javancse culture is no less complex than its

diverse outer influences.7Java is a quasi-geographica1 term to designate the medium-size<! narrow island,

about 1.500 km in lcngth. lying on the southwestern part of the Indonesian archipelago. It more

specifica1ly refers to the cenual and eastem portions of this island as the home1and oftheJavanesc

speaking people.

6



More than aptr percent oftodarsJamese are Muslims. Situated at the &rthest point ofthe

expansion ofIslam from its aad1e in the Arabian pminsula, the Indonesian archi~o bas a wide

spectrwn ofIslamic traditions. covering a variety ofbeliefs and praetices. Clifford Geettz's (1960) study on

theJavaneSe value and cultural orientation in RIJiPa oflllfNl cateaorizesJaanese people into J1Ii1qi, the

noble blood and bureauaats who prefer mysticism and HinduJavanese association; lIIlIIri, the strongly

adhering Muslims, and lI1NuIga the commoners. mainly peasants. who maintain some animistic bcliefs.

There have hem many challenges ofGcertz's categorica1 paradigm, and the categories are currently less

distinguishable, superimposing over one another, with no new cleu polarization having becn formed..•

Ifwe look at the e1egant Minangbbau and Torajan housa wim their soaring bufFalf>hom-shaped

roofs or the ddicate1y carved Northern Balinese house, -triditional- houses inJava look 'luite simple.

They are commonly built as timber strUctures, covered with clay tiles. and walled with woven bamboo,

wooden panels or brick masonry. Javanese domestic architectUre, however. differs from other traditional

houses in Austronesia (encompasses Southeast Asian archipe1ago. Melanesia, Miaonesia, Oceania and

Polynesia). While most of the traditional dwdlings in chis region stand on piles, Javanese hollSa are built

directIy on the ground, though archeologica1 eridence shows that house on piles \Vas still widely found in

Java up to the twelfth century. Unlike many ofthe Austronesian houses which are erected as free-standing

structures, Javanese houses usually indude some adjacent pavilions.

The story ofYogyabrta, where this study bas hem condueted, roughly began around the wt quarter

of the sixteenth century when the Princedom ofMataram established its at four kilometers to the

southeast ofpresent-day Yogyakarta. Mararam had ruled major parts ofJava by the euly seventeenth

century. which, coincidentally. was also when the Dutch established colonial power inJava, later spreading

across the archipdago. Due to severe internai confliets and colonial involvement, by the euly nineteenth

( century the court was a1ready divided into four principalities, Surabrta. Yogyakarta, Mangkunegaran and

Pakualaman, the colonial vassals for which contemporary remnants ofdynasties Still assume tides without

any political power. By this division, the city ofYogyakarta was formally established in 1757. The

indepmdent Republic oflndonesia which was established in 1945 (intc:rnaùonally acknowledged in 1949).

integrated the Yogyakarta Sultanate into its territory. The Republic grJnted the former Sultanate of

Yogyakarta status as a sp«ial territory equal to a province, with Sultan Hamengltubuwana IX as its tint

govemor.

Turmoil with massive bloodshed inJava and Bali in 1965 ttansfcrred the control oflndonesia to the

present "New Order" government Besicles being military-dominated, this government is alsoJavanese­

dominated, obsessed with reriVÎng the ·original tradition.· This pleasing orclerliness and tranquility whim
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may never bave existed belore l'mm served to dis&uise their oppressive attitudes. Conceming this

tmdency. the historian and anthropologistJohn Pemberton (1994) notes.

(_] one of the: most distinetÎft featurcs ofNew Orcier rule is the rcmarkable estent to whim a rbetoric of
culture enfiama politica1 will, de1inatcs horizons ofpower. [-l The powu ofan indigcnous discounc 50

se1f-coosciously coocemcd witb wbat constitutes -autbmtic· <.wlJaYaIlaC culture. with a -traditioo·
(tTiUÜs,l tbat must he picsaml at ail COlts. opcntcs to recupcrate the past witbiD the ûamewort of
recoveml origins that would ef&œ. for the sake ofcootinuity (p. 9~

Standing as a glorification and romanticization ofthe past, the palace lies at the core of the fortified

old-town. whue Most of the noble residcnces and neighborhoods, previously reserved for court servants.

are situated. Many Iulmpllllgs (urban neighborhood compounds) in this city proudly bear toponym relateci

to the initial formation of this city as a Sultanate. A widely-held belief is that the.city was laid out by iu

founder, Prince Mangkubumi, on the cosmic axis drawn from Ml Merapi to the north to the Indian

( Ocean to the south. This axis manifesu itself in the spine concourse leading to the palace. the area of the

city's main monuments. The concourse bas become the major commercial strip in Yogyabrta. There bas

been typical urban growth here. Siums have grown up along the railways and rivers. and commercial strips

extend along the two major streets. Mass hous~ projects surrounding the city. To the north, educational

institutions have mushroomed in Yogyakarta. a city whim now bas more than four bundred thousand

people.

RESEARCH METHOO

Instead of taking a "typicalllJavanese city. 1 have chosen a city with many special characteristics. Being the

seat of power for a long time, Yogyakarta bas many distinct cultural traits. such as the remnants ofa

1 Hindu-Buddhist heritage, a close but cautious relation wi~ Islam. a proliferation ofthe court-oriented

culture, a long and intense involvement with colonial power. widespread education and heavily promoted

tourism. The intense cultural discourse in Yogyabrta provides a wea1tb of information for undentanding

Java. Howe:ver. this docs not necessarily mean that the city is exemplary ofJavanese culture sinœ many

notions de:ve1oped in my thesis are not fully compatible with the cultures ofother regions. such as the

stratification ofsociety. the multi-Ie:vel of language and the elaboration. of rituals. Yer. choosing to study

in Yogyakarta, 1withdraw from the real complmty and diversity of its contemporary housing by pulling

myself to the remnants of the past to find a higher coherence without sacrificing the variety ofsocial as

weil as physical expressions ofdomestic spaces. To consider domestic praetices over a substantial period of

rime. 1have chosen houses whim are at least fïfty...years old and have been inhabited at least br two

generations 50 that these houses may have accommodated their inahbitanu' entire life cycle. and may have
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experienced inter-generational transformation. In tenns ofspace and practice, 1alSo couder features

which embody cultura1 specificity. such as the existence of innu sanetle in these houses and the domestic

rituals performcd within them.

To avoid a class bw, 1chose houses bclonging to people ofditferent social strata. These also varied

in terms ofscale. The first house was initially a single structure house belolJlÏnl to a petty food seller; the

second is a multi-struetUre house ofa batik-producin& family; the third is a noble residence consisting of

severa! courtyards and structures; and the fourth is the latgestJavanese house, the Sultan's palace. These

differences allowed me to consider connections between th~ ideas and praetices ofdomesticity and the

staNS of its inhabitants.

The primary intention of this thcsis is to understand the spatiality of the omu. However. the spatial

setting is not an explanation in iuclfand meanings are embodicd in these settings. Such meanings are

unearthed by observing how the inhabitants manipulate and rcspond to the settings in their domestic

praetiees. The greatest Percentage of this writing, therefore, is dcd.icated to describing the variety of

praetiees in these houses shaping and being shaped by the spa~ settings.

My main graphie tool for grasping the spatiality ofthcsc houses is the plan. Plans are constellational

sinee ther show the patterns of relations between spatial clements, and between an individual clement and

the whole.·With this too~ 1an gather information to reconstruet the spatial organization of the houses

and map the allocation ofaetivities as we1l as the placements of semï-flXed elements and bodily positions

in spaee. However, it should be kept in mind that plan is only a tool to coUect and describe data and not a

graphie represcntation of the inhabitants' spatial experiences and mental images. Two physically adjacent

spaces reprcsented in the pIan do not nccessarily mean that, in praetie~ they are experienced as proximate

spaces, since a social boundary may separate them. Adoor does not a1ways mean a connection from one

spaee to another if it is rarcly opened and tules govern passage through it The h~rizontal clements of

figurative space are always experienced together with its vertical clements. which are oCten represented in

elevation and section. Vertica1 and horizontal clements ofspaee arc weU-reprcscnted in axonometric

drawmgs. In Most cases, 1have chosen this more comprehensive way of reprcsmting the overall space and

its composing elements. 1measured and drew the fust two houses; for the other two. 1have relied largely

on available secondary data, though these wcre checked against the actual houses md adjusanents wcre

made.

Webster's definition of"method,· which is lia procedure, technique or planned way ofdoing

something.· is not the best definition to express the course of my research. Except for a few planncd

observations in my field research in the summer of 1994, Most ofthe obsavations were not undertaken

9



(

1

with the intention ofwritin& a thesis.. In many cases, 1have re1ied hœily upon my persona! aperienœs

with these houses.

Having varying familiarity with these houses, 1gathered data ofa variety ofdepths. The second

house is the most familiar to me, sÎnee 1livcd and grevr up near to iL 1mow nom my persona! experience

who lives there and wbat major events have transpired thue during at lem the past twenty years. The

bouse with whim 1am leut acquainted is the tint one, even though 1have visited this bouse, m~ed it,

and condueted a series interviews with people conneaed to iL A grandson of this house who once Iived

thue bas helped me in reconstrueting the daily and ceremonial praetices. the successive inhabitation, as

wdl as the physica1 development ofthe house. 1relate to tl!e third house in a ~erent way. In 1985,1

condueted a briefsurvey in this noble residence, and had previously acquainted myselfwith sorne cultural

activities in il, sueb as watching performances and involved in traditional dance training thue. It bas been

inhabited by clifferent familles from 1985 to the present and during MY' observations in 1994, 1had a

chance to compare my previous data with the cxisting circumstances. The Sultan's palace was the object of

my final undergraduate project in 1990-1991 at Gadjah Macla University, so 1hav~ considerable data on

this residence. At that âme my focus was on the palace as a cultural center. 1did additional research on

domestic aetivities here in 1994.

1participated in weddings celebrations in the second bouse, involving myself in diverse ways. from

simply attending to carrying out significant ce1ebratory tasks. For accounts ofweddings in other houses, 1

bave reIied on secondaty sources. 1also had the opportunity to watch contemporary performances in the

noble house and the Sultan's palace, enabling me to cake domestic performances into consideration and to

compare settings to each other.

Besides gathering contemporary data, 1abo colleeted oral histories by asking the inhabitants to relate

their spatial experiences. and consulted wrinen materials pertaining to evmts in tbese bouses. in order to

extend the rime range ofmy observations. These past experiences of the houses were compared with the

conternporary events 1observed in order to give some comparative insight and sharpen the interpretation

of how the inbabitants have conceived the spatiality of the bouse throughout rime.

THESIS OUTLINE

Even tho~h a bouse accommodates agreat diversity ofaetivities. it is primarily a domestic domain

accommodating daily life. These routine aetivities are explored in the second chapter while inuoducîng

the physicality of the houses and their constituent e1ements (since evelY part ofa house, 1believe, bas to

address its meanings primarily to its daily usm). The greater public signifiance ofthe bouse is gained in a
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cdebratory occasion when it becomes a congregationa! place where a larger society panicipates in in

aetivities. as in ritual celebrations and performances. These are dealt with separate1y, in chapters thret and

four respective1y. Rituals and performances are clearly related: ritual has a performative charaeter and

performance bas a ritualistic quality. 80th are congregational and both convey deep symbolic messages to

the audience. However, they differ mainly in that a ritual, the performers and the listenen are the same

people (Baumann, 1992, p. 98). The chapter on ritual emphasizes how the constitution ofthe social group

involved in ritual celebration affects the appropriation ofdomestic space to fonn the spatiality ofthe

ritua], in this case the wedding celebration. In a performance. skil1ful groups appear as performers. while

the rest ofthe congregation is the audience. Discussing performing arts in adom~c setting, the tifth

chapter underscores the dynamic relations between the performers. the audience and the master of the

house who aets as the sponsor ofthe occasion, the primary beneficiary of the performance. Such dynamics

greatly affect the spatial transformation ofa domatic into a theatrical setting.

Following the discussion ofthese three clusters ofaetivities. the SL'tth chapter will take into account

the observe<! pbenomma within a system ofmeanings in which the house and its .activities both constitute

and receive signifiance from the system. In resPOnding ta the questiO:l posed in this introduetory

chapter, the concluding chapter attempts to explicate the essential elenlents constituting the bouse and the

interrelationships between them.

NOTES:

1 1have translatcd the worels in the Indonesian lanauage, &lIJ4JA IntltmesM, Îni:O English and keep the Javancse worels
as thcy arc while italicizing them.

1 For further discussion on the stratcgy in this ·etymologizing· and ils cultunl signifiance, sec Becker (1995, pp.
236-237). cf. Moutono (1969. p.25)-

J For example,grdhan, or banana, is cxplicatcd as digezrd. bar """""'" to bite after havinÏ mca1s. and indced banana
is a common dessert fruit.

4 0mA1J is also rc1ated with ManY other worels in ncighboringlanguages denoting ilS widc1y-shared rooLlt is akin
among others to the Indoncsian and other Western Malay~Polincsian l~gcs' tcrm rtlmU, the Ba1incsc, Rotincsc,
Rindi and Tetum word"'" Malay 1111""" the: Savunese """, the Atoncsc: .",,', the Ema IINT. the Babar _, the Buru
bll1N4 and the Nuaulu lUItIIL Thcse words are derived from an Austroncsian root mcaning -an associated social
group daiming somc kind ofcommon clerivatiOD or rituai unity· (Fox, 1993, P. 10).

STjahyono foUowec:I Bchrend's mcthod oflooking at cosmology to cxplain tt.e spatial orPnization ofthe palace. but
he proposed adift"crcnt cosmic schcmc (rom the samc en which he arpcd btd more conformity with the Javancsc
palace.

, Sayer (1992. p. 33). cmphasis in the original; cf. Bourdieu (1977. (990).

7 Lombard (1990 v.1) identifies scvcral sub-ethnic groups conœnrrated around some particuJar gcographica1 terrain
which gcncrally confonn with the linguist Theodore Pigcaud's classification ofsub-Ianguage mas inJava (Pigeaud.
1967 v. 1. p. 9).
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•The mcthod ofhis eatqorization bas bccn the subject for many aiticism. particularly in Gea1z's juxtaposition
bctween rdiaious association as in the dichotomy bct1ftCD MIIlri..... and1'i19iwhicb is a eategory ofsocial
dus, supposcd1y put in relation with WIll dJij or small people. Sec KoentjarJllÏDlrat (1985) for altematift reJiaious
and social eatcgorizations.
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CHAPTER Il

THE fORMATION AND HABITATION
Of THE DOMESTIC SETTING

As the fust part ofa series ofdiscussions, this chapter inttoduces the four houses observed while explorlng

their role as dwellings which accommodate daily actirities, before the twO subsequent chapters which are

dedicated to discuss the houses in their capacities ofaccommodating more public occasion: ritual

celebrations ~d tl1eatrical performances. These houses are described in this chapc:er primarily in tenus of

their spatial and figural arrangements. and their users' comprehension ofmeanings. These are embodi~

in the spatial settings and reflected in the users' habituai actions.

Doing their habituai practices, the users express their understanding of the house in their

arrangement of things and positioning of their bodies in space. Conceming this matter. Roxana Waterson

suggests that the produétion of meanings of the house Amay take place, firstly, through the positioning

and manipulation ofobjects in space, and $«ondly, through the human body itself-its placement in.
movement wough, or exclusion fonn a particular space, or in people's spatial interactions with cach

other (1991, p. 167)." t In the relations between spatial arrangements and bodily actions, there are (wo

main ways ofartiadating a spatial setting: positively, by articulating its center; and negatively, by defining

its peÏimeter. Both positioning a building in the middle ofa site and enclosing a site with a wall ttansfonn

the land into a defined space. In relation to the users' activities, a centc:r orients the participants. while a

perimeter conuols their admission into the space.2

Center is a relative position: an object acquires centrality wough people's a~ons which reveal its

signifiance. More than simply standing in the middle or having an extraordinary shape, a centtal figure

stands as an object in space which orients bodies and other objects to il, and interrelating them in

meaningful actions. In this construet, "'center' is not a concept ofgeometry but one of the musculature

with ail its kinesthetic ramifications, oforientation in response to the pull ofgravity, and a sense of

feeling inside" (Bloomer. Moore and Yudel1, 1977. p. 58). Re1ated to praetice, centrality is relative; a

storage space in one day may hecome a focus ofa rituaI in another tinle. As a relative position. center is

trans-figural and ttans-spatial.lt may be emboclied in one object ooly to he ttansfmed to another, in

objects movîng in space, or simultaneously in severa! objects.
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ln shaping the space, a perimeter means spatial boundaries as weil as rules goveming admission to

the space. 1extend the notion ofspace-detining perimeter to caver nOi: only an opaque wall but aJso an

e1evation, a row ofcolumns, eaves, a contrasting degree ofillumination, with varying permeability.

Inclusion and exclusion as mechanisms ofcontrol over the space are applied ditrerendy to different

groups ofpeople. In a domestic domain-where the inhabitants are ofdiverse and superimposing

categories. such as, kinship. gender. age and staNS, and the visitors are related to the inhabitants with

varying degrees offamiliarity-tbere is no cleu-eut division which fuIly separates the usees. Consequently.

these visitOfS- also have varied degrees ofpenetration in entering the house or parts of the house. We will

close1y examine these diverse degrees to define the role ofboundaries il11d connectors as the machinery for

admission and seclusion.

In describing space as an enclosed domain, we find diffcrent leve1s ofenclosure. Sevcral rooms within

a building fonn a certain configuration, but some buildings enclosed in a courtyard also constitute a

higher-leve1 spatial configuration; likewise, several courtyards are interre1ated. To analyze the spatiality of

a house, we should discem mis multi-leve1 spatial organization particularly in relation to the grouping of

people and activities in space.

Due to the great diversity in the composition of the inhabitants as well as in the spatiality of these

houses. 1organize the following sections to introduce these houses on~-by-one. Without proposing a

Iinear evolutionary proce5$, these sections are ordered from a simple house with a single pavilion

inhabited by a nuclear family to those with more multifarious social and spatial constructions.

THE FIR5T HOUSE: DIVISION AND FLEXIBIUIY IN A 5IMPLER OMAH

1 In an ontllb which was close to PaIe (Mr.) Sura's work place, the Suras couple once lived with their six

children. three boys and three girls. He traded in the neighboring market. after previously wo.rked on bis

farmland which was being sharecropped by a relative. In addition to Pale Sura·s incorne, Mbok (Mrs.)3

Sura sold food in ber house and in the market. ACter her busband died in the euly 1960s and ber children

had left the house after their marriage, Mbok Sura now lives with her youngest son who is still unmarried.

lnitially. the Suras· OM was a single structure with a rectangular plan and a rustic saddle-shapcd

roof. Later. they built an adjoining structure for a kitchen and storage beside theii bouse since Mbok

Sura's food business rcquired a larger workspace for food preParation.

Their house which faces south is situated on the rear halfof the land. South is the preferred

orientation for houses in Central Java, and particularly in the south-ccntral region. In many cases,

regardless of the re1ationship ofa house to an adjacent street. the bouse sNbbomly faces south. which is
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gmerally seaward. More man balfof the land is lm empty as a liIIAT or housqar~A couple oftrm and

bushes bordercd the clear ground, the vacant """'. In the late aftemoon, whm the clay gets cool and

people had retumed Crom thcir work, the l414r became the most sociable part of the settlement

Lying in the middle of the house's symmetric façade, the front door was the formai opming ofthe

house, through whim a guesr. especially a male, was Cormally admitteci to enter. It stood, then, aS an

invitation and admission point to tum aCoreigner into a respccted invit&. However, the action of

entering was stopped with the IlMlIdhag, a piece ofwood laid as the lower threshold at the bottom of the

opening. Ifa guest did not want to stumble over the tlM.1lJMg. he had to stand in front of the door for a

while, and watch his step carefully, in order to prepare himselfto enter someone's tmitory, to r«me the

greeting and to recognize the authority of the master of the house..

Besides the front door and two side doors, this house had no other opening, so that occupants often

refeaed to its darkness. Cil cou1dn't enter the house without stumbling my foot over 5Omething.• a

grandson said to describe the contrast between the dim imide with the bright outdoor. Apparendy. shade

was the primary spatial definition of the house space, contrasting with the dazzling atmor. With the

poriferous geJ1Jlg, woven bamboo walls, whim enclosed the entire house, the interior might have sufticient

ventilation, though the darkness remained. It was a space ofvisual privacy and intimacy whue the

dwellers withdrew from the sociallife into an unscen place where they cou1d rest comfortably. In contrast

to the clean frontyard which was swept evetyday, the interlor was quit: messy. "It was very dark, 50 no one

could see that it was dirty•• one ofPak Sura's daughtus said, as ifto imply that they could do whatevu

ther wanted.

The house space was divided into t'RO main parts, separated by enclosures and floor levels (see Figure

2.1 and Figure 2.2.). On a lower-level Ooor. the front room was a continuous space, occupying two thirds

( of the house. Both sides of this room was filled with two large 1U1'11fts, mu1tipurpose wooden beds. Behind

this large room was the elevated part of the house. This higher-Ievel space was diVided into three enclosed

rooms named SeIII!NnIgJ. simply meaning encloscd spaces, standing in a row against the back of the house.

Flankcd by t'Ro forty-centimeter-high am1Jbu and surrounded by the four main posts of the house.

the space in the middle of the front room was cleuly clcfincd. This space was commonly calledjoga., from

the wordjllj.,all. meaning the destination, since it lay directly behind the main door as the arrivai place

for one who entered the house. The tops ofthese four surrounding columns were bound with clouble

beams. With these boundaries, the middle space bceame the center of this room. A set offurniture,

consistingofone round table surrounded by four arm-chairs, ddined the fUnction of this space. The set

of furniture was the "throne- for the "king- ofthis olllll1J, Pak SUla. Only the father had the privilege of
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using this set offumiture in a formai manner. In

mis place, Pak Sun received bis guests. especia1ly

the formaI male visitors.

ThejJgll. was the place for expressing and

then negotiating the staNS of the family with

others whenevu Pak Sura, as the represenrative of

the family, met a guest. This space had two

adjacent butTet-like cupboards at the back

containing glasses, china, silverware and some

pillow$. These cupboards wue showcases for the

best family possessions. which were not used for

daily life. These abjects also artieulated the

primary funetions served by the omah. The bouse

was the place for settling down and perpetuating

life in sexual relations as represented by the piles

of pillows; and the place for sustaining life as

represented by dinner sets. Mbok Sura would

receive female guests anywhere, though usuaIly

either in the kitchen or on the side Ilmbhu where

they might chat informal1y. Although female

guests were marginalized. by not being entided to

enjoy the privilege ofthe center, chey were also

free from the burden of formality and politeness.

They were intimately tteated more as family

members chan formally respected guests.

After the death ofPalt Sura, Mbok Sura

assumed the role as the head of the family. Even

though she was responsible for its well-being and

dealing with the larger society, she did not fully

aet as the house's representative. This was clear in

ber reluetance to use Pale Sura's spatial attribute,

the furniture in thejogllll, which was too fonnal

for her ta sit face-t~face with guests and was too

17
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exposed, since it Iay direct1y in the main acœss to the house. Later. when only IWO people were living in

this house"and alllllll1Jhu had bem removed. she changed the fumiturc: to a less fonnal style-a set of

inapensive metal chairs with vinyl covering-and placed it in the west side ofthe house, in a less exposcd

place. The style and the location of the fumiture had changed. but this dderlyJavanese woman was still

quite uncomfortable receiving an unfamjliar male guest in chis place. At the time 1visited her, she would

sit here while 1wandered about the house, and she would leave upon my return, on the pretat ofdoing

some domcstic chores ta avoid sitting face-t~face with me.

Immediately behind Pak Sura's territory was an enc10Sed room. It was the middle room of three,

standing against the back of the house, the SetllINntgs. Coveredwith a picce ofc1oth, this central selftho",

was accessible but invisible. Exeept for a low ll1tIIJbI covering its whole floor, it was empty and remained

unused for any domestic activity. This room was a spatial interruption, a picce ofemptincss in the middle

ofbusy areas.

The central Setllbtmg was regularly transfonncd into a temporary bousehold sbrine. Once every

thirty-five days. Mbok Sura used to perform a ritual, putting in this room a SlnaU offering consisting ofa

small oill~tcm, some sorts of flowers and burning incense. She converted the cella into the shrine of the

household, a seat for the ancestral spirits temporarily residing there to bring prosperity. In popular beliet:

the visiting spirit was personified as Déwi Sri, or more familiarly Mbok Sri, the goddess of riee and

prosperity, and the patron ofagriculture. As the woman of the house, Mbok Sura was responsible for

dealing with the ancestress. Thus. the remarkable tie of solidarlty among Javanese kinswomen as observed

by an ethnographer, Hilderd Geertz (1961), apparendy went bcyond the hwnan sphere reaching the rcalm

of the spirits.

When this family was still engagcd in fanning, this room had anather signifiance as the point

connecting the house. the rice field and the ancestral power protecting both. Belore the family barvested

their field. they performed a .iwil. the ritual ofbeginning, to seek pardon from the riee and its protector

before chey cut the stalk in order to ensure a prosperous harvest. In th: rice field, which was relatively far

away in the eounuyside. Mbok Sura eut sorne ears ofrice, and tied them together. She ca11ed this bundle

nut1llhl, meaning bride or bridai couple. She solemnly brought the nutlltbt home to he placed in the

central setllbo", for several days. In so doing. she convertee! the house into a granary. ACter the rice was

dried and hulled. it was stored in the cast SDltbng, in the elevated part of the house, betwem the shrine of

prosperity and the kitchen, the rea1 place for fulfilling family neecls.

Located in the very center of the house surrounded by other rOOJD.s, the central IIIItlNn« also meant

security. Precious family possessions were commonly storee! in this place. One ofPak Sura's sons said that

a setlllHntis 1U111Jbr was usually made very low, only several centimeters above the tloar, to protect the
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valuable articles inside. With a very low 1tIII1JhI. a thiei'could Qot IlÜNllJtI1J (a common way at mat time for

a miel to break into a house by making a hole in the wan undcmeath an..un and hiding there until it

was saCe to thieve).4

As a holy spot, this nl1Hnlg was somehow separatecl from daily liCe. Geometrically. it was exaetly in

the middle, but, funetionally, it was at a distance. W'ith no fimction relating this space [0 other aetivities

in the bouse, in pragmatic cums. the day.tCHlay function ofthe house was undisturbecl whm this room

was taken away. Once in the 1970s the Camily was in a financial shol'tslle, when it no longer funetioned as

a household or agriculture shrine, the SIIII1Hntg was the tirst·part of the bouse the Suras rentcd to a couple.

ln front of the east and west snlbtntg, there were huge llIIIJàs f1anking the jogll1l space. They filled

both sides of the house and could not be taken out without disassembling their elements. Due to their sile

and immovability, these llIIIJàs were not fumiture. They were platfonns within the bouse, elevating the

floor level to define funetional zones from circulation areas.

These IUfIbhu were multipurpose. The bustling domestit life took place on them, from clay to night,

throughout the life cycle. They were both places for resting and working, as weil as giving birth and dying.

In the afternoon following work, chey wcre places for a nap or just relaxing, and in the evening they

became sleeping platfonns for the whole family. However, there were no restrictions against doing small

domestic chores on the 1lIIIJàs, particularly women's work, such as sewing cloches or chopping vegetables.

Interaction between family members as well as with familiar guests could he condueted comfortably in

these places among stored small utensils, tools and clothes. It was a1so a suitable place for everyone to have

a Meal When the house rcceivcd a largcr number ofguests, the ambht might a1so serve as the extension of

the formaI set ofchairs. If the Il1IIbbu were to he lahelled, it would rcad "bcdroom, living room, dining

room, storage and closet•

r No definite physical boundaries appeared on thac "living platforms.· Gender and age were not the

matter ofa permanent space designation. Daugbters tended to sleep close to one another, tbougb in no

special place. likewise sons. There was only a small divider to the cast of the door bebind whicb the

parents would usually sleep, tbough if they needcd more privacy, they would sleep in the west nt!Hnlg. In

Mbok Sura's later years, when she needcd a more private place to sleep, chis sntlJo", became ber

permanent bedroom.

ln 1985 the house was totally renovated. A brick masonry wall replaced thegttl/Jtg encirding the

house. Windows were added since the massive wall did not allow ventilation. Tbese windows also allowcd

grcater illumination, and it was as if the whole front space was transformed into a bright, exposedMa1l.

However, the windows on the corner where the son now stays are rarely opened, and Mbok Sura's room,
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the west stIIl1NnIz, bas no windows. Therefore, both ofthan still live in clark spaces. as thq did prmously.

Mter the renovation, the oo1y preservedgrdAiz wall was that covering the tbree JelltINnIgs denoting mem as

places ofongin.

Reriewing the spatial division in this house, there are two kinds ofspaces. remarkably articulated and

placed along the main axis of the oltlllb. The portion that is wider, brighter, more exposed, accessible,

public and often "male,- stands in front ofthe more narrow, clark, protected, enclosed, private, saaed,

inaccessible, -female- part One relation expressing this duality is in the COQUast between the exposed

joga" for social interaction and the encloscd sacred central stlltiHmg used for household rituaIs. and is

elaborated in the contrast betwem the lowel, wider and higher-ceilinged part of the front space and the

elevated and enclosed row ofSl1It1Hnf&s. The wide and public 1AIIu, and the dark and covered omllb, show a

comparable duality. Thus, even this simple house has already shown severallevels ofspatial

differentiation.

Unlike the fonnal relation between the front and the rear portions. the relation between the side

parts is more flexible. The tension resulting from the grouping ofusers and aetivities is eridenr. but it is

always in a state ofexchangeable spatial allocation. If the parents prefer to stay on one amlJht. the children

stay on the other; or ifsomeone is working on one side, the other person sleeps on the opposing side. The

tripartite division of the snttbongs rcveals the same idea ofa tirm center and alterable supporting sides.

THE SECOND HOUSE
EXPANDING THE FAMILY, ELABORATING THE OMAR

Though no one knows when chis house in Karangbim. a neighborhood at the sôuth end ofthe city, \Vas

builr. the inhabitants estimate it was roughly around the end of the last century. The house appears as a

row of three buildings with similar roof shapes and sizes. interrupted by a small courtyard alter the second

building. On the eastern side of this facing-south house stands a long pavilion adjacent to the two front

buildings. Compared to the Suras' olflllb. which consists ofa single pa,ilion, this multi-pavilion oltlllb bas a

more compla spatial arrangement

There are two familles currendy living in this bouse. The Amads is the principal family. Mbah'

Amad, husband and wire, have twelve children. Most ofthe children have married, and some ofthem stay

nearby and often gather in this bouse. After the husband Mbah Amad died in 1976. His wire currendy

lives in this house with her only unmarried son. Like many familles in Karangkaièn, the Amads were

engaged in traditional batik-making. Using some parts oftheir bouse tor producing batik, they employed
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a couple ofdozen workers until the faetory closed down in the late 19105 due to the coming ofsilk...screen

printingtechnique.

Sutinah, an elderly woman who is a quite distant cognate ofthis family. heads the other family. In

the late 19605 aCter she had separated from her hwband, she asked Mbah Amad ifshe could live with him

in the bouse. She stayed in the howe with her t'Ro children, helping with domatic chores and other

menial jobs. It was common at that rime to atend family solidarity by accommodating distant relatives.

especially those coming from the countryside to find new livelihoods in the city. ACter her daughter had

married, she continue<! to live in this house with her unmarried son.

In the mid 1960s. the Amads renovated their house. They replacedgtd.Wg walls with brick masonry,

except for the [wo adjacent pavilions in front, which remained as they were. The front ofthcse t'Ro

pavilions was cnclosed withgtd.Wgwalls. and fine wood carving partitions enclose<! the pavillon behind. As

the initial parts of the house, these [Wo buildings wcre well-preservcd.

Similar to the name of the entice house, the rcar pavillon ofthes~ t'Wo is. aIso ca1lcd oflllllJ. This name

is use<! in a relative sense. Iffrom the outside we say "Mbah Amad is in bis onutb,JI this may mean

anywhere inside. But, ifsPOken in one part of the house, ie would mean that he is in mis particular

pavilion. The similarity of the names suggests that this part reprcsents the whole howe.

As the representation of the whole omU idea, this pavillon bears some qualities ofofllllb as a totality.

Ifwe detach mis inner o11l4h pavillon, we would find that this building would have many qualities to stand

aIone as a complete house. Five windows are placed around the wall, as if this pavillon stand

indepcndently, even though three of these windows are never opened, since they do not have direct

contact with the outside. The spatial arrangement of this building veIT close1y re~bles that ofPak Sura's

house. Thrcc rooms in a roVl, the smtbongs, are set against the back with a large space in front of them

.( (compare Figure 2.1. and Figure 2.4.).

With a spatial arrangement similar to that ofa frccstanding house, further spatial division in chis

building was accomplished by placing furniture in the manner ofan independent house. Two large ambhu

fillcd both sides ofthe room and a table and four chairs occupied the space in front of the central

sntbtmg. The front daor was hardly opened, so no guests entered at this private and enclosed pavillon,

though the furniture was set in a formai manner as if it were ready to r«eive some.

With delicately-carved wood frame, the opening ofcentral-satho", is the most elaborately dccoratcd

Part of the house. A bright blue curtain, contrasting with the clark brown surroundings. covers the

opcning of the settlbong. This rarely-opened curtain is a scrccn to conc.:al the mysterious rcalm behind. A

1().cm...high step and a stumbling 1Ü11IIlJN« beam obstrUees the way to enter this cella discouraging the

inhabitants from funetioning this room in daily purposes.
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With. the coming ofthe IsIamic reformist movement in Karangbjèn around 1925. many fOnDS of

ancestral cuits wcre discouraged, even abolished. The ttadition ofprescnting an otfering to spirits residing

in the house shrine or to possess~ed objects commonly stored in the"'" disappeared.

This setftlHntg is a space dissociated from eontemporary circumstances whcre ther store thin&s which

are not part ofthe present life. Later. when thq wcre no longer CDlaged in the batik business. the Amads

stored their valuable tools imide this room, whue they became a part of the past Many scattued chalk­

wrirings are inscribed on the imide wall ofthis SIIItMg,~ recording signifiant family events

followcd by their dates-for instance. the birth ofa child or grandchild ofthis family. their graduations

from high school and even the birth oftheir cal. This wall became a unique family chronide, inscribing

evenu in a timeless space.

This house within a house, the inner tJ1fIIIb. was mainly dedicated to the masters ofthe house, Mbah

Amad, husband and wife. When they were newlyweds. the whole o1llllb pavillon was adusively theirs.

They wually slept on the western Ilmbht. but the wife Mbah Amad started using the eastem one when she

began having children. The eastem Ilm1Jhl was a special place for Mbah Amad to give birth, since at that

rime most ·women had theu babies at home. She cuddled her babies while they slept and breast-fcd them

on this am". This east-west division recalls the prevailingJavanese association ofbirth and growth with

the cast, and age and rest with the west.

A similar and adjacent pavilion in front of the tJltUIb is callcdptndbll/la. an open-plan building

encirclcd by a simplegedbtg wall. Placcd in the front portion with a simpler enclosure. this building is

much more accessible than the inner oltUlb. Howevcr. most of the timc, the pntdbllJNl did not lunetion as

an introduetory space before entering the o1flllb. since both" spaces is hardly connected.

Lying at the periphery. this Pavillon is the most public portion of the bouse. Familiar people. doser

neighbors and workers. may freelyenter the jJIIId/JIlpIl. Until the carly 1960s. radio was still very rarew and

Mbah Amad was among the very few people to have this electronic luuuy. To entertain neighbors and

workers sraying ovemight in bis bouse, be frequendy put the radio in the ptttdlNlpa in the evening and

played it loudly. He let bis front house fi1l with people. women, as weil as men. sitting on mats listening

to their favorite programs until midnight When Mbah Amad was still involved in social organizations.

this buil~ occasionally served as a meeting room for him and bis male companions. A large table and

some high chairs wcre placed Claetly in the midclle of the pavillon. a larger version of the fUrniture set

inside the oltUlb. In this more elaborate bouse formai social interaction aetivity was detached from the

inner omab to occur in a special place, thepetldbapa.

22



(

(

Figure U.
The Amads' expanded omah.
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Figure 2.4.
The Amads' expanded omab:
plan and axonometric drawing.
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Nowadays, thispnu/JJtzptt mainly serves as the living space for Sutïnah and ber ooly son. Somegrd/Iè

dividers are placed between columns makiDg two small bedrooms at the corners. Sbe stays on the east side

ofthe pad/Hlpll and ber son takes the west side for bis room. These rooms provide some privacy for the

inhabitants in this public pavillon. However, living is not ooly about withdrawing inside; it is aIso about

meeting others. A facility is set aside for this subordinate family to receive their guests. Some old chairs

and a table are plaœd along the west side for this purpose, since placing them at the center would look too

ostentatious for this family.

A strikingly similar spatial division occurs between the pnu/JNlpll and the inner om4b. At this rime,

the inner om4b bas the same composition ofinhabitants. a widow and ber bachelor son. Similarly, Mbah

Amad occupies the wt part and ber son stays on the west side ofthe ow. The east-west order related to

youth-old is reversed. Since no rather authority exists in this building mymore, the fumiture symbolica11y

set in front ofthe a/bong has also been removed to the west leaving the central space empty.

The most beavily-used part of the bouse is thegll1ldbolt, the attaclled pavillon to the east, whicb was

the living space for Mbah Amadis childrm in their adolescence and the place where ther did aImost

everything. Obviously, with elevm children this place was very busy. This place also had the most

frequently changing functions. Whm most oftheir cbildren stayecl togcther in the bouse, it was filled

with ambhu to accommodate their domcstic activities. Geoder segregation was the only consideration for

deciding wmch aml1hl they slept on, without any vertical boundary separating thcm. The ll1IIbhI at the reu

was for the girls, while the boys occupicd the front IUIIbht. When only a few cbi1dren remained in the

bouse, halfof thcgandbo/t was allotted for dining. thougb it was rarely used for cating togetbcr. Later,

aCter the youngest daughtcr had married and needed a living place, this halfwas used for ber room and the

dining room was shifted to the rear extcnsion. Nowadays. the space Îs used for w~tching television and

other casual aetivities. With its flexibility, thc ga"tlbo/t is a buffer zone for accommodating the changing

nceds of thc family.

The inner om41J extends to the east, forming another jJga1l neac tbc gtUUlbolt, the critical point

between thc parents' and children's spaces. Thisjlga" is a very casua1 place, with no furniture aside from

some mats spread over the floor. Sitting aoss-Ieggcd and leaning on thc carvecl-timber wall ofthe olNl1J.

Mbah Amad, husband and wife, enjoyed gathering with their children and grandchildren. Rather titan

wing thc pmdJJapll pavilion, they receivecl most guests in this familiar space leaving the large hall for very

formai meetings when they nceded to express their staNS more aplicitly, or for public gatherings wben a

largcr spacc was required.
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A couidor with a lowered floor separating the lfI1IIlboIc !rom this sideMa is whue most ofthe

traffic occur. It is the funetionalline conn«ting many parts ofthe house. in conttast to the symbolic

spine, the axis ofthepnrtiJlqa and tJlII41J conn«ting the main cloots. which is harclly uW in daily

aetivities. The pe1U/IHIpll, gtUU1JJoi and inner 0IIUIb. are an accessed from this passageway. It aIso serves as the

garage for their bicycles and a motorbike, because the dwellm perceiv~ that chis busy path is the

continuation ofthe circulation system outside. 'lIt went tbrough the mosque,D Mbah Amad said pointing

this passageway to explain that, for the dwellers ofchis tJw. the indoor path was part ofthe network of

neighborhood alleys.

When this family was still engaged in batik-ma1cing. the livable ga1UlJJo1c and in busy pamway played

anomer critical role. They connected the (Wo working spaces, the pnuL;apll where women waxed the fabric.

and a working space behind the house where men dyed the waxed c1otb. Therefore, while sitting on this

jogall, Mbah Amad might supervise these working people. Along this pathway, the raw materials and the

products of chis faetory were stored, allowing the owner easier conuol

Thisgll1UOJo1c extends to the front, along the eau side of thepmdllilplL The front portion, namecl the

southerngallliJJo/e, is a special place in this house for newlyweds to stay before they have meir own house.

Mbah Amad's brothers and children, as well as Sutinah's daughter, livt.ad in this part for a some yeatS after

their marriage. With a removable partition, the southerngalU67/c was divided in t'Ra, the front guest room

and the rear bedroom, to fulfi1l the "essentialD necessity of.domestic life. The similar dual division ofan

omllb appeared, making this part like another house within a house.

Another pavillon of similar size to the inner tJtrIIIiJ is lafIJolI, the kitchen. The kitchen is the common

facility for the an families living in the house by their sharing hearth and meals. A large ambèn occupies

the center of this pavillon where the women of the house oCten spent their rime doing domestic chores as

well as relaxing.

Comparing the overall spatial anangement within Mbah Amad's house with the simpler

arrangement in Pu Sura's house, there are two basic idea.s, the elaboration and replication oforder. The

axial arrangement ofan open place for social interaction and enclosed domestic shrine flanked with

multi-purpose domestic spaces is elaborated in Mbah Amad's house b)- the development ofeach element

into a pavillon. ThepmtIJJapa hall corresponds with the jogall, an exposed and public guest-receiving space.

Both are places where the men of the howe represent the family in interactions with members of the

wider society. The limiteci access of the inner onutb bebind theptIIdhapa recal1s the impenetrability of the

central setlllHnIg.1n Mbah Amad's house, the accumulations ofdomestic activities on Pat Sura's lateral

amlJhu are transfonned into a multipurpose pavillon, thegalllDJolc.
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Besidcs having a place ta stay, other familles living in· the Amads' house a1so need to express their

existence by condueting thm own interactions in their ·sub-bouses.• Therefore, ther configure the

assigned spaces to resemble the inner-outer duality ofan tnIIIIb space.

The inner oma/J itselfstands as a prototype ofa bouse or a replia ofthe -ideal- spatial arraDIement

It inspircs the spatial arransement ofthe parts of the house as a whole. Howcver, the application this

order is intupretable according to the values ofthe users, adjustable to accommodate particular needs;

repliable in many parts of the house, or even partially rcversible and reducible.

THE THIRD HOUSE: DALEM, THE SITE OF APOWER S1RUGGLE

A largerJavancse house, usually that of the nobility, is called a tiJzIDn. It is named after the owner, since it

( indicates the existence of the owner as the ward"d41em" also means -l" for a noble persan. As a city

initiated by aristocracy, Yogyakarta has a significant number oftlIdems scattered around the city, cithet

inside or outside the inner-city wall DllIem also means inside and enclosed. Accordingly, this type of

residence is usually distinguished by its high wall encircling the entire territory. .

Socially, a d41em is a multi-family dwelling and a community house, encompassing a wide range of

societal groups. Besides the noble familieSt there are many 1IlItgmiIris, common PeOple living in this d4/nn.

Initially, mer were the servants of the nobility who lived here with their familles. They came from the

counayside not only for «onomic reasons. but also with the expectation of the blessing ofthe aristocracy

and the prestigious status of living doser to the nobility. They provided protection and service ta the

nobilier, and the nobles gave them the right to live on part of the tl4Jem (Ikaputra et aL, 1993, pp. 2-3).

( T1Jt lnhabitants: Stalus and Territorial Control

The history of this Dalem shows that space is socially attributed to power ru1ing over il, and power needs

to control a certain territory to express its existence. Within the stratified community living in the Dalem.

social mobility has resulted in struggles over territory. However, the most obvious dynamics are among

the dwellers of the main house, the nobility whose existence depends heavily on the proximity to, and the

favor ofthe Sultan. Genea1ogica1ly, each successive genera~on ofa noble is a step away from the ru1ing
. .

lineage, which means one step down in its staNs. unIcss it successfully refreshes its ries with the succeeding

ruler.6 Consanguinal relation, however, is not the only way to link to the ruler. A doser affinai. official or

persona! relationship with the sovereign could grant one higher status.

In 1924, Kangjeng Rad~n Tumengung Wiraguna, a141;11 IuuJip41hf or chiefadministrator ofthe

Crown Princedom, started to transfonn bis office into something ofa""-. He began by building a
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Figure 2.5.
Dalem Wiragunan/Kanoman
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small house on the west side ofhis property, tanporarily residing thue. Subsequently, W"uapna set up a

large house in a prince1y style ofjJgltJ, the building with three-layued roof in a trunated-pyramid sha~

at the center ofbis land. Known as Dalem W'uagunan. the house bad a size and style whim showed the

relative power its master had accumulated.7 Around the palace only hiYler nobility l'as customarily

deemed suitable to live in aJe- house ofsuch a size.

Wîraguna acquired many ways to relate himselfwith the Sultan. & a chiefadministrator ofthe

Crown Prince. he was one ofthe higher Sultanate officiaIs. Seing an artist ofthe court, he was a

prominent danc« and a great composer. In tenus ofkinship, Wiraguna was relate<! to the ruling penons

in various ways. He was a grandson ofSultan Hamengkubüwana VI, and he assurcd bis position by

marrying bis eldest son, Punradiningrat, to a daughter ofHamœgkubuwana vm, making him a 1JIsa (a

parent-in·1aw ofsomeone's child) of the Sultan. One ofWiraguna's sisten was the official consort of the

H8VI
(1855-1117)

o H8Y11
(1117-1911)

(

.":,~",-
/Î.

..' .,; + the Crawn
-.~" Prince
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Clown Prince, the son ofHamengkubuwana VIl. but she was widowed belore her husband ascended to the

wone. As a respected dowager she was known as Kangjeng Ageng. The Older or Greater Laély. who aIso

lived in dûs tlJz/em. Upon completion ofthe house. W'uaguna stayed in the western halfofthe maiitliving

space, while the other ha1fwas reserved for Kangjeng Ageng. ChaJiIing its name to Dalem

Purwadiningratan, Pwwadiningrat occupied the main house aCter Kangjmg AgeDI and Wiraguna died.

However. the Sultan also allowed Kusumadiningrat, another Hamengkubuwana XI's brother-in-Iaw who

was also Purwadiningrat's 1JIsIz1l. and bis family to stay in the part previously used by Kangjeng Ageng. By

the rime Hamengkubuwana IX died in Oetober 1988. Kusumadiningrat and Purwadiningrat had a more

distant relationship with the ruling power. PurwadiningratOdied shortly after the death of the Sultan.

Hamengkubuwana Xassigned this daIem to bis eldest sister Gusti Kangjeng &atu Anom. and asked

Kusumadiningrat to leave the tlaIem and stay in a much smal1er house. Familles ofWiraguna's and

Purwadiningrat's descendants moved to more marginal places in the tWmt.

Ratu Anom startcd to live in this tlaJnn at the end of 1989. aCter which the tlaIe", became officially

known as Dalem Kanoman. As the eldest daughter of the dcceased Sultan. Ratu Anom is in a very secure

position to occupy this house. Hierarchically. she is third among the female aristocracy. immcdiately aCter

the position of the consort ofthe ruling Sultan. and the wives ofthe dcceased Sultan (Saleh, 1989. p. 36).

With one of her two sons. she occupies the entire main building of the Dalem. since her husband and her

other son remain in the capital city ofJakarta. Due to her secure status, &aN Anom does not hcsitate to

spend money renovating the whole Dalem. Bcside$ improving its appearance, renovating the whole Dalem

means rcclaiming the territory as being under her control

The dynamic tensions among dweUers ofthis house from one generation to the nat show how a

house aets as a statement ofstatus. By elevating his or her status. one occupies a certain position in the

social hierarchy that determines his or her right to oceupy a certain part ofthe house. Rcclprocally. one's

occupation ofa particular part of the house enables him to maintain his or her status.

The Cou'9ard Configuration

Like mostJavancsc houses in Yogyakarta. Dalem Kanoman is orientcd toward the south. Two huge front

gates arranged symmetrically dominate its appcarance from the street, revealing the house as a walled

space. Through these gates one can sec the nat gates ta enter the inner enclosure whim are placcd Wally

behind the main gares. Therefore, from fust glance one knows that the d4I4m basica11y comists of severa!

courtyards. There are t'Ro main adjacent courtyards arranged axially. "'hile two smaUer courtyards cxtend

ta the cast and west of thé main pans.
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The frODt courtyard serves mainly as a public space, an island ofopen spaœ in a dense urban

settlement. It is centercd in the petu/JNlp1l, an unwa1led hall standing at the midcUe of the courtyard. The

openness of the petu/JNlp1l gives a visual continuity aaoss the yard, making the structure appear as a shelter

in the middle ofa yard, unifying the surrounding OPen space and buildings. ramer tban as a building

blocking the interaction between t'Ro sides ofthe courtyard. Rows ofsawMdl trees (Maailltlull hudu)

around the pnuJ/Ntpll extend the sbade of the halL

Having direct access to the eastern and western courtyards where most of the WIIJIm'lTÎ houses are

located, this open space is the houseyard for everyone living in the d4/em. Even though the main hall

remains under the owner's contro~ the surrounding buildings function as commÜnity facilities. At the

front, between the t'Ro main gates, is a long pavilion initially built as a guard house and garage. This

building, along with a gallery on the southem edge of the petu/JJqtt. was used as a kindergarten and an

elementary schoo~ educational facilities within walking distance ofthe neighborhood.aA prayer house on

the northwest corner of the courtyard, r«endy restore<! by &aN Anom, is used for daily prayers initiated

by a neighborhood youth organization. Children playing outside, people chatting, boys playing soccer,

vendors selling snacks and other daily social interactions are developed in this open space. ACter the 1990

renovation. this courtyard was pave<! and bordered with ornamental gardens separating these buildings

from the rest of the yard, and the open space cbanged from a livable courtyard for the people into a

vebicle traffic area (see Figure 2.5. and Figure 2.9).

In gener~ the rear courtyard serves the domestic purposes of the owners and their doser familles.

With the main house standing in the center, this courtyard is divided into eastem and western halves.

Unlike the public-private separation of the front-rear courtyards, gender segregation plays a prominent

role in the division ofactivities in the east-west courtyarcls._This gendered divisio~ appeared clearly,

particu1arly at the rime ofWiraguna, when two family heads ofdifferentgenders but with equal social

status, Wiraguna and Kangjeng Ageng, lived in the Dalem. The western courtyard was mainly usccl by

Wiraguna for male aetivities, while the eastem courtyard was for Kangjeng Ageng and female affairs. Both

courtyards have direct access to the main house and the public front courtyard.

Abuilding on the western end of this space was the temporary house where-the Witagunas resided

before the main house was completed. ACter the completion of the main house, this house functioned as a

gamel4.-orchesaa rehearsal haU. typical male aristoaatic entertainment, since Wiraguna was a great

Javanese composer. The western courtyard continues to accommodate a family from the male lineage.

Purwadiningrat's son who married Kusumadiningrat's daughter stays in the north-west corner ofthis

courtyard with his family, after moving out ofthe main house becausc ofthe arrival ofRaru Anom.
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With the dderly woman, Kangjmg Agmg.

occupying the principal part ofthis space, the

eastem courtyard was chidly a women's sphere.

This courtyard was extended to the back ofthe

house. At the reu end of this space was the MOst

obvious women's domain, the kitchen for bath

households. A long building containing a row of

rooms was situated along the eastem wall of the

courtyard, that was reserved for Wiraguna's

unofficial wives and daughters. Currendy, the

building is inhabited by the family of

Purwadiningrat's daughter, a family tied through

its wornen to the house lineage.

The courtyards extending to the east and

west accommodate various aetivities. Most of

cheir areas are occupied by the magmaris, PeOple

living \Vith and providing service to the nobles.

About fifty households currendy live in these

areas, crearing a dense setdement Houses are

placed along the border ofthese courtyards with

public wells and bathrooms in the Middle. This

courtyard also serve<! as a extended space for

conducting some of the Dalem atrairs. After

reaching their adolescence, sorne ofWiraguna's

sons left the main house to stay in a pavillon in

the eastern counyard. On the southern part of

this courtyard was a stable for Wiraguna's horses.

To SUIn UPI the spatial configuration of this

Dalem consists ofa public courtyard in front ofa

more private inner area divided into male and

female halvcs. Two buffer courtyards with various

funetions adjacent to bath sides support the two

main counyards. Such a courtyard configuration
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1. Wiragunals initial house
2. Prayer bouse'
3. Wingunals office
4. Guard pavillon
5. Wangunals living spaœ
6. Kangjens Agcngls living space
7. \Vangunals secondary wivcs' living space
8. Kitchen
9. Tea-making house
10. Stable

Fleure 2.7. .
The initial configuration ofDalem
Wirasunan-
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recalls the pavillon arrangement in the Amads'

house with the public pmdbapa standing in front

of the inner om"" which has a multi-purP05e

gandhok on its sidc; and the jogan and sntth01lg

flankcd by ambèns in the Suras' house.

Tbe klain House

A group of structures at the center of the daltm territory

comprising the house of the nobility is the main part of

the dalem territory. This building has a strict

symmetrical arrangement, contrasting ie with the more

organically arranged surrounding buildings. The a."<is of

this symmetry begins from the point between (wo huge

gates on the front wal~ continues through aIl the parts

of the main house and ends at a smal1 octagonal pond at

the back of the house.

Conforming to the division ofcourtyards, the

house has a front and a rear part. The front part is a

pendhapa, the open hal~ and the rear part is called

dil/em, or more precisely dalem ageng (great dalem), to

distinguish ie from the like-named main building

and walled area. This similarity in name denotes

that the dalem ageng stands as the representarion of

the whole dalem main house; and in curn the main

house is the manifestation of the entire wallcd space

called Dalem Kanoman. Unlike the opened

pendIJapa, the daltm ageng is a toully enclosed space.

A thick wal~ with rarely opened windows and daors,

encircles the dizlem's space.9 Both buildings are

co';ered by joglo-shaped roofs with their striking

mountainous appearance standing on the main axis

of the territory.
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Figure 2.8.
The present spatial allocation of the
inhabiting families.

Figure 2.9.
Th~ front courtyard during the
residency ofPurwadiningrat (1985)
and Ratu Anom (1994).
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Thispttu/JNzp4 bas three Iayen ofroofsupportect br rows ofcolwnns concentrical1y ananged. Four

main POsa. the SIIIut gMtIIS. support the uppermost layer of the roofat the center. These soaring pillars

vcrtica1Iy mark the central space of thepetIIl/Nlp4. T_o row! ofcolumns màrcle the SIIlut gM17IS to

strengthen the existence of the vertical center. Some layers ofbeams arranged in section as revmed

steppcd pyramids, the I1lmptUtgSlZTi. bind the top ofthe main posts and aown the Înterior. This whole

upper structure stands on one-meter-high stereobate. By devating its ground and opening its enclosure.

the pmdbqll is a stage with the surrounding space as the audience hall On this stage. the Maiter ofthe

house am as the patron of the arts performing spectacles for community members who, wough their

witncssing of the patron's privi1ege. aftirm the prevailing social stratification.10

Today, courdy dances and dance dramas arc still performed regularly. though as an exotic attraction

for foreign tourists, rather than as a spectacle for amazed community mcmbers to display the nobility's

privileges. The pnu//Japtl and its surroundings wcre renovated by Ratu Anom in 1990. The physical

condition is considerably improved. but the renovation bas totally changed the relationship between this

stage hall and the surrounding audience. Lincel gardens tlank the pnu/bllptl. which beautifully borders the

hall, but no longer permit people to stand close to the stage. The only audience side is the hallway

adjacent to the daImt agmg where scats are arranged for visitors. The tluee-sided ~phithcatre bas

disappearcd and hem replaccd by a onc-sided proscemum-like stage.

Ta the south of the pentJbaptl is a long structure for playing and storing gtlwu1Jl1I instruments. The

gtlme/a1l is arranged 50 chat the musicians arc facing north toward the pt1UlJJtlptt. accompanying the

performance in chis hall. On the north side of the ptIIdbapll is a passageway running east-west callcd

lotIgltallg, meaning "space in between." for entering cither the pentJbll/lil or dakm agmg. The northward

orientation of the pavillon attached to thepntibllpll and the access on the north indicates that the

pmdbaptl is aetua1ly facing north, toward the tI4Iem agmg.

Facing eath other. the pmdhllpa and the d41em ttgt1lg are ambiguolJSly related. On one band, referring

to the similarity in their sbapcs and sizcs and their common access from the _gwg, they are

complementarily related buildings; on the other hand, the iI4Jem 4gttIg is a center ofa concentric

arrangement ifwc look at the association ofthe master of the house with this portion of the d414m. The

Wiragunan case. furthermore, shows another attribute of the concenaic fonn. In chis house, the tI4Iem

IlgIIIg is surrounded by four long. open verandahs (on all sides) and an enclosed room on cach corner.

forming a fourfold arrangement centered in the tl4Itm ttgmg (sec Figure 2.10.). Tlie front'and back

verandahs are complementary. The front porch. calledpri"lZilll14 is a formaI antechamber ofthei4Jem.

Two rooms in the front corners flanking this hallway also serve more formaI funetions. Wiraguna
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used the west room for bis pnvate office, as does btu Anom. Located at the critieaÏ point between the

outer and inner domains, mis office is the appropriate place to control both territories. The ast: room was

reserved for Darajatun, the prince to he HamenPubuwana IX. during bis frequent visits to Dalem

Wuagunan. Currendy, it is used as a Museum ofthe owner's family. On the opposite side, theglllIri or the

back porch facing a small pool with a fountain in its center, is a place for informaI interaction with

familiar guests or for family gatherings. The west and east porches are equal in function, while the gmder

of the usm distinguishes one from the other. In the west verandab, Wiraguna deVoted most ofbis rime to

composing gtUlU14. orchestration, while Kangjeng Ageng mjoyed batik-makîng in the east porch.

For daily purposes, priaggitlltl is the introduetory space for mteting the t1IzIm .",g from the

kmgluutg. It was the place where Wiraguna appcared in formaI attire to rccave his official guests, usually

the nobility or Sultan's courier conveying the sovereign's order. This porch was also a formaI departure

point for a ceremonial ourlng. Accommodating these funetions. priaggillUl is a place for rcceiving and

lcaving in a formai manner. Another main fUnction of the prittggÏIIUI is the place for shadow plays.

During these performances. a wide white saeen spans the two main hallway columns. separating the reu

tWem and the front petuJ/Japa. The spectators enjoy the play from both sides. rcca1ling the complementary

rc1ationship of the two main buildings.

As in the Amads' o1lUlb, the d4/em..g asserts its central position by acquiring the spatial

arrangement ofthe whole house, three mrtbng rooms in a row facing a vast continuous space. The

vertical center manifests itself in the middle space marked by four saka gurus and aowned with a

IIlmpfl"pri resembling that of the petuJ/JaptL This space is set against the inner w~u. the facade of the three

setlt1Jtm&" which has an impressive appearance in a ttuncated triangular shape. At the middle ofthis wall,

the opcning of the central setltbtmg interrupts the massivCDess of this enclosure. The whole d4/Dn llgIIIg,

especia1ly the central snttbtmg and the large front space, is excluded from mundane affairs. Talcen together,

these spaces have been consccrated as a family sanetuary, scrving a role similar to the central setltiNnIgs of

OmaDs discussed above.

A huge lavishly-decorated bcd fills almost the entire space of this cella. This piete offumiture has the

shape ofa simple house with a saddle-shape roof. The miniature house-bed reveals the idea behind the

formation ofa house as a place for settling down and perpetuating lineage, as symbolized by the sleeping

and sexual-intercoursc aetirities ofa bed. In front of this bed ofstate, sevcral symbols rcpresent the

continuity of lincage, achieved by unifying both genders Npported by an abundant prosperity. Two

sitting doUs called kmJ bltngo. meaning the anointe<! pair. male and fcma1e dressed in court-style bride and
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groom,Il ~e plaœd side-by.side in front ofthe bed, accompanied by (wo .ater jars. aro riec containm

and a small oü lamp. These -sleeping- and -food- symbols are elaborate versions ofpillows and silverware

stored in Pak Sura's cupboards.

Bcsides manifesting ideas central to a domestie establishment, the SIIII1JtnI& as a dynastie shrine, and

its properties, embody lineage emblems defining the -origin- ofthe inhabitants whim Ratu Anom

explicidy displays. More than the pbysica1 aspects of the Dalem, ber lineage as the daughter ofthe late

Sultan is the main attraction for the Dalem's visitors as the tlJIJm ."g is the main part of the house to

show. Two large pietures ofber father, Sultan Hamengkubuwana IX, are placed on the trapezoid wall of

the SltIlb01Ig flanking the cella's opening. Severa! other pietures portraring ber with ber father are huna

along the front wall of the d4Ilm agetI& facing prittggilJul to assen her close personal re1ationship with the

most prominent contemporaryJavanese ruler.U Most ofthese pietures depiet moments around ber

marriage. a stage when she is fully involved in perpetuating lineage. At that time.. she acquirecl the tide of

Ratu, signifying ber position as the eldest daugbter of the Sultan and distinguishes ber from other

nobility. To trace her lineage more comprehensively, she acates her family Museum out of the room to

the southwest of the tWem llge1Ig wbere Hamengkubuwana IX would stay temporarily in his youm. The

most obvious image depiececl in titis Museum is the father Sultan. Personal belongings of

Hamengkubuwana IX, such as clothes, tümiture and sorne other small memorabilia, dominate the displays

in this small Museum.

Two rooms f1anking the St1IlbotIg are the functional parts ofthis d4/m. Both ofthem are main

bedrooms. AJavanese person may sleep anywhere in the house, since sleeping is not a very private activity

which needs an enclosed space to protect it from disturbance. Only the master o( the house deserves a

permanent space for rest. The t'Ro equal bedrooms inclicate that there were initiany (wo equal masters of

this house, Kangjeng Ageng in the castern room and Wiraguna in the western one. Presendy, Ratu Anom

lives in the western room and ber son stays to the cast Gender opposition remains, but in a reverse

direction.

KRATON, MAKING THE DMSIONS FIRM

The word Kraton designates the house where the royal family lives as weB as the realm ruled by the head

of this family; bath of them are territorial manifestations of the ruling authority.13 As the scat of power,

the palace bas to have the capaaty to articulate and to maintain the social order in which the Sultan

occupies the supreme position. In performing these apaaties, this 14.QOO.sq••m. residence provides a
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cdebratory setting in which to display the sovereign's privileges, and a system ofspatial division to aflirm

the social suatification of the dwcl1ers. a domestic dioitI6 Il imperlt.

As a dwelling, the Kraton is basically inhabited by a single family, the Sultan's. The ruler is the sole

man living in the Keaton, the other inhabitants being bis wife(ves) and unmarried children. The highest

tanks among the women living there were those ofthe official mes of the Sultan. Bearing the tide of

Ratu; they were commonly granted the name ofRatu Kencana or Raeu Mas both meaning the Golden

Queen. In old age their ride was usually changed to Ratu Kilèn, the Queen of the West, respecting the

westward spatial shift of theu residences in the Kraton.14 old age did Ilot necessarily mean a d«line in a

woman's status. It also memt liberating herselfand obtaining a higher respect as an indepcndent woman.

When a Sultan died, the name of the widowed consort was usually transformed into Katu Ageng, the

Great Queen, as she acquired a special position as a queen mothu living in the largest residential compla

in the palace. Other court ladies living in the Kraton wcre the Sultan's unofficial wives. An unofficial wife

had the status of"'ldit1lgttlllt," meaning adomment, entenainment, or simply plaything, of the ruler. U A

similar term was used to address artistic creation, mainly music and dance, that was attributed to the ruler;

women and arts are the surrounding beauty adorning the palace.

Some of the favorcd ltIa1lgmans were distinctively addressed as ampJ:1fU1S, pllngrtmbès or se/in.

However, in Yogyakarta at least, this distinction was very fluid so that Pocrwokoesoemo (l98S, pp. 31-37),

in discussing the legal aspect of the staNs of the Sultans wives, doc:s not regard these varicey of the status

of the unofficial wives as significant categories. Moreover, in terms of spatial provision, ail sUUetUres

rescrved for the unofficial wives were considere<! as 1tI411gman houses.

Other royal family members living in the palace were the Sultan's unmarri.e<! daughters and sons.

Before they reached puberty, they were not the subjcets ofgender segr~ation, but belonged cqually to

their mothers. Upon reaching pubcrty, an initiation rite was conducted to affirm bis or her gender

identity which was followed by the separation of their living spaces. Girls continue<! to stay with the

women's group. They were assigned to a special pavillon calle<! Mayarcma in the women's quarters.

Problems arose with the boyS; the father needed to transfer bis power and authority to his son as bis

successor, but he saw that the son could contcnd his authority.16 Thesc problematic relations were

reflccted in the spatial assignment for sons in the palace. When they grcw up, they movcd out from the

women's quarter to the Men's domain in the palace. By moving out. they avoided prolonged confliets

with their father; they also had the chance [0 exercise their growing power. Exercising a greater authority,

a crown prince livcd outside the palace to build up the allegiance ofroyal familles to ensure their loyalty

upon his succession (Remmelink. 1994). After the children were marri:d, they were no longer allowcd to

stay in the Kraton, since the Sultan's family were the sole resident family.
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FoT11lll1izing a MIl/ti-lnJel SpttliaJ Order

In general, the Kraton ofYogyakarta is éomposed primarily ofa series ofcounyards synunetrically

arranged which rua north-south. Startïng from both ends and moving in consecutive arder toward the

center, the courtyards are two vast plazas (Northern and Soutbern Alun-alun), two e1evated grounds

(Northern and Southern Siri Hinggil), uansitional and passageway courtyards (Northem Këmandhungan

and Srimanganti to the north and Southem Kemandhungan and Kemagangan to the south~ this series of

courtyards climaxes at the cenual counyard, Kedhaton, the pinnacle of chis constellation. Kedhaton is

flanked by two domestic counyards where the royal family lives.

As the seat ofpower, the Keaton concentrates its ceremonial aetivities in Kedhaton and Northern

Siti HinggiL In these (Wo places court assemblies presided ovec by the ruler were condueted to manifest the

unity of the realm. As a dwelling place, the Kraton centers its domestic aetivities ln the two courtyards

flanlcing Kedhaton: Kasatriyan. the male domain to the east, and Keputrèn. the female sphere to the west.

This domestic domain is also calIed Dhatulaya, or the sleeping place for the sovereign, recalling the state­

bed or piles of pillows in the center ofa house.

Unlike other courtyards in the Kraton, which are oriented north-south, Kedhaton faces to the ean,

the direction ofsunrise and power because ooly the ruler is entided to acquire solar power. 17 Bangsal

Kencana, 18 an open hall standing in the middle of this courtyard, is the main representation of chis

orientation. This building is the principal audience hall in the Kraton. Sitting on the wone in front of

his subject~ the Sultan symbolically governed and ordered his realm. He conducted this audience regularly

to ensure bis position at the peak of this order.19 Within the Kedhaton courtyard' the Sultan governs bis

immediate officiais and families. Sorne buildings for inner court affairs surround the hall along the edge

of this courtyard. Kedhaton also serves as a place for performing court arts, the main stage being Bangsal

Kencana.

Like the central part ofan omah or d4Jnn lring at the rear. Kedhaton courtyard is excluded from

most mundane domestic activities. It is mainly reserved for ceremonial purposes and the court's interior

affairs. As a place for audience, administration and performance, this central courtyard is full ofpeople

unlike the empty core ofan omab. Every clay in chis place, hundreds ofcourt servants perform caos­

presenting oneself to his or her master throughout the clay and awaiting his orders. Sitting cross-legged in

designated places and facing Bangsal Kencana, a hall to seat the ruler. these servants are meditating,

hoping for the sovereign's blessing, rather than carrying out duries.
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Figure 2.10.
Courtyard Division and Building
Constellation of the Kraton
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The other place whue the Sultan showed bimsdfas a rulu was Northern Sin Hinggil, bis public

seat Three rimes annually he made appearances to lead the Garebeg ccremony commemorating the

Prophet's birth, the end of the fasting month ofRamadhan and the rime ofpilgrimage to Mecca. During

this ceremony the Sultan sat in a small hall in the middle of the e1evated ground facing Alun-alun, the

grand plaza to the north where people from throughout the country and regents from all parts of the

Sultanate came to attend this occasion. This was aIso the rime for regents to pay çhe taxes they bad

collecte<!, as weU as to submit themselves to their sovueign. The dual audience halls serving as rituaI foci,

in Keclhaton and Nonhem Siri Hinggil, remind us ofthe ambiguous dual centers ofpttldbapa and tI4/em.

Between Northern Siri Hinggil and Kedhaton are Northem Kemandhungan and Srimanganti

courtyards. Unlike other courtyards. Northern Kemandhungan is not defined by its enclosure.lt is a

thoroughfare, a passageway for entering the inner Palace without Penetrating the front part ofSiri

HinggiL This courtyard functions like the ItJngltang ofDalem Kanoman, the passageway facing the

departure and arrivai part of the Dalem. Similarly, on the southern side of this courtyard are Srimanganri

gates, the departure and arrivai point in the Kraton. At this gate the Sultan greets his formal guests and

departs for his outings. Likewise, offerings to be sent to ancesuallands and the musicians who perform

outside the palace depart from this point

Two courtyards f1anking Kedhaton are the living places of the royal family. Keputrèn, the women's

domain, lies to the west, and Kasatriyan, the men's quarter, lies to the cast This arrangement refleees the

role of the Sultan as the figure resolving gender duality by concentrating male and female qualities in

himself. Kedhaton, the courtyard under the ruler's authority. is located between the male and female

spheres. This positio symbolizes how the Sultan controls interaction between both se.'tes by guarding the

connection between these counyards. GeclhongJen~ the Sultan's privilte paviliorlt lies partly in the

women's quarter facing Kedhaton courtyard. It is a two-storey building with a glass-covered balcony at the

back of the upper floor facilitating his role as the overseer of the female quarter. Within these endoscd

quaners, social interactions between the sexes were highly controlled. Until the rime ofHamengkubuwana

vm, ifa wife wanted to meet her own son who lived just a hundred meters away in the same large house,

she had to bave an appointment with hint. The son might chen enter the women's quarter on a designated

day with appropriate attire to sec his mother or ther migbt rendezvous at Bangsal Tamanan, a building

next to Gedhong Jené.

ln genera~ Keputrèn consists of two parts. A smaU portion to the north is reserved for the Sultan,

the male space within the female domain, and the remainder is for the women of the palace. Besides bis

own private pavillon, GedhongJené, there are buildings which express bis military and religious attributes

41



(

(

to confinn bis tide as Senapati Ingalaga NgabduIrahman Sayidin Panatagama Kalipatullah. the

Commander in Battldie1d, the Servant ofthe Merciful Lord, the Leader ofRe1igious Main. and the

Representative ofGod. Gedhong Pusaka is a two-storey building for storing saaed weaponry to represent

bis military facu1ty. His religious capacity is represented by Masjid Panepèn, a smal1 shrine behind bis

pavillon.

The women's domain is separated from the Sultan's area by walls. Ifone expecu the Orienta!

splendor ofa Sultanate harem, one is disappointed. As an enclosed cOlnpound wbich is not shown to

outsiders, there is no intention to make it more attractive then aothe parts ofchis compla. Buildings here

are simple, and ManY of them are now empty and decaying. Even in its heyday when there were numerous

women living in chem, they had no special appearance, as an Englishnlan reported from his visit in 1828:

Their apartments were the reverse ofsplendid, cxhibiting norhing of that oriental magnificence one:
rcads of in Eatem talCSi thc:y we:re out of repair and dirty, the painting wom oir, the fumiture (such as
it was) out oforder, and the: marks of ncgligcncc: and pove:rty cverywhere apparent (JOllmal oflUI
Exanion. 1853. p. 241).

In mis female portion of the large house, the Kraton, there are many houses for the court-ladies

replicating the spatial order ofan omab, a hall in front and a domestic sanetuary behind. Each house was a

full domestic unit headed by a wife and conducting its own affairs. In accordance with the status ofevery

wife, a number offemale servants were there to serve each of them. By assigning "a complete house" for

cach wife, the Sultan could not only have a private interaction with every wife when he visited, but he

could also control the social interaction ofevery wife in her own cell.

The buildings in Keputrèn are arranged according to the status of the inhabitants, as are their

forms, sizes and enclosure systems. The tlaIeins of the officiaI consorts lie about the axis of the courtyard

right behind the center of power, Dalem Prabayeksa. In a plan from dle 193as.20 a building at the cast end

of the axis is labellcd as Dalem Ageng.21 pcrhaps bccause it was the house for the official wife of

Hamengkubuwana VI, later 1cnown as Raru Ageng when she was the queen mother ofHamengkubuwana

VU. Standing to the west of the former Dalem Ageng is Dalem Raru Kencanan, t:he House ofRatu

Kencana, the primary consort ofHamengkubuwana vu. The territory ofchis Dalem is definecl by an

encircling wall with agate facing the main allcy in Keputrèn. A pair of soaringjOglo roofs covers the

pmdhapa and the inner tl4Jem ofthis house, signifYing the status of its dwcllcr.

Along the southern side ofKepuuèn is a row orhouses inhabited by the Sultan's unofficial wives.

The house is calle<! pOlldbokall meaning boarding house.Z2 This term signifies thcir temporary inhabitation
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of the palace, which depends on the Rulcr's favor.

When a Sultan was in bis old age, he usually

e."tpelled most of his klangmans, many ofwhom

were rerurned to thcir parents or granted to marry

to an official, to provide the space for ms

successor's family.2J Kangjeng Retna Wilanten,

the only klangenan living in the Keputrèn now,

told me about this cule so that on her marriage

with Hamengkubuwana vm her father had to

request the Sultan to promise that his daughter

would not be expelled from the Kraton.24

In Keputrèn there are fewer than ten

pondhokans.2S Because of the enormous number of

the Sultan's wives (particularly those of

Hamengkubuwana Vil who had more than 70

official and unofficial wives). the "turnover" rate

of the unofficial wives living in the palace must

be quite high. These pondhokans are much smaller

than the dakm. Bordered with low fences, these

houses are exposed from the alley connecting

these houses with the main gate where the

servants and guards are ready to serve and observe

the ladies.

At the west end of Kepuuèn, a group of

structures set as a complete dalem stands

independently in the middle ofa well-enclosed

courtyard This is Keaton Kilèn or the Western

Palace complex. The name KiIèn connotes the

idea of old age. as signified by the use of chis ward

to address an aging Ratu. Keaton Kilèn was

chiefly used as the residence of the queen

mocher.2b As an old lady, a queen mother has a
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venerated and independent position. This staNS manifest itsdf physica1ly in Kraton KiIèn, the Jargest and

Most enc10sed domestic compla in the Kraton. Accommodating numerous people, this compla had a

dozm-or-sa kitchens and more than fony rooms surrounding the courtyard. We might estimate the

authority of the person controlling this territory from the number ofpeople who uscd to live in this area.

Within this highly-controlled women's quarters, the courtyard stands independendy, because it bas direct

accm to the Sultan's territory, the wives' areas, and the outer worlel

Currendy, the dilkm in Kraton Kilèn is inhabited by Hamengkubuwana Xand his nuc1ear family.

bis consort and four daughters. Rather than residing in the formai GedhongJené in Kedhaton courtyarcl

he feels more comfortable to stay in these private family quartm. Ha\ing no rcalm to govem, he does not

fee! the need to secure his existence by staying in the fonnal Gedhong Jené, which he ooly uses to receive

bis formal guests.

• The other domestic compound is Kasatriyan compla, situated on the eastem side ofKedhaton

courtyard It was the male sphere in the Keaton where the Sultan's sons reside between the rime ther are

circumcised until they marry.'l1 This compla was centered in Dalem Kasatriyan, the main house in the

middle of the courtyard Sorne pavillons for these princes were placed around this main house. No one

lived in Dalem Kasatriyan; it was more lilce a meeting hall for the dwellers ofchis compound. Unlike the

more permanent inhabitants ofKeputrèn compl~ these sons were not settled in this compleXe They lived

here only temporarily, during the short period of theu adolescence. TIlerefore, this counyard was not

intended to nurture the family. In contrast to houses for the wives, where every house stood as an

independent household condueting its own affairs, in these youth pavillons, each building contained ooly

a series of rooms for living served by a single kitchen situated at the north end of this courtyard. A large

stable, located near the gate into this compound, indicated the high dcgree of mobility of the inhabitants.

~I With its two centers on the axis and (Wo domestic spheres on the sides, the courtyard configuration

of the Kraton resembles the spatial arrangement ofsmaller houses. However, in this place everyone is

firmly associated with a particu1ar place resulted by the formalization ofstaNs. This social and spatial

segregation limits interactions between users. Coun retainers guard ev~ry gate to ensure that no one

trespasses on the territory.

17Jt Main Buildings: Conantrating Ambiguitits

The pinnacle of the building constellation in the Kraton is a pair ofstructures which is situated in the

domestic courtyards lying east-west in the middle of this palace. An open front and an enc10sed rear are

respectively named Bangsal Kencana and Dalem Prabayeksa. These building serve complementary

function. As an audience hall and theatrical stage, the former is primarily the place for expressing power
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and is predominantly male, the latter serves as the place for accumuiating power and predominantly

fmale. While chapter IV will discuss further the role ofBangsal Kencana as an expression ofsupremacy

in the fonn oftheatrica1 performances. this section will focus on Dalem Prabayeksa.

This gigantic timber building, Dalem Prabayeks;. is a container ofpower in the form ofregalia and

saaed heirlooms, thepllJllluu. Javanese kingship relies heavily on the accumulation of these power·laden

ralismanie attributes. The accumulation ofpllSllluu around a ruler, as performed in Dalem Prabayeksa, is a

very important way to daim sovercignty. Storing these powerful objects not only means aeewnuIaring

them in a eertain place but also controlling their power.28

Dalem Prabayeksa is a woman's domain. Maners pertaining to this building are performed by

women in the palace, from consorts, /da1lgetUttu to servants. The daily affairs ofguarding and cuing for

the building are entrosted to the Keparaks, the female servants in the \vomen's quarter, who sit outside the

building during the day and slec:p on the floor inside at night. The consorts and other hïgh·ranking femaIe

nobility are in charge of regularly "feeding" the main heirlooms in this building. More distant female

relatives associate themselves with these femate aetivities by occasionally performing azos in Dalem

Prabayeksa.

This building shows its superiority not in a clear and suaightforward unityt but in a series of

ambiguities, e.~pressing the accumulation ofdualities. First. there is ambiguity in its location. The eastem

halfofDalem Prabayeksa is located in Kedhaton courtyard, surrounded by buildings for conducting

formaI court affairs, while the western half lies among domestie facilities in Kepuuèn counyard One side

be10ngs to the state, interrelates with the ceremonial hall, and the other side is a dynastie shrine of the

niling family. With resp«t to this ambiguous location, the interior of this enormous building is divided

into two halves with a royal state-bed in each half.

The consequence of this split interior is an ambiguous orientation. The castern space is oriented

toward the east, the direction ofsunrise and power, facing its counterpart, Bangsal Kencana, the fully.

gilded royal audience hall The western halfof the Dalem faces to the south, the direction ofdomesticity,

similar to that ofMost orclinary houses in Yogyakarta. The counterpart ofchis half is Bangsal Seur

Kedhaton, the Hall of the Prince5$. Compare<! to Bangsal Kencana, this hall bas almost no

ornamentarion. Family rituals, particularly those related to women, fertility and life cycles are the main

rituaIs serve<! by this building. With respect to the spatial division of the Dalem's interior. the Keparak

corps is aJso divided into two groups, the Inner and Outer Keparaks.29

Dalem Prabayeksa is a dynastie temple cnshrining the ruling falnily's lineage. Many symbols related

to lineage perpetuation are prominent here. In its darkness. Prabayeksa is the huge womb ofthe Kraton.
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At the same rime it is aIso the place ofan etemallight and continuous power. Immcdiate1y in front ofevery

state- bed in the Prabayeksa and Kraton Kilèn rooms, a small oillamp is placed, believed to be buming for

centuries with me from ancestral land sinee the establishment of chis building.30 The notion of the place of

origin where the sëed initially grows revea1s the funetions served by this Dalem. Lucien Adams (1940, p.

196) mentions that a room named Mandragini bdûnd the bed ofstate in Kedhaton Kilèn is reservcd for a

consort if the Sultan wanes to sleep with her.31

Along the north side ofthis symbolic dwe1ling is the rea1 dwe1ling ofthe sovereign, a two-storcy

building facing east. named for in color, Gedhong Jené, the Yellow Building. Only the Sultan himself

lives here; it is not intended to accommodate a family; therefore. there is no o11Utb-like spatial division.

Most 'parts ofGedhong Jené serve as meeting places where the master receives his {mosdy male} guests. A

long hallway and parlors on its both sides are the main rooms. This hall is continuous from the front

door to the end of chis building as if it were a passageway connecting the formai Kedhaton counyard in

the front with the domestic domain behind. Indced. his raie is ta connect and control bath realms.

With its role as the connecting pathway, the Gedhong Jené is not a place for settling down. There is

no sntlb01lg sanetuary in this howe. since it has no woman ta perfonn domestic rituals. It also has no

bedroom, since the sovereign has no woman to sleep with here.32 The Sultan is a persan who wanders

about, encountering the outer world by greeting gueses in front of bis house, and going ta his wives'

compound behind the Gedhong Jené.

The spatial configuration and figurai representation at the center of the Kraton shows that

supremacy is attained by coneentrating both sides of the dual characteristics-outer and inner affairs, state

and the ruling family domains, men's and women's spheres-with the sovereign asserting himself as the

channel controlling both realms. Sueb a concentration resu1ts in a series ofphysi~and rmctional

ambiguities as reflected in Prabayeksa and surroundings

ARTICULATING THE DOMESTIC SETIING

An omah comprises a pair of spaces: a front and rear portion. This pair embodies.principal ideas

underlying the formation ofa domestic setting: as a place to seme down and a place to establish relations.

Throughout this chapeer 1have made cross references between houses to show the variety ofways in

whieb this pairing is articu1ated.

Emerging from the settled domain, the dwellers meet others in the exposed front space. Boundaries

of the exposed space whieb obstruet visual and physical relations are ntinimized to a1low intensive

relations with the outside. ApmdhapllJs boundary is articulated in the devation of its stereobate, the
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sbades of its eaves and rows of its columns. Similarly,

Siti Hinggil compla is defined by the elevation ofits

ground rather than by the perforated wall encirding

this coUltyard.

To compensate its exposure, the front space

bas to secure its center, or otberwise the space will

lose ilS orientation. The bounding center is

expressed in figures and actions. Tail columns

surmounted by piles ofbeams in the middle ofa

ptttdbapa or joga" are vertical figures defining the

centrality of the domain, likewise, the pendbapa

itselfwhich stands in the middle ofthe front

courtyard ln practice, this center-defining

expression means displaying the authority of the

master of the bouse as the focal power in this

domain. Its nature is absorptive and e.~pansive.

Formai audiences, theatrical performances,

communal radio-Iistening and even simple guest

r«eprions are among the ways to incorporate

other people into a domestic assembly in the

exposed front part of the house, in order ta

expand the authority of the master of the house

ta the surroundings.

As the setting where one is settled and to which

one primarily belongs, the rear part of the house is

constructed as a sccure domain. It is well-encloscd by

maximizing its boundaries. Among the ways to

articu1ate figures in accomplishing this secure

charaeteristic are layering, beightening and

thickcning the enclosing walls, and minimizin& the

aperture thereby lirniting the penetration ofdaylight.

Functional1y, this security means limiting access. The

nature of this part is more protective rather than
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strictly private. Intimately re1ated people whom the inhabitants trust and subordinate people over whom

they exert control are among the groups ofpeople allowcd to penetrate this domain.

Lying at the end ofthe axial path of the house, this reu part serves as the firm center ofthe house.

Around chis point the inhabitants settle themsdves in a well·protected spatial setting. In bis

phenomenological approach to architecture, Christian Norberg-Schulz (1985) identifies the center ofa

dwelling with the 1ut0161l in contrast to the unknown outside. Rather than representing the known,

however, the finality in chis case, is more concemed with the mt4;1l to whim we may put confidence

without necessarily understanding it In manifesting our confidence in "the certain, tJ we imagine it as the

prototype of the ou, a scheme according to which we set other parts of the olllllb as weIl as extending it

to a larger scheme. The inner o1llllb embodies the spatial organization and figurai representatton ofan

entire house without necessarily serving the whole funetion of the house; but, wc are sure that ifother

extensional parts were removed, we would still have a house cntity standing as complete as before. As more

concise figurai representations, the house-shapcd bed and its attributes, and the curtained sentbong manifest

similar ideas of the certain domain.

Considering the rear portion of the house as a represenrion of its totality (the front and the rear

parts) cxplains sorne intriguing questions about the Javanese house. lt throws light on Willem Rassers'

(1982) question ofwhy men appear in the soleron observance of the ritwù condueced in the rcar house,

supposedly a (emale'sdomain, even storing their phallic weapons which serve as their alter egos. While

the rear house is the womenls domain, it also bears the inclusive capacity to represent the totality of the

house consisting of the menls and womenls domains. A similar statement answers Ward Keelerls (1983)

query regarding the inclusion ofone gender domain within another in theJavanese house, which he

considers as a manifestation of the underlying unitary value behind the reciprocal relations betwecn man

( andwoman.

Most of the domestic activities, howeverl are not carricd out in these two main portions of the house

which primarily serve symbolic and ceremonial purposes. Domestic activities are concentratcd in the areas

around the firm center at the rcar part of the house. Tbese Most livable areaSt which may take form as

living platforms, multi.purpose pavilions. or domestic compouncls. Flanking the rcar sanetuary, these

arcas are laterally dividcd into two halves. the eastem and western parts, to conform with gender

segregation of the inhabitants. Gender segregation in these parts, howc.:vetl appears in a grcat

exchangeability. Acertain halfwhich at one rime is designated as a male portion. at anotber rime it may

become a female domain. The simpler the house. the more flexible they are in exchanging the function

and gender association of thesc side parts. Therefore, in the Keaton, the Most comple:t house we have
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discussed, the gender-based spatial assignment for its dwellers appears as ddinite, ensured br !aym ofwalls

and hundreds ofguards.

This chapter inuoduces the spatial construet of the houses obscrvecl especially in theu capacity as

private dwe1lings accommodating the resident family. However, inJavanese case at lean, a structure we call

house serves other purposes involving larger community as important as it does for the private family.

The two following chapters explore the house spatial configuration when it accommodates a ritual

celebration and a theatrical performance during which the house addresses its cmbodied meanings to

society at large.

NOTES:

1 To put more comprehensively, 1consider that it is the arrangement of things and the disposition ofbodies lt1fIIanl
the space rather than in space. Exclusion ofsomeone from a space is aIso a fonn ofbodily arrangement toward the
space, as Waterson herseIf(1991. 1993. 1995) repeatedly recalls the significance of-origin house- in Toraja which is
built as the remembrance structure and not ta he occupied.

zNorberg-Schulz (l985) defines the three attributes ofdwelling, namely center. path and domain. 1ooly emphasize
center and domain (as dcfined by pc:rimetcr). sinee path 1consider as the consequence of the oricnting center.

l Mbok means mothcr; it is also an olcf..fashioned Mrs. cspecial1y to addrcss a lower-elass or rural woman.

4 The perception ofa thiefdoing mlJabaIJ by making an opcning at the rear wall put a thicf. as an intruder, in
contrast with aguest who was expccte:d to e:nter the: house from the front opening.

5 Mbah is a kinship te:rm meaning grandparent wbich is used to addrcss someone's grandpare:nt or an eldc:rly penon.

6 This dynastic inheritance is quite differe:nt from that of the European nobillty whcre the main consideration are
lcgal and bureaucratie, for further description $Ce Anderson (1990. pp. 39-41) and Geertz (1980. pp. 16-18).

7 Even though Wiraguna was not a prince. his bouse was about the size ofa s:nior prince's tI4Jem. CUlTCndy, this
bouse is the largest tl4Jtm inhabited by nobility in Yogyakarta.

• Unfortunatcly. thcse educational faci1ities had bccn moved out whcn Ratu ADom renovated the tla/m in 1989.

9 Ooly after Ratu Anom maltes the da/em .",a part ofa tourist attraction. the windows and doors are: opened but
not the: main door facing south; this daor remains a ceremonial element that should not be opencd for daily
purposes.

10 Before: the reign ofHamengkubuwana VIII. court art performance, particularly dance. was restricte:d to the ruler
and bighcr aristocracy

11 Since Islamic tcr&ching strongly forbids any forms of idolatry. Asbabranner (1980) rejects the notion that thcsc
dolls are an iconographic rc:presenration ofSri and Sadana, the heaveoly couple giving prosperity to the earth.

1% Due: to bis democratic attitude, Sultan Hamengkubuwana IX becam~ the most popular figure: among
contemporaryJavanese rulers. To give an illustration of people's respect for the Sultan, at bis dcath in 1988, the city
was totally in mourning. Kilometers of people stood in !ine to enter the Kraton to express thcir deferenee and
condolcnccs to the dece:ased Sultan. During his funeral procession, more than a hundred thousand people stood
aloog the seventcen-kilome:tcr street to the royal buna! bill to watch this parade.

u Morphologica11y. the word -lcr4lo"- and its synonym -Judjtllotl- are forme:d from the pattem -1t4·rlllllofUl- and
-1t4.Jhalll-an- meaning the abode ofralll or d1J1IlII. the soverc:ign.
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14 &INzdKrllllm NgizyoDIlhutIl (p. 349) clearly notes the westward shift related to the increasing age and the changes
of tide in the Kraton fol1owing the installation ofHamengkubuwana V in 1822 (my translation).

rcgarding Ratu Ageng [the queen grandmother ofHamengkubuwana V]
when me is in agood mood

at that rime she moves
resides to the west of the palace

The queen mother of the king [Hamengkubuwana V]
shifts to the west a litde
and btu Kencana [the newly-consecrated consort ofHamengkubuwanil V]
now residcs in Prabayeba [the main building in the Kraton]

15 The ooly remaining k/4ngmtln d4km living in the Kraton is Kangjeng Retna Wdanten. She was an unofficial wife
ofSultan Hamengkubuwana VIII (r. 1921-1939). The Sultan took her as klAno"t1llUl in her early adolescence. and she
became a teenager widow a couple ofyem after that.

16 ln Yogyakarta the father-son conflicts were cxemplified in the rdationship between Hamengkubuwana 1and the
Crown Prince which makes the former having to put the latter to death (Rick1efs. 1974); and the prolonged dispute
for the throne between Hamengkubuwana Il and bis son. Hamengkubuwana III (Carey. 1992).

17 The use ofsun as the emblem of royalty is an old nadition in Java. Majapahit, a fourteenth-century imperium,
employed this symbol most cxtensively.

Il Bangral is the: term to refer to an unwalled hall (from Outch Kzaal-). An enclosed building is usually referred as
gedbong (from English Kgodown-).

19 The audience in Bangsa! Kencana was conducted regu1arly twice a week, particularly prior to the British attack in
1812 (Carer. 1992). Currendy. sucb an audience is arranged ordy on Syawalan occasion marking the end of the
fasting month ofRamadhan. In this occasion, Javanese people have family gathering or visit each other to ask
forgivc:ness. It is the: moment when social order which based on asymmenic relations is re-stated. In the Kraton. it is
called Ngabtlttèn meaning paying homage: and asking blc:ssing to the sovereign. Hic:rarchy is made explicit in
Ngabtlttht as the order to approach the Sultan is minutely regulated.

za This Kraton document plan has no exact date. However. by referring to the: physical condition ofsorne: renovated
buildings, we: may infer that this plan was Most probably drawn around the late: 19205 or the wly 1930s.

11 In Adarn's plan (1940) the building behind Prabayeksa was referred to as a 5choo~ perhaps. it was for the daughters
of the Sultan who lived in Keputrèn. This building was demolished several decades ago and presc:ndy a garden is
under construction on this site.

Z% ln Surakarta palace. a house for a ruler's wife is called Wtgpn meaning waiting place (Darsiti. 1989). Like
pondhollan. this name also signifies the temporary existence of the inhabitant.

1J A particular case was for Hamengkubuwana VII. In 1921. when he was in very old age, the Sultan abdicated from
the throne and stayed in Pasanggrahan AmbarruJema. a royal retirement residence to the east ofYogyakarta,
presumably with all ofhis mves (Poerwokoesocmo. 1985. p.52).

%4 Persona! interview with Retna Wilanteot August 1994.

Z5 Nowadays only three pontlbokans are in habitable: conditions.

%6 The last quec:n mother who resided in this complet was Ratu Age:ng. the wife of Hamengkubuwana VI (Adams,
1940. p. 198). After the installation of Hamengkubuwana IXt Kangjc:ng Alit. the mother of the ruling Sultant was
allowed to stay in the palace. Even though she had no lUtu tide, as the moth:r of the ruling person. she stayed in
Kraton Kilèn.

%7 No one currendy lives in Kasatriyant since the present Sultan has no son.
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JI The most obvious cxample of this controlling power action occurrcd when in 1948 Kangjeng Kyai Surya Raja, an
allcgorical historie book bdieved to have cnormous power, had to he brought into this building from its former
location in the court library in order to control its power wmch had been suspcctcd to cause the illness and cleath of
seme people around (Ricklefs, 1974, p. 188). This book rcmains a sacred heirloom.

29 Keparu literal1y means one who comes doser. Initially, the tenn ktplUd is used to address either male or female
personal servants of the nobility living in the Kraton. Nondays, alllupuds are women. since no male noble sbould
be servecl by male hpud living in the Keaton anymore. 1get the tmn Inne:r and Outer Oero andJaba) rcspecting
the grouping of the UptlTUs from the chiefofthis corp(personal intervieW',July 1994); whcreas Adams (1940, p. 197)
addresses thcse groups as 1tqarM pllTll gttSti 'IIIitAnAn (the: eastem 1t.epflru, the outer) and /upllTd pllTIIgtISli /ciJJmur (the
western itpuu, the: inncr) rcferring to the place thcy perform auJs.

JO The same etemalligbt in Surakarta court is renewed annually using the natural lire from Sda, the place ofKyai
Ageng Sela, the: scmi-Icgendary ancestor of the: Mataram dynasty (Graaf, 1985).

li &!IdKrlllon NgflJODaItitrta accounts Prabayeksa as the resident of the newly-eonsccrated consort of
Hamengkubuwana V, sec note 14 in this chapter.

32 Harncngkubuwana X docs not use Gedhong Jcné at all for bis domestic purposes. Hamcngkubuwana IX ooly had a
simplc foldcd bcd place<! in one rcom at the corner for taking nap.

f
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CHAPTER III

DOMESTIC RITUAL CELEBRATIONS

Embodying social agreements in symbolic actions, a ritual is often pcrceived as a reflective action

performed by a society in order to convey their collective consciousness. their deepcst se1f:reflection and

their effort to make sense of their timeless experience. As a public symbo~ it manifests the society's

internaI discourse about its identity into actions. Arguing iliis notion ofself:identification in ritua~

Clifford Geenz (1973) describes Balinese rituaI cockfighting as "stories. Balinese tell themselves about

themselves" (p. 237). Likewise, a ritual sociologist Émile Durkheim (1915) views rituaI as a celebration ofa

community for itself.

Transcending daily mundane gestures, rituaI has a myth-like capacity to express common

consciousness in a society. Unlike a myth which relies on words to dehver in idea, a ritual manifests itself

in concrete actions performed in space. The word is in a secondary po";ition. Rather than an abstraet

concept or reflection ofan idca, a ritual is a concrete action which has its own aims. As Pierre Bourdieu

(1990) remarks, "rites are practices chat are ends in themselyes, that arc justified by their very performance;

things that one docs because mey are 'the done ching: 'the right ching to dO'" (p. 18).

Since such actions exist in space, David Parkin (1992), a ritual anthropologist, ventures to define

rituaI by its primary capacity to organize people in space, suggesting dlat "ritual isformu/aic spillia/ity

carried out by groups of people who are conscious of its imperative or compulsory nature and who May

or May not further inform this spatiality with spoken words" (p. 18, emphasis added). The participants of

a rituai May have diverse verbal interpretations or just ignore what the rituaI means, but they are bound

by the so-called "formulaic spatialityJJ which governs their participation in the course of the ritual. In its

broader sense, as Parkin extends his terro, this spariality includes phasd movement, directionality,

orientation and bodily position.

Having its own spatial rules, a domestic rimai takes place in the house, which regularly

accommodates daily activities. A domestic ritual redefines the house into its terms by incorporating the

spatial and figurai clements of the house into a setting for formulated actions. However, rather than

taking the ritual as non-domestic event borrowing domestic space to s~rve its ends, 1consider it as a

quintessential domcstic activity and as an inherent part ofdomesticity itself.
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The wedding is the best example ofa domestic ritual widely obs~ed inJava. For theJavanese,

marriage is the climax of their ailogy mdJI-1IUl1ltbr-1II4Ii or born-wed-dead. Marrying offa daughter is the

most significant ce1ebratory achievement for parents. It is the occasion when ther show to society cheir

ability to raise their daughter properly and to find a suitable match for her, as well as their capability to

mobilize and manage social and material resources in the fonn ofa celebration. As the pre-eminent

domestic ritual, a wedding is also the peak event for the house, during which it fully experiences its public

role.

By exploring the appropriation ofJavanese damesnc spaces for celebratory purposes, chis chapeer

describes how a wedding, as a domesnc ritual par-excellence, conveys ics messages in space. Applying the

formulaic spatiality ofa ritual requires the management of (wo main interrelated objects in space: the

spatial setting itselfand the disposition of the celebrants.. The spatial setting where the ritual is carried out

is manipulated to accommodate and to guide the actions of the rituaI, as weil as to enhance the message

delivered in the actions. Semi-fh:ed elements are added to or removed from the house ta suit the space

with the symbolic and functional requirements of the rituaL As bodily involvement in space is the main

"ingredient" ofa ritual it has ta be properly disposed in space and rime. The arrangement of the ritual

consrltuents including the guests, sponsors, and beneficiaries compose:; the bodily discourse and

communication ofthe ritual's message.

The tirst (Wo sections of chis chapter are dedicated to discussing mese [wo matters in a variety of

spatial and temporal settings. Some tendencies are indicated The elaborate manner ofdecorating the

ritual setting in the aristocratie residence shares some common principles with that of the humbler omabs.

Commercialization has popularized the aristocratie manner since it mlde the nobility's privilege available

to everyone who can afford il. In terms ofboclily arrangements, the social relations tying the sponsoring

family and the guests have greatly influenced the location of the celebrants in the ritual setting.

To perform a customary "ritual scenario." sponsors and beneficiaries ofa ritual require a suitable

status so mat they may enaet the scenario appropriately in space. The third section ofchis chapter

discusses some problematic cireumstances where the conceived scenario does not correspond with the

status of the sponsors and beneficiaries, which might be too low or toc> high. In these cases, the spatiality

of the ritual has to be redefined to create a setting appropriate for the~e special cases.

TRANSFORMING THE DWELUNG INTO A RITUAL SETIlNG

A domestic ritual celebration transforms an omah into a haUowed and public space. As a sanctifiecl setting,

it articulates the meanings stored in its elements ready to accornmodate the saaed moment. The space is
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adomed not to make it a different kind ofspace, but to aniculate meanings it already embodies. As the

proper place to enaet the drama ofa rite tIe PIlSSIlgt. an omllb provides a setting to enhance the beneficWy's

transformation ofstatus by conttasting the departure and arrivaI points and marking the aitica1 point As

a public space, the house is now open to people from the wider society. It thus bears a greater task in

organizing people who bave diverse social attributes and relationships to the bouse.

In preparing the space for a wedding in the Amads' house. the ~_rst task was to remove all fumiture

from the pmtlbapll and inner omah. which will be used for the celebration. By removing mundane

household equipmenr. these pavilions were "c1eanseci·. unadomed and unfurnished ready to regain their

innate qualities as ritually constituted spaces.

The t'Ro similarly-shaped structures. the pmdhllJ1ll and ioner omah, comprising the core of the bouse,

became a pair of spacious halls ready to accommodate a ritual celebration. Another spatial pair is also set:

the kitchen at the reu was reserved for cooking meals and was occupied by females, while in the frontyard

tables are set for sorne men to prepare tea. These [Wo areas are connec,:ed with a busy side passageway

running through the galldbok (the multipurpose side pavilion) which r.ow becomes the place for setting

meals and refreshments.

There was no major change of function in the princely house ofWiraguna since in this house the

front hall and ioner house, the ptllt/hapa and dalem agent, were permanently reserved for celebratory

purposes, secluded from daily activities. However, sorne fmlctions which involved a grcacer number of

people needed larger spaces. A large pavillon on one rear corner was dlanged into a kitchen and another

pavilion ne:tt to ptlldhapa became a tea-making building. In the Suras' limited-size house, besides removing

the furniture, a larger wcdding would require adding an awning in fro:lt of their house to extend the

interior space and setting another space to pair with the interior which serves solely as an inner omllb

during the occasion.

The pairing of the two halls is primarily established by opcning the daor chat separates them. The

two spaces, which in daily situations hardly interact. are now fully and visibly connected 50 that people

may see their complementary relationship. Therefore, the aim ofsuch an opening is to demonstrate

relations bet'Reen the enclosed and the opened portions in the whole house, rather than simply expanding

the space. In preparing the space for a wedding celebration in the Kraton, the partition on the east side of

Dalem Prabayeksa is opened to connect this enormous and enc10sed illner sanetum ta a splendid hall in

front of it where the rimaI was conducted. The Dalem was not uscd for seating guests, but it had to be

opened to let the celebrants conceive the pairing of the spaces, as if th~se spaces were also wedded on this

occasion (see Figure 3.1.).
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Connecte<! as a pair, these spaces do not dissolve inco a single, l:.I1Ïform entity, as decoration

emphasizes their conuasting identities. There are two consciously disringuished treatments, majang and

14rub, for (wo clearly distinguished adjoining spaces, the rear house and the front house respective1y. Both

the decorating process and the decorations themselves are relaced with the gender associations of these

spaces, the front howe being the men's sphere while the reu house is the women's.

Majang is accomplished primarily by dressing the state bed inside the tl4lem with textiles consisting

ofvarious sorts ofcustomarily dyed fabrics (especially the bi-colored cloths, sum as, red-white, green­

yellow, blue-white, and black-white), several kinds ofstripcd cloch (/MTila) and plain white cotton

(poeroebojo, 1939, p. 305). The inner house is associated with femaleness. Qnly female retainers May open

and unwall the inner sanctum of the palace being pajang-ed,1 and the most respecte<! court lady leads the

womenfolk to do majang in this place. Cloth, since it is supposedly produced by the household women's

weaving and dyeing. is also an attribute of the inner house and femaleness. Men decorate the outer part of

the house by setting tamb and tlt'1/Jlthan. Tamb are bent yellowish coconut fronds placed around the eaves

of the front hall and outer gal1eries, forming arch-like fringes. TUfIIllhall simply means plants, and these arc

set by placing sorne vegetation, banana Uees (complete with fruits) and sorne coconuts, to flank the entrance

Figure 3.1.
The opening which connects
Prabayeksa and the audience hall,
source: The Indonesian Archaeological
Service.
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to the hall Agricultural produets are obviously objects belonging to the outside realm; hence tIlTflb are

associat~ with males. Men dea1 with large plants Iike palm, cane and banana, which are used in these

decorations. Indeed, "tIlndl' reca1ls the rural male ancestor ~fJavanese royalty, Ki Ageng Tarub, a villager

who marrie<! a heavenly nymphe Because it is placed in the outer part of the house, tIlTflb bas a particu1ar

signifiance as a public sign ofa wcdding celebration. Ifa father was asked when he is going to set a tIlTtlb,

that mcans he is asked when will he marry offbis daughter.

Formerly, in the Amads' house, taTllb was the only decoration to set since the smlh01lg in front of

which the bridai couple would be seated had aIready had a framed cloth saeen. The celebratory occasion

merely revea1ed the significance ofa decoration already there. Occasiona1ly, some sheets ofplain white

cotton were spread on the inner wall to enhance the "c1othful" ambiance of the house.

Tamb and 1IIIljang enhance the polarization between the female (inner) and the male (outer) parts of

the house. During the celebration the gender construet is dramatized in the temll orpanggib, meaning the

rituaI meeting or encounter, in which the groom and his entourage proceed from outside, meeting the

escorted bride at halfway point as she emerges from the inside. Sorne cusromary practices mark this

meeting as signifying fertility, exchange and submission of the bride to the groom's patriarchal authority.

In one customary practice the bride and groom perform betel toss to signify the equal exchange between

them. Following the betel tos~ another practice is often performed to show paternalistic authority in

which the groom crushes an egg with his feet, and then the bride washes his fe:et.

As a space.defining activity, de:coration does not cease when the spatial polarization has been

marked with sorne semi·permanent e:mbe:llishment It is also actively involved in chis processional meeting

in the form ofsome temporary elements. Each party brings a pair ofkembar mayang, mock uees made of

green caconut fronds and some other sorts of leaves attached to a piece ofbanana trunk. In the moment

ofpanggih these mock uees are exchangc:d between parties, then placed to flank the bridai seat after the

man/hl (bridai couple) have been seated Late:r, they are discarded on the: ground marking the end of the

ceremony whe:n the duty of this moving decoration is completed.

A quasi traditional revival assignc:d kembar mayang a ncw role and gave it a new appearance. In the

1970s a flower.arranging course named Mayasari in Yogyakarta was much responsible foc re.introducing

and cransforming Iumbar lIIIlyang. The moving decoration with, a bushy dark·green look now appeared as

taU and handsome adornments dominatc:d by golden.yellow young coconut fronds and various sorts of

colorful flowers and fruits, se:cured on shining brass spittoons standi~; state:ly on both sides of the bridai

~eat In a more: elaborate wedding, the beautifully arranged lumbar maya"l figure was not only set flanJcing

the: nuptial seat but was also indiscriminately scattered ovec the rituaI setting.
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THE CHANGING ARRANGEMENT

At a wedding, the entire house becomes a ritual stage in which guests are also part of the drama itself. The

relationship between the ritual and its inhumt audience guides what kind ofstoCy is communicated in the

moment. With a different bodily arrangement of the celebrants, the same spatial setting May produce

different lcinds ofrelations and communicace different messages.

Bodily dispositions of the celebrants which constitute the spatial arrangement ofthe setting embody

particular patterns of relationships. It perhaps sounds too formulaic to consider a ritual celebration a

metaphor ofsocial relationships, but rimais are one main occasion when many relationships are brought

inco a public drarna. With the change of spatial setting, there are other changes in the ways relations are

built during the celebration, such as ways to invite, present food, contribute and participate. From these

example~ we may infer that with the changing spatial arrangement th~re are also sorne deeper changes in

social relationship~ rather than simply changing fasmons. In a domestic ritual this change also entails a

change in how bouses and bousebolds are interrelated.

Growing up in Karangkajèn has given me the opportunity to observe Many marriage celebrations in

chis neighborhood, particularly in the Amads' house, and to be involv:d in various capacities. Therefore, 1

will take weddings in the Amads' house as points ofdepa~e. In the sections below 1trace the variety of

wedding practices through rime in chis locality, with an emphasis on its spatiality, while indicating

possible social changes underlying such change and diversity.

My observations show that weddings in chis locality have experienced changes from a communal

gathering to an institutionalized celebration and, further, to a kind ofcommodity. These changes greatly

shaped the way the wedding itselfwas conducted When social relations were primarily binary ones

between the sponsoring family and every involved household, the wedding was a kind ofcommunal

gathering in which guests and other participant~ labor, equipment and foodstuff were related under the

same network based on kinship and neighborhood. As the communitr institutionalized in many matters,

equipment and labor for the celebration were already in permanent, though still in community-based

organizations. Guests were no longer direcdy involved in the preparation of the celebration. In the ritual

setting, they became an audience watching the ceremony. The introduction ofchairs enabled the sponsor

to arrange the guests in an orderly manner as they were also subjected to Many celebratory regulations. A

further step was the commercialization of the celebration. House and community lost thcir role in

providing the nccessities of the occasion since everything could be purchased. In chis stage, gathering and

domestic location were much less necessary.
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17Jt Siuing-on-Mats Manntr

Bu {Mrs.)Jarir. Mbah Amad's daughter-in-law. described the fust distinct fc:ature of the former

Karangkajèn wedding by remarking that people calle<! ie alTa luzji, the /1ajj(re~ pilgrimage from

Metca) manner. She pointect mainly to the bridaI costume whose hud cover conjured up the image ofthe

people somewhere in Middle East or South Asia from where Islam in Indonesia allegedly originated. The

groom wore a black cap orpid, a common headcover for a Malay Muslim. As Karangkajèn was regarded

as a distinetively Islamic kampung, this lutji manner was a way to articuIate its identity; it was, therefore,

the fust future that came to BuJarir's mind in charaeterizing the local tradition in a wedding celebration.

The bridaI couple did not appcar 50 much different from the guests as many of the guests dressed similar

to the 11IIllltm.

( The ijah (marriage contract arrangement). an aIl-male rirua], took place inpmdbapa, the front

portion of the house. Invited guests, religious officiaIs registering the marriage contrac~ the legal witnesses

and the youth serving tea and refreshments were all male. Even the br~de was often absen~ represented by

her father. At the very center of the pmdhapa a low table was set up, around which the main aetors ofthe

ijab took their places to perform their roles. In a larger circle the guesB sat on mats spread over the

pendhapa to witness the rituaL As regulated by !slamic law, ijab was a fiilly verbal ritua~ the power of

uttered words prevailed. Under paternal authority, the bride's father or his represenrative granted the

groom's request for the bride.

Following an ijab was a lemu celebration (pallggih in High-Javan'~se) meaning meeting or

encountering. This event featured the ritual meeting of the bride and groom. Even though the ijab was the

only lcgal necessity for a marriage, the lemll was customarily considere~ the main. wedcling celebration. In

contrast to the ijab, a lemll at chat time was a female-dominated occasion. The females gathered in the Itmu

either al noon or in the evening, while their husbands had attended the ijab in the morning.

As in the ijah, guests were scated casually on mats spread ail over the floor. Having a larger

audience, chis occasion involved the entire main house, the omab andptlldhapa. As su~ the lemll noe oo1y

enlarged the space but aIso shifted the ritual center from the front to the rear portion of the house.

Conducted in the bride's house and attended mainly by females, lemu was a womanly ritua! which rook

place in the inner omah where the domestic shrine was situated

The guests formed circles, gathering around a set ofmeals-mainly rice, side dishes, fruit and snacks.

Each circle occupied the space between two columns of che house, forming repeated "modular" gatherings.

"They use<! to sit surrounding food already served on high plates," Bu Jarir described this manner. While

they were chatting to each other, they served themselves food. In this multinuclear formation the main
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interaction was among guests in a given circle. Men had theu own circle separate from the majority of

women on chis occasion.

The core ofthe /Dnu ritual was quite simple. Thegr~m and bis entourage proceeded to the

pmtiJJapa. while the bride and some respected female rdatives emerged from thegll1UlJHlk into the inner

ollllllJ. Both processions moved forward along the axis ofthe house until they met at the door connecting

the (Wo main portions of the howe. They chen walked togecher toward a carpet spread in front of the

central smlholl& were seated side-by-side, and sat motionless.

As the only program in the celebration, the ritual meeting between the bride and groom did not

dominate the audience. It was more a rituaI cessation ofthe gathering when. for a while, all guests

attended to the ceremonial encounter. ACter the marrie<! couple were joined and seated. the guests turned

back to their circle and continued conversations among themselves until they felt it was rime to leave their

gathering circles.

Guests were invited explicitly to bestow cheu blessings for the o:casion, and implicitly for their

support of the sponsoring family. Contributions of cash or foodstuffs enabled the sponsors to conduct a

proper celebration and repaid whatever the sponsors had contributed lO the guests· celebrations in the

pasto Everybody owed and lent something to someone else. Behind the celebratory scene was a chain of

mutual assistance. particularly among female kins and neighbors. who were in the kitchen preparing foods

for a couple ofdays prior to the wedding proper. Men usually came a day before the wedding to "cleanse"

the pmt/hapa and inner omab offurniture. to place larub around the house and later spread mats over floor

of the main house.

The Si/ling-on-Chair Celebration

1 Chairs were introduced as ritual equipment in Karangkajèn in the late 1950s. Sorne local affluent, mainly

the big batik entrepreneurs. were among the first to have celebrations with chairs. becawe only they had a

large number ofchairs and were able to borrow more from other wealthy families. Later. when some

community organizations in Karangkajèn acquired and rented a couple ofhundred inexpensive chairs.

people felt obliged to use chairs for their celebrations.

For the iju. a couple sets of typical guest reception room furniture-each consisting of several

armchairs. a sofa and a low table-were commonly set at the middle of thepmdllpa as the focal setting for

the signing of the marriage contract. With oo1y a handful ~f the closest male relatives and neighbors

invited. the ijab needed only a few rows ofstraight chairs for the guests.
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SITTING~-MAT WEDDiNG
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Figure 3.2
Th: wedding celebration setting in the
Amads' house

INNEIONAIt

In the IDIIM, the chairs were usua1ly

arranged in rows with a table inserted for every

six to (en chairs for food and drink. In the

Amads' bouse chey were arranged facing the a:cis

along which the 1IIIl1ltn procceded and

encountered cach other. The guests did not face

cach other because they wcre witnesses ofa rituaI

which focused cheu attention on che sacred

sctting throughout the celebration.

The adoption ofchairs, chen, was more

chan a maner of raising the scating level one­

and-a-half fcet. In contrast to mats, where guests

would gather informally, chairs were individual

scats which could be easily set in a particular

arrangement. Seated individually, the guests werc

repeatable unies: units of service and units of

discipline and arder. Being subjects of rituaI

discipline, guests were ushercd upon theu arrivai

to a particular row, according to cheu social

status and fanùliarity with the sponsoring

family. Respected ladies would likely be seated in

the first row inside the Om4b ne.'tt to the

sponsoring farnily. Men were quite frcely scatcd

in the pmdbapa.

The man/en distinctively appearcd from

the guests. They were dresscd in quasi-aristocratie

fashion: a long gown for the bride and a short

jacket for the groom, both made ofblack velvet

with golden embroidery. The lower garment was

a piete ofgilded batik. A high black, gold­

rimmed fez adorned the groom's head while the

bride's had Many imitation gold tiara-lilce

accessories. Intc:nded as the focus throughout the

(

1
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ritual, their costumes were strikingly clifferent from other people'$. Likewise, the elaborately decorated

bridal seat was very different from the spectators' chairs.

As in older rimes. the 1IIIl1ltbt proceeded and encountered each other under. the inner (J1'IUl1J

threshold, before being seated in front of the smthtmg. In this manner the procession was accompanied by

a tape-recorded version ofa 10udgal1lliall instrumental piece entitled Gendhing Kebogiro. As the music

played the audience was asked to stand up to witness the lemlls climax.

Afterwards, a local religious leader was invited to give a speech instructing the married couple and

audience on proper conduct in marriage. A series ofspeeches from the sponsoring family's representative

greeting the guests-the groom's family introducing themselves to the bride's family who received the

groom as the new family member-usually preceded the lemll. Throughout the celebration, a master of

ceremony ceaselessly greeted, announced, and gave commands for the minutiae of the ritual program,

framing its various stages into a single celebratory entity. The space wlder the inner DM threshold which

formerly only gained significance in the /eltUl moment, WOlS now equil=ped with a microphone and became

a powerful setting from which holy recitarion, speeches, greetings, stylized commentaries and commands

were issued As masters of the celebration and celebratory space, the sponsoring family were totally absent

from this stage, but their wishes were delivered through the speakers.2

Mter observing the saleron lemll and its ritual attributes, the gucsts were served with a series of

meals. Following tea and appetizers, was the main course, consisting 0 f a smalliump of rice surrounded by

sorne side dishes, which was delivered at about twelve 0'dock. The main course was a pre-set dish

presented directIy to every guest, making any contact with the persan iitting nearby less necessary since

everything was ready on the plate.

People distinguished between the ritual and the rtsèpsi (receprion). During the ltmll, the guests

remained silent, wimessing the series of speeches and rituals, while in rhe resèpsi they were more relaxed

Tbere were no more commanding speeches, only the tape playing sele,:tions of popularJavanesegamelall.

The distinction was 50 dearly expressed that prior to the rtSipsi in Mb~h Amad's daughter's wcdding in

1975 the bridaI couple changed into [ess formai (but still aristocratic-like) dothes, and the mood of the

celebration changed noticeably.

Order was omnipresent It was institutionalized in the seating arrangement, in the series of speeches,

in the concentration to the ritual which was reflectcd in the dominance of the wedding ieon: the

elaborately dressed malllhl and nuptial seat Unlike those iJ:1 the sitting-on-mats manner with its

predominant sense ofgathering, the guests ofweddings with chairs were Iilce theater speetators, confined

to their own chairs, watching the series of rituals performed in front of them.
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A wedding celebration was an institution thraugh which social relations were developed. In the

sitting.on<hair wedding. the main relation was between individual guests and the bridai couple as the

main icons of the rimal Behind the celebration scene. Many other relationships were deve1oped. but

indirectly through particular institutions rather than directly between people. The network ofborrowing

silverware and other utensils was replaced by a community organization. Likewise, the chairs and the

sound system were in the possession ofsorne social organizarions to rent inexpensively. Decoration was

done by a neighborhood youth group rather than by individual volunteers. Mobilization ofkinship and

neighborhood in the fonn of mutua! assistance during a celebration, called rinœngan or rtœangan. was

aIso regarde<! less favorably. Instead. a semi-commercia1 caterer was usually hired to lead the cooking.

assisted by few closer relatives and neighbors of the sponsoring family. "Nynun pangapUlI1nI mbotm ma1lli

""caRgan," or "Wc apologize for having no rittœngan" was a common phrase written in sma1l print at the

bottom ofan invitation letter in the 1970s. Saon, everyone knew that there were no longer weddings with

rinazngan. These circumscances were just a step away from the fuller commercialization ofcelebration,

when cash would speak for every necessity.

The Standing Party

The rtsèpsi btrdiri, or standing party, was another manner which gained popularity since the carly 1980s. As

its name suggest5. this was an elaboration of the restpsi part of the domestic wedding, rather chan the

transformation of its entirety. It usually took place in a rented hall. ar..d so it was no longer fully a

domestic celebration. The gathering of people was almost complete1y umitted in this manner ofwedding.

Invitations mentioned a range of rime, usual1y for one to three hours. in which the guests might choose a

convenient rime to come. They were invited to attend a personal meeting with the bridai couple.

t Consequendy. there was often no ritual program or even no temu at al~ since there was no moment

observed by ail guests. Some standing parties featured customary rituais and traditional dance

presentations. However. these programs were quite "marginalized" sin·:e the guests, especially in their

collectivity, were not fully expected to attend these rituals and performances.

Upon their arrivai. guests gave their presents to the people in charge who stoocl at the entrance.

where a guest book was signed as a mark ofpersonal attendance of the celebration. The guests went

direcdy to the mantèn who were standing before a lavish decoration at the rear end of the hall and

congratulated them in person. In front of the bridai setting. there werc several rows of tables where a

buffet of full·course meals had been arranged. Guests served themselves. A few chairs lined the edge of the

hall for chose who wanted to sit for a while. but many enjoyed their food standing.
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Even though there was no gatherlng, usually there was an announCef. The announcemmt was not

addressed to the assembly ofguests but to small groups of invitées, sorne close families, officemates,

schoolmates or other circ1es which the IIIII"tbt or their parénts might have interaeted with or belonged to.

These groups were asked by the announcer to have their pietures taken with the 1ItIlIItbf creating the image

of the series ofencounters between the mIllltèn and the guests. The sum of these encounters was the

celebration itself

In terms of the food, hall rentalSt costume, decoration, photography and video recordings, many of

the standing parties were more e1aborate and lucrative than those in regular domestic weddings in

Karangkajèn houses. The bridai seat had a mock·up smrbong opening in the form ofa screen made of

gilded batik framed with wood.carving which served to "domesticate" the non·domestic setting ofa rente<!

hall Many of che halls have large, elaborately carved smrhong imitations, luger and more lavishly

ornamented chan any troe smtbong. Everything can be purchased, thlli, il was a fully commercialized

wedding.

STATUS AND SPATIAL COMPATIBILITY

During a wedding, the potential power of status now is exercised in a cultural drama in front the public.

In a domestic ritua~ the status is gained spatially by appropriating the house's space and transforming it

into a ritual setting. The ideal relationship between the bride, sponsor~; and domestic space is if the bride is

the daughter of the sponsors and the sponsors are the owners of the hc)use where the wedding cakes place.

In this triadic relationship, the parents as ritual sponsors may assume their full authority to give their

daughter to a suitable groom and to transform their house into a rituai setting.

1 Problematic circumstances arise when the status ofeicher the sponsors or che beneficiaries of the

ritual do not suit the available space. They might be too humble so th;lt chey are not entided to fully

appropriate the house space, or too exalted so chat no regular ritual sCI:nario would woric. Adjustments are

needed to provide matching circumstances. It dernands a reinterpretation ofwhat is "essential" to a

wedding and what is mutable. Looking at the variety of responses to such problems will give us deeper

insight into how such a ritual is conceived and constructed.

The Lowe, Stalus

When Sutinah prepared for her daughter's marriage, a problem ofspace and authority arose in the Amad

family. A wedding for her only daughter was the only cclcbratory chance for Sutinah to elevate her status.
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Her ability to conduet a proper celebration might

be remembered by her neighbors for a long rime.

But she was only a single parent who was Mbah

Amad's distant cognate and she had no family on

which to cely, besides the Amads.

A pacticu1ar spatial problem which arose was

where Sutinah would conduct the celebration. lt was

unthinkable to ask the wife Mbah Amad if they

could use the inner omah,3 the secluded portion of

the house where the eldeely master of the house

conducted aU her daughters' marriages and where

she slept every day. Such a request would have

shawn that Sutinah intended to act as the master of

the house who could push the initial master out of

her own private room. Mbah Amad resolved this

problem by allowing Sutinah to use the entire hGuse

for the celebration, except the inner omah, which

remained totally under her authority. By doing 50,

she expressed a gracious gesture without

compromising her own territorial dignity.

With the exclusion of the inner omah, where

the core of a wedding celebration was customarily

performed, the pel1dhapa haU as half the omah had to

act as the entirety, which shifted the center of the

rituaL VisuaUy, this hall retained sorne aura of a

gathering place, and had a highly pitched ceiling in

its middle which enhanced the rieual center. The

mantin would be seated underneath, in front of a

delicately carved wall of the inner omah. Due to its

limited size, about half the main house, the

pendhapa could not accommodate aU seated guests.

A temporary shelter, a rratag, was erected in front of

the house to extend the pendhapa's space.
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Serving as the center ofthe rituaI. the rear end ofthe pnuJ/Japa was decorated with gilded cloth and

a pair ofltnnba, m4y/lllg flanking the bridai scat. Decorating the pnulh/1P/l in this manner not only meant

beautitYing it, but also fully identifying it with the inner oituth. An imaginary spatial structure ofan olllllb

was construeted. Functioning as an inner omab, the ptndIJapll during the celebration was reserved only for

the lemll. Rather than superimposing other ritual fimctions usually accommodated in the pmtlhapa with

the lemll, they were accommodated in other pans of the house which were temporarily funetioned as a

ptIldhapa.

The ijab. which was usual1y conducted in the ptlltfbapa, should not take place in this hall, since on

this occasion, however, this structure was conceived as a inner omllh, e"len though the setting was adjusted

casily enough to accommodate the simple marriage formalization riw;ll. So the ijab was shifted to a

smaller guest reception room, the southerngandhok attached to the side of the pl1ldhapa.

During the lem., the relation between the pmdhapa and trlllag p.ualleled that between the inner

omu and the pendhapa. Treated as apentfhapa for the guesrs. the trlll4g was decorated in the appropriate

manner, with tarub arches along its edges. Male guests were seated und:r the awning, while female guests

and the closest relatives were ushercd to the pendbapa. Under the thres:told of the ptIltfbapa, the bride and

the groom met in the clima.'t of the ceremony, and in the same place one ofMbah Amad's grandsons,

who was cloquent in stylizedJavanese, served as the master ofceremouy.

17Je &alled Slatus

Two years after his enthronment the Il year-old Sultan Hamengkubuwana IV was considered to have

reached a marriageable age. There had never been a marnage ofan alr~ady installed Sultan in 60 years of

the history ofYogyakana Sultanate, nor apparently in the previous couple centuries of the Mataram

dynasty. as a chronicle recounted, "[n.] in the lifetime there has never been toldl a youth King getting

marriccV/ in the past but nowadays/ therefore, the entire country is in uproar.u4

The problem in this case was quite the opposite ofthat e.lperienced in the Sutinah's daugbter's

wedding, as the status of the boy Sultan bridegroom was so high that no one was suitable to act as

sponsor, authorizing the wcdding, granting the boy a bride, and bestowing blessings on sueh a majestic

groom. As sovereign. he was the master of the entice palace and supposedly was the authoritative sponsor

in celebratory occasions in his residence, not the beneficiary. Pembertc)n

Another problem in chis marriage was the political and genealogical connection between the bride

and groom. On the one hand, the bridc·t~bc, Radèn Ajeng Sepuh who was also called Radèn Ajeng

Supirah, was the cousin of the groom. On the other band, Radèn Ajeng Sepuh was the daughter of Patih
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Danureja fi, the grand vizier ofYogyakarta, who was murdered by 5ul:an Hamengkubuwana nOVe!

politica1 matters on Oetobcr 1811, just five years before this royal wedding. Thus, chis marriage had scrong

overtones ofpolitica1 and familial reconciliation between tÎ1ese two closely rdated familles.

No one else in the royal family was more concemed in sueb a fctmily reunification than Ratu

Ageng, Hamengkubuwana Ifs consort and the grandmother of the bride and groom. Moreove!, Raeu

Ageng previowly was the guardian of the Crown Prince to be Hamengkubuwana lV.sThis Q.ueen

Grandmother who was still in an influential position was the figure bchind the arrangement of the

wedding scene. In the meeting between the court family, the British R~sident Jobri Crawfurd, and Patih

Danureja IV planning the wedding celebration. Raru Ageng reportedly made a pledge concerning the

arrangement of the occasion:

Ratu Ageng speaks calmly
"[n the wedding of the King
with Rema Supirah
[ would like to malee a vow
that the ijab will take place in the Grand Masque

50 that it will not to be gossipcd
5ince both ofthem [the bride and the groom] are my grandchilclren
both of them have no father anymore
even though the bride
is only the daughter ofapatm
but [the palih] died to defend the King [Harncngkubuwana [[[)-

Ratu Ageng conceived an e:ttraordinarily grand wcdding. After the two abdications and

banishments of Hamengkubuwana fi, the brutal British si~e to the Keaton and the deduction ofa large

portion of the Sultanate's territory to form another colonial vassa~ it was not surprising that the courtiers

wished for the restoration of the Kraton's authority and dignity. Meanwhile, the thirteen-year-old King

was probably too young to be aware of how delicate was the situation of the wedding's setting.7

T0 fully rehabilitate the status of the bride as the d.1ughter of the highest official in Yogyakarta,

Ratu Ageng and her daughter, who was also the bride's mother, Ratu Angger, enttusted the bride to Patih

Danureja IV. the grand vizicr at chat time, until the wcdding day. Early in the mocning on the day before

the iju, a procession emerged from the Kraton to the Kepatihan carl'}-ing numerous bridai gifts. The

Patih and bis wife solemnly received these presents on behalfof the bride's family.

Ratu Ageng was Most concerncd with the ijab, probably because chis stage was the ooly ali-male

occasion in the course of the wedding when the court ladies had no direct control. Therefore, she ensured

that this stage was pompously celebrated. Unlike the common practice in the Kraton wherc the ijab was

condueted in the Mesjid Panepèn, a small shrine hidden in the private quarters of the culer, this ijab cook

place in Mesjid Agung. the Grand Mosque facing the great plaza before the palace.
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By having bis ijz/J in the Grand Mosque, Hamcngkubuwana IV smningly cnaetcd the grandcst

fonn ofa royal appcarance, the Garebcg DaI, as the model.ofthis unprcccdentcd wcdding. The Garebeg

Dai was an eight-yearly rituaI celebrating the birthday of the Prophet Muhammad when the Sultan and

his entourage appeared in a royal procession in the Grand Mosque observing the ritual The saacd

gamelJlll Sekati, spccially rcscrvcd to precede Garebcg celebration, was playcd for two weeks which was even

grander than a Garebcg since in that celebration the gamt/all was ooly sounded for one week. Dccorated

with curtains and canOPYI the Mosque appcarcd as it did in the ycar ofDaL This sctting was how Panular,

the author ofBabad &dhab Ngayagya!t4rta pcrceived the wedding too, "it is like a Garebcg."

In relation to the colonial power, nineteenth cennuy royal weddings indeed were problematic. In

this later colonial era during which native Mers high1y depended on the colonizerl political1yand

financia1ly, the rulers nevertheless sought Mean$, including rituaI pompl to restore thcir dignity and to

disguise their impotency. Pemberton (1994) secs that a nineteenth-cem:ury ruler ofSurakana conceivcd the

pomposity of his royal wedding as a chance to double bis public significance, as a king and as a groom, to

elude the colonial authority. This Yogyakarta ruler employa different mean to elevate his appcarance.

Garebeg was a cclebratory occasion which the Kraton demand the prcs~nce of the Resident. as the colonial

rcpresentative, therefore, the Kraton rightfully imposed its·protocol to this Western gucst. As in Garebcgl

John Crawfurd escorted the Sultan in his progress to the masque. Reaching the mosque, the Sultan was

carried on a palanquin. while the Resident wallced behind Furthermore, Panular did not fail to express his

pleasure in seeing Crawfurd sitting cross-Icdged in the masque floor during the ijab.

For the lemu in the evening following the ijab, Ratu Ageng again apparently raid Crawfurd "Indeed,

Minister my intention! 1would like to pcrsonally fetch [the bride]."8 Ratu Ageng paradcd from Kepatihan

to the palace and was carried on the same palanquin as the bride, follcwed by Danureja IV on a horse and

great entourage.

Ratu Ageng was gready and pcrsonally involvcd in arranging the wedding celebration. In the

intricate relations between the bride-giver and bride-taker parties. she acted as represcntative of both

parties. successfully avoiding the elcvation of the formerls staNs and èemotion of the latter's dwing the

riNal She performcd her key raie as the bridging agent by employing another focal point outside the

palace, Kepatihan. and actively connccting these [Wo centers. As the bridc-giver's represcntative, she

dclivercd and entrusted the bride to the Patih. but she aIso pcrsonal1y fetched the bride, reprc:scnting the

groom's family, the bridetaker's party.

During chis temlt, another riNal displacement was employcd. TI.e kingly groom was already waitîng

in the gallery next to Bangsal Kencana when the bride arrived and approached him. In chis place the

bridai couple pcrformed the customary betel toss. Afterward, chey pro~eeded hand-in-band to the bridai
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seat facing east in Dalem Prabayeksa whue the queen grandmothers L'ld mothers were seated fIanking the

couple. In this procewonal muance the Sultan aeted in gu~t reception gesture. ~Y mis DWU1ert the

kingly groom treated the bride with high respect but as an outsider, sa chat the he might secure bis

position as the master of the house. Along with the marriage itself; the bestowal of the Ratu tirle as the

bride proceedecl to whue the Kraton womenfolk were seated could be perceived as an initiation rite of the

bride to the royal domestic party.

MAKING THE OMAH A RITUAL SETIlNG

The spatiality of the wedding and that of the house are reciproca11y conforming. A wedding ritual is 50

tied up with its domestic setting that Many of its ritual stages are prescribcd to cake particular places in the

house and to imbue these places with significancc:. Furthermore, not only does an omah provide a setting

for a wedding, but it is probably huilt mainly with a wedding celebration in minci, so chat we can most

fully conceivc its spatiality during the celebration.

In the preceding chapter we have discussed how an o,!,ah space i.i constructcd as a dweUing, with a

private portion to the rear and a public portion to the front However, the dual division of the house does

not always function in this manner. During a wedding we find that the pair of spaccs composing the main

house becomes a public arca, but the house rerains its dual division. By removing their divider, these two

spaces are joined to celebrate the marriage unification.

The duality of the space is profoundly artieulaeed as there arc diverse ways to accomplish the

interplay of the dual domestic spaces, enhanccd by contr3sting decorations, allocating stages of the ritual

and segregating guests. In the intricate and tense relation between Islalnic andJavanese "tradirional"

beliefs, people consciously distinguish what belongs to each. /jab, which is regulaeed in religion, is on one

side of the ritual and the customarily prescribed lemu is on the other.9 Such a distinction falls into the

system ofoppositions which chey already conceive. This distinction is easily applied, sinee ie also contains

gender opposition; the yab and ltmu respectively contains profound male and female association.10

Regarded as parts ofa domestic ritua~ these two wedding stages are as~igncd in the pair of spaces already

escablished.

Rituals can be seen as a system of power embodying -social relations in space which are dramatized

in a certain rime. In analyzing the efficacy of the system of relations developed in Javanese rituaI

celebrations for articu1ating staNs and power, Ward Keeler (1987) su~;ests that the exercise ofpower in
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the course ofa ritual is temporarily and spatia11y limited to its own domain. but these relations are only

meaningful if they are based on larger social networks:

[a ritual system] rcalizcs certain tics. ties that arc othcrwise obscurcd o~ that rcaIly exist ooly in the
contest ofritual celebrations [_] The nct of relations drawn upon in ritual celebrations may rdIcet
social organizations-kinship groups. patron.dient tics. and association through territory, work, ctc.­
and its history (p. 155).

Observing some weddings in Karangkajèn from time to rime, w~ may discem that the spatial

arrangements have some underlying interplay between the wider system of relations and that during the

celebrations. When a celebration was a community-based occasion in -Nhich guests. working people and

other participants were involved in roughly the same network, the sitting-on-mats style in which guests

intensively interaeted one anomer was quite meaningful. By contrasr, individual chair suting requires Icss

interaction between guests, who were treated as reproducible-unit speccators subjected to the rirual's

discipline and service. As the lemu ritual became a spectacle, it became more elaborate and was

accomplished more wough capital-based ties than through kinship nctworks.

The interdependency of the spatiality of the house and wedding ritual is not always harmonious.

The weddings ofSutinah's daughter and Sultan Hamengkubuwana IV demonstrate different ways to

conceive sueb conformiries when the social cirarmstances do not aIIow these occasions to be delivered in a

regular manner. In the Sutinah-sponsored wedding the conceived spatial formula was applied by

employing the spaces she was allowed to use. An imaginary omab was c:onstructed using scattered spaces

available in the house. This wedding transformed these scattered space:. into the spatiallogic ofan omah.

Ali spaces in the palace were available for the celebration but th~ regular princely wedding scenario

employing these spaces was dcemed inappropriate for the kingly groom's problematic and unprecedented

wedding. Several fragments of ritual were strategically combined to fo!m a newly-conceived ritual

intended to ma."timize the ceremonial benefit of spaces and to avoid seIme potentially demeaning scenes.

Among the strategies employed were shifting the ritual core into ijab. manipulating Garebeg celebration

and reversing the course of procession which altogether enhanced the pomposity of the occasion.

Ritual celebration can be seen as a kind of spectacle with the belleficiaries as its performers. and

guests as its audience. The more the beneficiary is distinguished from the guests, and the more the ritual

site is distinguished from the surroundings; the more theatrical a ritual celebration looks. When a bouse

accommodates a performance, it becomes a theater. A stag~ is set asidc from audience space. The nat

chapter discusses the role of performance in a domestic setting and its spatial consequences.
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NOTES:

1 Only fanala are allowcd to open tbis building. Howewr, nondays. due to the old • ofmost fanale retainers.
some male servants usuaIly bdp to open ancI dd:ach thcse beavy ak partitions.

2 The sponsor family as the masta' ofspacc and ocasion, Iike the ...,.wu c:ompIctày mute. Tbeir speeches and
wisbcs 1Ia'C drlcptcd to other people. For a discmsion on speech drleprioo in ritual œlebl'ltÏonst Re Kcàcr (1987).

3 Mbah Amad the husband bad ciccl SCftral yan bcforc tbis ftdding.

4 &l1tIIl BtilJNIJJ~ canto LXI: 25-26 in Carcy(I992) my traDslation.ln its history, the Sultmateof
Yogyabrta apaicnad majestic weddinp twiœ for two subsequmt Sultans.1IamaJ&kubuwma IV (r. 1812-1822)
and Harne:,.kubuwana V (r. 1822-1826, 1~18SS).

S On the gcneral role ofold womm in holding the guardiansbip ofJ01IDI prinœs sec Carey and Houben (1987).

6 &iNIJl KrIIloII~ voL 1, canto XCVI: 35-36, my translation, parmtlDcs adœd. In the sevm: conflict
bctween Hammgkubuwma D and Hamengkubuwanam(who was backed by the British), DanURja D was murdercd
by the former sinœ he stood on the Iatter's sicle.

( 7 The dominant role ofJavmese nobility was omy possible prior to tbeJava Wu (1825-1830). Aftcr this SCftR wu,
theJavanae ariatocrac:y lost tbeir indepmdmt dipity. As llicklefs (1981, p. 113) nota "The Central Javancse Courts
[_1 became ritual establishments and generaJly doc:ilc clients of the Duteb.· Analyzins the post-Java-war wddinp of
somc Central Javmese ruling princes, Panbcrton (1994) nota that the Kaidmt ftIUlatal CftrY ddail ofthe rituals.

8 &INul Krllltm~ voL 1, canto XCVD: 49, my translation. Minista' was the dcsignation for colonial
rcpmentabva in Yogyabrta afta' the rquIation issued br Franco-Dutch Govanor General H. W. DamdeIs (m
office 1808-1811). Even tbougb the formai ride for this position under British administration (1811-1816) was
Resident, Minista' W3S still widely uscd br theJavanesc to addras the official.

9 Even though the ij4/1 and IDIIII are pcrfOrmal in the bouse, tbcy migbt he carried out in difftrmt occasions. In the
Amads family, MOSt of the lDIIlIS wa'e conductal al the samc clay as the ijM/.~, for sorne rasons, in two
'ftddings in tbis family the te1IUI was petfonncd almost a ycar after the ijé.

10 The gcnder association of the verbal aspects ofa ritual with male, and the material aspects with fmlale is
commonly found in the Malay region (Carsten, 1995~

1
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CHAPTER IV

PERfORMANCE
IN THI DOME.STIC THEATER

"Performance is a mode ofaction in which performers display skills,D Bernard Arps (1992, p. 2) defines in

introducing performance inJava and Bali, "it is a temporal process rather than an mtity, taking place in

the flow ofhuman action." As a distinct occasion, a performance is ndmer an independent phenomenon

dissociated from ifS social context, nor a mirror merely reflecting the ~urrounding reality. It is a reality

standing among other rcalitics which reciprocal1y reflect cach other. Commenting on the interrelationship

bctween a theatrical ritual and its cnvironment in the Balinese conte;tr, Clifford Gcertz (1980) says that a

spcctacu1ar rituaI "was not an ccho ofa potitics talcing place somcwhe:e cIse. It was an intensification ofa

politics calcing place everywhcre cIse" (p. 120). The interrelationship bctween theatrical events and non­

theatrical circumstances confirm Ward Keeler's (1987) arguments regarding the social dimensions of

Javanese shadow-play that performing arts consist of relations comparable to other relations in society.

In reading a performance as a distinguishable phenomenon lying in a social and spatial continuity,

wc should judge off-stage circumstances as important as those on-stage- for constituting the meanings of

the play. Spatial1y, mis principle means that the stage on which the performance is carricd out is not a eut­

out space standing independcndy from the surrounding spatial arder. [n particular, when a dwelling

becomes a theater, ie retains its characteristics as a damestic setting to ;lffect the spatial arrangement of the

theatrical setting. Social1y, this notion means that, audience can be seen as "off·stage actors" whose

presence is embodied in the spatial arrangement which have transforrrlcd a dwelling space into a particular

theatrical setting. Authoritative sponsors, respccted invitées, wanderin~~ commoncrs and even ancestral

spirits1 are groups ofaudience watching the performance with theu di'/erse social standings and ditrerent

capacity to affect the course and the spatiality of the play. Furthermore, this off· and on·stage

interrelationship also implies chat, while on-stage, a performer remain) a part of the daily social order.

This chapter explores the transformation ofa dwelling space intCI a theatrical setting. In adjusting its

spatial arrangement to that of the house, a cheatrical setting might enllance, reproouce or manipulate the

e:<isting spatial organization. The raie of the performance's patron or sponsor, to whom the benefits of

the performance are accordcd, is crucial in chis transformation since he or she is also the master of the
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home. What kind ofsctting is formed out of ms or her house largcly depends on wbat kind ofrelations

the master of the theater and the space expects to bappen. .

In exploring the spatial aspects ofperforming arts in Javanese ho~ 1stan with 1I1l.1'l"lor sbadow

puppet play. As the major performing art for Javanesc people from many suata, wllJa1lg is basically a one­

man show in which a puppeteer is the sole interpreter ofa repertoire who orchcstratcs the whole

performance. He is the one to whom the sponsor has fully delegated L"le authority to perform in order to

entertain and impress the guests and watching crowcl. By erecting a so·een to cast the shadow, a 11Jttya1lg

produces a profound duality which demarcates the domain of the performer and that of the sponsor. The

popularity ofthis theater has enabled me to observe its production in agreat variety of settings and to

compare the resulting spatiality.

A duality comparable with that ofa wayallg is also legible in organizing space in sorne courtly

performances to be discussed in subsequent sections. This is studied through a genre of female dance and a

certain type ofdance drama, developed within the walls ofYogyakarta palace and noble houses. In these

performances, the duality orients the theatrical setting to revea1 the gender associations of the

performance and to conform with the dual space of the ho~se where the performances takes place.

Comparing these noble performances, which are initially presented by court servants, with the popular

wayang, which is pcrformed by an authoritative puppeteer, we discover an increasing degree of the

sponsor's or patron's involvement in the courtly theatrical settings. The OOgly patron's engagement

within the play has shapcd the sening to accommodate his presence. As taday the Sultan's authority is

limited, his presence in the theater presented in his residence is also much less ostentatious.

WAYANG IN A NOBLE RESIDENCE: ASCREEN Ta ENHANCE DMSION

In contemporary usage, the word wllya1lg refers to a wide variety of tr<;ditional theatrical performances.

The Most popular among them, which is discussed in this section, is a carved-leather puppet theater played

against a white $Creen to project shadows cast by the puppet$. It is callcd 1lI1lJallg ku/il, or in HighJavanese

ringgil 1/IlUuazl, meaning leather puppet This play is also named 'IIIllJllllg'"rtl/Il, the primeval or initial

1lJaya1lg, since its repertoirc, the Indian-origin epics ofMahabharata and Ramayana which have been

heavily re-interpreted and re·adjusted to fit the Javanese cultural setting, is rcgarded as the oldest stage of

the history ofJava.

Taking place in Dalem Wiragunan, the first performance to be discussed employs the spatial duality

of this noble house, the front and the rcar spaces, which are amplified into symbolic and functional

divisions. The notion ofenacting the duality during a 'llJayallg play is apparendy powerful enough to shape
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the spatial division which implies a social division of the spectators in a tfUm. In a very limited·size

bouse, we may observe how sueb division operates in the single space available.

It was in Dalem Wiragunan in 1919 that 1fust watched an all-night 1IItZylUlg performance sponsored

by a family who was not the owner of the Dalem. A privately sponsor:d 1I1lY'"'g was always free for

everyone. One need not be relate<! to the sponsor in a special way to come to the Dalem and watch the

wayang.

A white screen about three meters wide was spread open along the rcar cdge of thepnuJhap~

dividing the continuous space from the front of the à41em agmg to the pmtfbapa into [Wo: the spaces in

front and at the back of the screcn. This line was the focus ofattentio:}, leaving the center of the noble

hall with a high pyramidal ceiling for the accompanying musicians. The divider was extended almost

across the pmdhapa by two rows ofa couple hundred brightly colored "TJJayallg puppcts which were secured

on some banana trunks lying along the saeeo. To the front of the screen, in the pentfbapa, the dhal4l1g

would sit and play wayang a11 through the night. He sat underneath an clectric light which replaced a

flickering oillamp in olden rimes. This light would be reflected by the c:olorful puppets on the stage.

enhancing their appcarance on the dbalJZng side. It would aIso cast the silhouettes of the puppets on the

white screeo, enacting the theater of shadow seen from the other side of the saeen. Behind the dha/4l1g

was a complete set of)avanesegamelall, a possession of the Dalem, played by some twenty musicians

accompanied by four female singees and a group of male chorus

At about nine o'dock the tfba/allg started the performance by knocking the wooden chest to bis left

with a mallet, in staccato fashion, which signaled the musicians to play Ayak·ayak Lascm, the opening

piece for a wayang performance. Throughout the performance this kn'Jcking sound was noticeable,

directing music, punctuating dialogues and dramatizing songs intertWincd with the dhal4l1g's coostandy

c:hanging voice to animate the puppcts.

The invited guests, arriving since eight o'dock, were ushered by sorne people in charge of seating the

guests in rows of rented chairs behind the screen together with the sponsoring family. Rather than scating

the guests in the noble hall ofpmdhapa, the sponsor preferred to recei"/e tbem in the humble JongkJJlIg, a

low·lcve1 passageway with a roughly eemented floor and corrugated irun roof. situatcd between the two

main portions of the house.

Thesc privilcged spectators did not sec the "rcal" performance. the vigorous action of the dhal4llg, the

jumping of the glittering puppet and the orchestration. Compared to the other side of the sereen, chis

privilcged side was dimmcd to keep the translueent sereen as the focus. Ali they eould see was the shadows

of the puppets projected on the screen. Watchcd from the shadowy sicle, the performance appcarcd more
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mysterious, almost JDagicaL since the audience did

not sec the puppeteer animating the puppets, who

were accompanied by an unseen orchestration.

Sorne people said that these moving and speaking

shadows were the Ilessence" of the performance;

therefore this side was reserved for special

spectators.

Distinguished from uninvited outsiders

crowding the yard, the people associated with the

sponsor of the performance (who was supposedly

aIso the master of the house) were seated ne."{t to

the main house. Previously in this house,

according to tradition, women were also

specifical1y seated behind the screen inside the

inner house. One argues that the reason for this

tradition was because the "essential" shadow play

was prescntcd for the benefit of the women of the

house (Tjahyono, 1989), another says women were

excluded from seeing the ritualistic theater

performcd by the dha/ang (Rassers, 1982).

Moreovcr, sclf·respecting women were deemed

inappropriate to wander around the yard at night

One practical reason for this seating arrangement,

however, was chat this would place the women

doser to the kitchen, where sorne of them from

the: lower strata were in charge of preparing meals

for the guests. Consequently, the guests were

seated in this section partly bccause of the case in

serving them.

Uninvitcd but cxpected spcctators, the commoners

(mosdy the magma'; and the: neighbors of the

d4/em including children and teenagers like me)

stood freely or squatted around the open hal~
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chatted in groups in corners of the yard or sat

along the edges of the ptlldhapa. Scattered in and

around the ptlldhapl4 we watched everything but

the shadows.

Approaching midnight, aCter the main course

of the Meal had been served, the guests one·by·one

found an ~~cuse to leave their seats early. Since

these people departed and did not return, the

commoners came and went as they wanted.

Invitées were well·served, but they were restricted

by rules of behavior. A few more serious guests

moved forward to the front rows, leaving the rear

seats empty [0 be occupied by more interested

common people.

It had been a long rime since the master of

the house had commissioned a wayang

performance.2 If the sponsor was the master of the

Dalem, the performance would be accommodated

in the designated place, the pringgitan, meaning the

place for performing ringgit, the High·Javanese

ward for wayang. It was a long pavilion standing in

between pendhapa and "'km ageng, a ceitical space

lying in between the [wo main portions of the

house. In the span between two main columns of

this hallway the screen was spread right before the

main door of the da/em ageng. The dual space

created by placing the screen in the pringgitan fully

conformed with the duality ofa pendhapa and

da/em, or more generally with the front and rear

portions of aJavanese house. Even though the

entire performance chat night took place in the

front or outer area, chis duality continued to

govern the spatial division.
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A striking contrast appeared between the shadowy and the bright sides of th~ screen. The front was

the side ofthe ostensive show featuring the dbll1llngs vibrant actions manipulating the puppetSt two sets of

beautifully dccorated bronzegameilln sounded by the mwicians dressed in formai Javanese uniform, the

chandelier hung at the hall and the light above the dhaJanjs head.. By contrast, the dim environment of

the rear side was comparable to the unilluminated aura of the tl4ltm agng behind this place. Intimacy and

control prevailed on this side; oo1y those who had a respected re1ationihip with the sponsor were formal1y

admitted to this place. The screeJl of performance had created (Wo distinguishable areass visually as well as

socially. An olnlth.like space was temporarily created during the play, cnhancing the existing spatial

arrangement of this noble residence.

WAYANG IN A HillABLE HOUSE: A SCREEN TD CREATE DIVISION

A wayang can be performed in a noble tWtm, but it is aIso fit to be enJcted in a much humbler house.

There has never been a wayang performance in the Suras' simple Dmah, Most lilcely due to the social

standing and the economic ability of ilS owner.3 Howevcr, 1had a chance to observe another 1/Jayang

performance in a house ofsimilar size and plan to Pak Sura's house, located in a hillside village to the

north ofYogyakarta.1 wiU compare chis performance to that orthe Dalem in order to comprehend the

spatial accommodation ofa 1/Jayang play in a house ofquite limited si;~e. In the humble house ofa

recently-eleeted village headman, 1called him Pak Trima, the wayang was performed in late 1989 when 1

stayed for a couple of months in this bouse doing mandatory fieldwork for my undergraduate study.

The Trimas' house was mainly made of timber, typically consisting ofa tine of three smlbollg rooms

in the rear facing a larger reception room to the front, with a kitchen attached to the eastern side of the

house. Just before noon Pak Trima had sorne people remove the front wall of his house, making a

continuous space from the front of the sm/hDng rooms to the yard. Ril:ht in front of the two main

columns of chis house the screen was erected and a couple ofdozens puppets were arranged on banana

stems. Simplegameilln instrUments made of iron were crowded behind the dbaJang's scat. Sorne wooden

sofas and armchairs for guests were placed in a row behind the screen where a dozen-or-so male village

notables were seated during the play. Crammed in a two.meter-wide space, the guescs were entenained

with the shadow-play as weil as meals and rcfreshments. Before the performance the Trimas served the

dhalang and his troupe with meals in the "dining room" between the stage and kitchen. Meal$, snacks,

coffee and cigarettes were also delivered direcdy from the kitchen to the privileged spectatoes behind the

screen during the performance throughouc the night
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In the limited space of ms house, ifhe had

placed the screen direetly against the SDlIDO"g wall

he would have had a proscenium-like stage with

more space to entertain bis guests in the fuse rows

of the audience seats. However, he preferred to

have a bi-directional performance with the

shadow playon one side and puppet playon the

other side. By reserving the space for the invited

guests on the inner sicle he claimed his [Wo

distinct statuses. as master of the house who

invited his associates to enter and as a sponsor

who graciously presented the play to gcneral

spectators outside. Acting as hostcss in her modest

house, Bu Trima and sorne female relatives who

assisted were busy preparing and serving meals in

the rear part of the house. However, Bu Trima •

also enjoyed the privilege of a direct connection

with the performance on this side by ordering the

dhalang to play her favorite song. She did so by

giving a small piece of paper with the tide of the

song to the dhalang through the hole underneath

the banana-stem stage while she served hot drink

to him.

Controlling admission. facilitating guest

services and having direct connections and

involvement with the play are among the

functional reasons for the side behind the screen.

In chis side. the authority of the sponsor visibly

prevails, directly affecting the behavior of the

guests. Dissembled behind the screen, the sponsor

is an authority concealed from the view of the

commoners who large1y watch the play from the

dhalang side. He delivers his wish through the
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tl1HûIuIjs actions direeting an aspects ofthe play. They realize there is 111 ovawhe1mina power behind the

screen indirect1y commanding the performance through a single agent. the tl1NIIIu«. The tl1MIJuIz and bis

actions are a rtal and visible power sem from mis sicle. On the other band. for the respected guests sitting

behind the screen, the tl1HûIuIjs directive capacity is a concealed power. sinee they only $Ce the aetive1y

moving and speaking shadows accompanied br unseen musical orchestration. For them, the sponsor is the

real conuolling power with which they dircetly deaL The sPonsor gretes and receives them on their arrivai.
chats to than during the play. entertains them with meats and theater, and occasionally gives commands

to the working people...

A special performer-sponsor tension arose in this performance due to the faet that PaIe Trima

himselfwas also a tl1NlJallg and he aIso invited a couple of bis tl1NlJIUIg colleagues t~ attend the play as his

respected guests sitting behind the screen. In the beginning of the play. he was quite unsure of the ability

of the d1Hl1Iutg, who was junior ta him, ta pcrform until moming and prepared himself to continue the

play if the tiJNzl4t1g proved incapable of finishing it.' ACter he realized chat the performance was likely to

run properly until dawn and probably knowing that bis continuous and ovm presence might hinder the

concentration of the performer. he stayed after midnight in bis bedroom behind the guesu' seats to bide

behind a more impeneuable "screen," sometimesleaving the fe- reméiÏlÜng guests watching the play.

PUBliC WAYANG PERFORMANCES IN A VARIETY OF SE111NGS

ln the two cases discussed above, a1lM]a"l play is to mark the division ofouter and inner parts ofa bouse.

Awaya1lg performance in itsdfconstruets a particu1ar spatial structure which embodies dualities resulting

from the er«tion ofa scrcen, 50 mat it may he performed vinually anywhere. WII.JllIII is performed with

• grcater flcxibility as in the Kraton, a large rc:sidence with numerous halls and buildings. It can be

performed virtually at every hall in the palace except those in the seclllded women's quarter.' In a village

annual celebration, _ayalrg is presented accorcling to very local custom, which might prcscribe as the

performance location the village headman's house or house yard, a sacred burial ground. a blc:ssed wel1,

undcr a big tret or some othcr locally designated holy sites.7

The spatial arrangement ofa",,"g performance mainly depc:nds on the conjunction between the

place to perform and the authority ofthe sponsor. If the sponsorial authority goes beyond family circle or

it is depersonalized in the name of institutions-whether community, commerciaL govemmental or other

institutional form-then the presence ofa person acting as a sponsor who authorizes the play and guests'

admission is deemed less nc:cessary. In this format. the specutors are less segrcgated between the common
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aowd and the rapectcd invitics (who in some ways are requitcd to have a pmonal attachmcnt to the

sponsoring penon or family).

oCten • tMJ4U'I became a one-sided performance when it is detached from the bouse setting and

when the audience is leu segregated. In many~ performed in the public reaIm. the saeen might

stand in the midd1e ofa yard. against an entrancc. or at the rear end ofan auditorium vith an the seats

were on the t1JJtzJ411js side. In a public setting. there is no rcar part to he claimed by the sponsor

funetionally to serve guests or symbolically as a repository ofpower. ln some public performances 1bave

watched. no chair was arranged in this dim side. Only a handful ofbyitanciers occasionally peeked from

this sicle, watching the play ofshadow near the screen. and many morc people saw this side from a

distance.

A deeper concern to observe the tlbll1Jlng's action may also lead to similar spatial arrangements which

emphasizes the puppet's side of the play. Laurie Sean (1996), an historian ofSoutheast Asia, observes a

special contemporary vayalfg wmch was commissioned monthly by a famous dbIlIJl.lIg held in his bouse. In

this case, the db4lallg aeted as a sponsor who assigned other tlbaJatlgS to provide a forum for exchanging

puppeteering knowledge. In this performance the shadowy side was onutted by placlng the screen against a

wall, and sp«tators, many ofwhom are also dblll4l1&J or puppeteer apprentices, including the sponsor

keenly observe<! the dblll4l1gs skills from the behind the puppeteer.

PAIRING SPACES AND GENDERS IN.COURRY PERFORMANCES

In Dalem Wiragunan, 1attended a performance in 1983 celebrating the anniversary of the Siswa Among

Beksa Foundation. The occasion featurcd two performances. a choreq;raphcd female group dance and a

• dance drarna. 1JtdJJ1lJ" and l'ayalfg 'Ollg. Belonging to the genre ofWlaytt, the fema1e dance was

pcrformed by nine dancers. The btJbaya prescnted that night, which lasted about.thïrty minutes. was

named Bedhaya Suryatmaja Krama. the Marriage ofSuryatmaja, recalling the storY enaeted in the

choreography. The dance drama was entidcd Suciptahening Minwaga, depieting the story ofArjuna, a

major hero ofMahabharata epic, when he pcrformcd asceticism on Mount Indrakila disguising himselfas

a hermit under the name ofSuciptahening Mintaraga to obtain a divil1e wcapon.

As on this occasion, btIJ1Jay. or sometimes its ·younger sibling- srimpi whim was performed by fow

identical women, was usually paired with .aJang .Dllg.aPresenting btG!Nga. and l'llJallg.cmg, the

performance mat night revea1cd a contrast between a female dance and a male dance drama, a polarity

which also affected the spatiality of the performance. Dressed in a room neac theprilfllÎtIllI ofDalem

Wiragunan, the dancers ofBedhaya Bontit appearcd from ~e rear sid~ and then climbed the pmtl1Jap1l
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stage to aecute the dance. In conuast to the

emergence of~ the actors of the~

..,entered the hall ftom the &ontmost part of

the main house. They prepare themse1ves for the

presentation in a semi-permanent room enclosed

with plywood on the corner ofP"&fI1Iga, a long

sheltered gallery attached to the front edge of the

petu/bapll \Vhere theglUlld4. instruments were

stored. ThepnuJ/NIJNt \Vas consecrated as the

temporary center ofthe house during the

performance by concentrating the t'Ro halves of

the house and the t'Ro halves of society.

Yogyakartan -l9lllll.", bas strong

masculine charaeteristics. Prmously, it was an all·

male performance intended for the Sultanate

troops and male nobility, and ie \Vas trained and

prepared in the male quarters of the palace.

Moreover, prior to their ascension to the throne,

heir apparents \Vere .ayallg 1I01lg dancers.' This

suggests that this dance drama served as bis alter­

egO.
9 Mean\Vhile, bulbaya-its presentation, litany

and the association of the dancers-indicates that

1 it served as the ruler's counterpart, the opposing

balfof the Sultan's self.

BEDHAYA: A TRIBUTE Ta THE
HOUSE

Cultivated in noble residences, WIlJil is

choreographed to suit this setting. It is a moving

beauty presented to conform to its domestic

setting. the pmdbaPL "It is a 1Jtdba.7a ifpresented

in a J1e1Id1Hlpll. IffOU perform that dance. for
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instance, in a stadium it is not a l1ttIJJq4 anymore, it just a dance, any d.anœ,. said aJavanese courtier. l1

Under court patronage, 1JtIJbaylt flourished in the pillared halls ofthe ](raton for ~enturies. developing a

profound association between the t'Wo "properties· : His Majesty's Entertainment, and His Majesty's

audience h.all, the very space whue bis authority prevailed.12

The 1JrdJNl]a not only confonDS to the pm/INlpll setting. but the unity ofthe house is a1so revealed in

its dance movcments. Remembcring the btdbllJa she performcd and watchcd in the "good-olcl-days· in

Dalem Wiragunan, an crstwhile bttlbllYa dancer who was aIso a relative ofKangjeng Wiraguna saiel, "That

was rcally grand; the dancers emergcd in ltIlPIlIIg·lt4PIl"lgait, from insiie the dakm agttIg. Slowly and

impressively they walkcd aaoss the pri""itall and knIgltIltlg among the guests' seats, and then climbcd the

pmtlbapll to dance on it·13 She did not remark on the beauty of the btdJJaytl of the past, its longer

durarion or more frequent performance. In faer, she did n~t say anything about the on-stage dance itself.

The only ching she mentioned was the long stately gait of lulpll"l-k4pllll' movernent a10ng the axis of the

house toward the hall, a grand procession which has bccn grcarly abridgcd in r«ent performances.

Walking in this gait as the indispensable introductory part of thf dance itseIt: betJlJayll dancers were

aIready in dance formation and rernaincd in this arrangement when they startecl to dance on the stage,

likewise in cheir withdrawal. Enacting the gait to connect both halves of the main house, lJtdbayll

integrated the enrire dJtIem and transformed it into a theatrical stage. By revealing the totality of bis house

in the dance movernent, Kangjeng Wiraguna assertecl himselfon that occasion as the patron of the

performance and the master of the entice house. This dance was one of the patron's living attributes,

stored in the core of bis residence, which on chis occasion was ostentatiously revcalcd in front of bis

respecte<! guests and enchantcd commoners. In the Kraton, the dancers cmergcd from the side where the

female nobility and attendants were seated, which is also the side of the female living quarters.

At the 1983 btdhqa performance in Dalem Wiragunan, the dancers of Bedhaya Bontit had only a

short It4pallg-kitpllllg. They startcd to walk in this gait only when thcy dirnbed the edge of theptlldhllpll.

With no dance movement outside the hal~ the stage was limitcd to the elevated ground ofptttdbllJlll. The

patron of chis performance was the Siswa Among Beksa Foundation, an impersonal authority which was

not the master of the Dalem and whose sphere was only the front hall"of the noble house where it held

the twicc-wcekly dance course. In the Kraton where the performance took place in Bangsal Kencana,

either btdhllJIl or srimpi dancers ernergcd from behind His Majestyts throne where Dalem Prabayeksa, the

enormous building serving as the repository of power, was situatcd.

&dhaya and srimpi were the only two kinds ofcourt performing Jru presentcd in the highest floor

level ofBc1ngsal Kencana, the same level as the Sultan's throne. In bridai dresses in front of the ruler, the
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dancers manifested themsdves as the consorts of the kingLtot For the spectators around the hall, thue wue

two royal icons simultaneously appearing on the stage facing each omer, the Sultan in bis ceremonial

dress and the bride-like dancers.

Most of the btt/hayas enaet the dual encounter in themselves. The second balfof the dance usually

includes a duet betwcen the two leading dancers. the btttilk and hrtlbH, in various configurations. In a fe­

Most sacre<! btdhayas which are only presented before the ruler, there i-; a part in which the INtIllk dances

alone instead ofduetting with the hrdhèl.15 Facing the ruler to the west, the btzttzIc in Bedhaya Sumreg of

Yogyakana stans to move from south to the north and turns east at the end with a band position of lI/4p­

I1l4p resembling a person looking at someone in a distance. Perhaps. h~r solo movement from the south

depicts the ghosdy Q.ueen of the South Sea looOOg for her kingly consort, the ruler ofMataram. During

the execution of the dance, thepnuihapa becomes the stage.ofencounter. The s~ kingly patron joineci bis

moving and living adornments to share presentation.

Several bedhllJas were presented in very solemn and sacrc:d occasions like mat of the holy Bedhaya

Ketawang. However, Many others were quite casually carried out. Often on a feast clay the Sultan and bis

guests, including Dutch ladies, danced polonaise: following a bttlbaya presentation in the same place.16 The

pairing of the ruler with his female: counterpart rc:vealed in a bedhaya performance was easily adapted to a

contemporary form with non-indigenous elements. In this Western version, the still icon of the royalty

moved gently, hand-in-hand with his overseas counterpart.

SULTAN AS DI-IALANG:
PATRONAGE AND DIRECTIVE AUTHORITŒS ON THE STAGE

Its very name, wayallg fIIOIIg. the human 'IJIayallg, suggests that thi:i kind of theater is somehow related

to the well-known flJayang kM/il. In her comprehensive accountArts in /lIdo1lesia, Claire Holt (1967), an art

historian, indicates some technicalities in presenting 'lIJayang '/I01lg whkh have their parallels in lIaY"llg

kM/il. In defining their ideas ofYogyakarta wayallg 1/JO"& theseJavanes~ and Western scholars are

preoccupic:d with those produced in the 1920s and 30s. an era considered as the "golden age" ofwayatlg

flJong. During these decades, 1/Jayallg flJOlIg in Yogyakarta court flourished into an extravagant performance,

starting at 6.00 and ending at 23.00 with a repertoire mat might Iast tY/o or three days. With a couple of

hundred performers and more than twenty thousands spcctators, it was a colossal occasion.17 ln the

turmoil ofWorld War n leading to the incorporation ofYogyakarta court into the ne:wly-born llepublic

ofIndonesia, this magnificent theater suddenly disappeared. leaving ol1ly stunning images ofglorious
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performances in the memories ofold dancers and courtiers. Such menlories demanded rerival, 50 in the

1980s some performances were produced in the spirit of resurrecting the dazzling past.

Comparing the theatrical aspects ofcontemporary and past perf<armances,}ennifer Lindsay (1992)

explored the contemporary performers' understanding ofwhat are now considered classic performances.

One performance she observed showed that attempting to invoke the )pirit ofa ~2-hour play into a

heavily abridged 3-hour presentation forced the performers and choreographers to radically re-interpret

the repertoire and the technicality of the performance.18 In comparing the spatiality ofwaya.g W01I1 and

that of .ayallg Judit, Holt (1967, p. 158) equates the shallow stage of16aytU1g w(JIIg with the screen and

banana-trunk stage of 'l6ayallg /udit. Resembling the screen. chis stage i i axially divided into [wo halves by

an invisible line grouping the clancers into left and right parties, and dividing the· audience into chose in

front and those behincL The grouping of performers and the grouping audience are the results of this

wayang-Iul/it-like spatiality.

This section attempts to evaluate further the conformity between the arrangement in a royal 16ayallg

1IIong and that ofa 1IIaya1lg kM/il, followed by the section discussing sor~le contemporary performances in

the Kraton in which spatiality gready changes. Looking at the dual dh-ision it was obvious that the setting

of the play resembled that ofwayang lutlil. However, ifwe observe furdler the re1ationships developed

during its course, ther were quite unlike those of the wayang Iudit, beu19 pushed forward from the usual

pringgit411 to the pendhapa. In chis arrangement the sponsors, instead of sitting behind the screen as the

unseen and c1issembled authority, were visibly seen from die stage and were direcdy connected to the play,

as indicated by the gestures of the dancers. A tension occurred between the roles of the master of the play,

as the patron delegating his or her theatrical wish to the performers, a.""id as a participant the ongoing

performance. This tension was even greater in the Kraton where the Sultan once monopolized the courtly

play.

Assuming the role as the sponsor, the Sultan ordered the product ion ofa wayallg 1I/ong as the

manifestation of his wish. Asserting himse1fas the sole patron and cre.ltor of the performance, the ruler

was a dhalangwho simultaneously was actively engaged in producing tne performance and was a sponsor

who passive1y ohserved and presented entertainment to his guests and subjccts.19

The spatial setting of the performance showed the ostentatious appearance of their patron. In a

1I1ayang ku/il the sponsor sat behind the screen largely hidden from pu'olic sight Meanwhile, in a grand

1I1ayang 1/Jong the cclebrated hall ofBangsal Kencana was occupied by t he Sultan with other respected

guests watching and supervising the play. Dutch high officiais were seé~ted, mingling withJavanese

dignitaries on the high floor ofBangsal Kencana and enjoring the dar-long performance and elaborate

luncheon servcd to them.
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The performance itself took place at the long gallery called Trata~ Bangsal Kencana situatecl in the

front edge ofthe BangsaL With cast iron columns and a flac and plain œiling. this Trarag was much

humbler chan the fiilly gilded Bangsal itse1f. The performers waitcd to play at (WO small shelters in front

of the stage and thcy entered the stage from both ends. Perfonning on a lower leve1 Boor, the actors were

even less visible from a distance than the guests and patrons. As Holt (1967, p. 157) notes, "[the

commoners] could catch a glimpse ofboth the state1y assemblage presided over by the Sultan in the hall

and the drama unfolding in the tratag. Those in front could also Ste at close range the gorgeously attired

dancers..,

These Dutch invitées were more than just associates accompanying the ruler in watching bis

entertainm.ent or giving courtesy by fulfilling invitation. They were part ofthe authority to which the

performance was dedicated.20 Ifa 1I1aya"g 11J01Ig was regarded as a "state rituallJ as suggestecl by Soedarsono

(1984), an art historian and a member of the Yogyakarta court, it obviously was not in the Durkheimian

notion ofa ritual as a reflective action ofa society. It was a ritua! celehrating the mcounter with others

rather than with selves. The main social relation being ceremonialized was chat between the cowtiers and

the Western guests.21

There was a group ofmen on the other side of the stage, sitting face·t~face with the ruler. Together

chey carried out the performing capacity of the dhala"g. They were pe1ltaos kJ;z"dha, the melodious narrator

of the story; pemaos po«zpa1l. the reader of the dialog book who checke1 the dialog of the dancers

(generally absent in recent performances); pmgepralc who directed and Jccentuated the mwic and

movements of the dancers by bitting a /eqJrak (a slit wooden box); and several males singing in unison, the

1I1ÎrllS1lara, who chanted passages to dramatize the performance.

The appearance ofa dha/ang as a single powerful performer controlling the enrirety of the theater

1 was avoided by delcgating the tasks and capacity to sever~l men. During the execution of the play,

nevertheless, the Sultan still claimed his dhalang position in the spatial configuration on the stage itself. In

a wayallg kMlil performance, the puppets were placed with respect to the dhalangs position. The king in an

audience or the victorious hero in a battle were placed on the right side of the dhala"g facing lesser figures

or a losing opponent on the other side. Meanwhile, the space in a '1IIaY~lIg 1I10llg performance was arranged

with reference to the position of the Sultan rather chan ta the group curying out the dhalallgts tasks.22

The supcrior party stood on the right side of the culer, acting as the p<"~tron-cum·direetor of the theatert

posirioned as if he gripped the hero with bis right hand. He claimed chat he remained in the directive

capacity throughout the presentation.23 The excremely long duration cf.ayang160ng production and its

daytime presentation both expanded and reversed the rime.for a regular .ayang kM/il performance which
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the _aytlll1 WIll al1egedly imitated. The breaking up the authoritative d1NIJ4.1 figure, the spatial assertion

of the Sultan's directive capacity and the altention of_qat hdit rime and duration altogether indicated

the ruler's wish to aeate a thcater greater titan the well-mown 'lrqUg Judit, as ifthe Sultan would have

stated to the mighty performer, "0 dJJaIIlllg, 1surpass thee {and thy thcater)."

CHANGING PATRONAGE AND SPATIAL ARRANGEMENT

Contemporary performances held in the Kraton revcal agreat change in the patronage system from its

golden age. No longer the sole owner of the lIqtlllg 1110111 and the hcad ofa politica1 entity, the Sultan did

not occupy a central position in an ongoing performance. Instead ofbeing a patron-eentered theater. the

contemporary 1IIaytl1lg f/J01fg was a performance-centered thcater. The spatiality of the court performances

was consequendy redefined to suit this change oforientation. A comparison ofthe social relations

between the patron, performers and audience, and the spatial arrangements ofsome Kraton performances

in the 1980s and 19905 with those of the 1930s will show the different attitudes in conceiving the

formation ofa domestic theatrical space.

There was quite a large performance in the !<raton ofYogya1wt't inJune 1993, featuring the female

dance Srimpi Renggawati followed by a flJaytlllg .ollg entitled Rama Jumeneng Nara. the Coronation of

Rama. It celebrated the fourth coronation anniversary ofHamengkubuwana X. This occasion should he

read as the commemoration of the "enthronement" of the head ofa c.dtural institution since the Kraton

ofYogyakarta now was only a cultural institution. rather than a politi:al entity.

The performance took place in Tratag Pagelaran, the largest unw.llled structure in the Kraton.

Standing in the front part of the palace, this pillared haU direcdy faced the Alun-alun plaza where the

uninvited commoners stood outside the fenee in front of the hall to watch the performance. Before 1940,

performances were held at the innermost counyard where the people were pulled inside to witness the

grandeur of their ruler's exclusive entertainment. Now, it was the performance which had to move to the

edge of the palace to attract people. With its huge size, Tratag Pagelaran contained the whole theater

including the stage, musicians and most of the audience. A temporary wooden platfonn about one mecer

high was erected in the Middle part of mis building. The stage in this hall was a dro~in element situated

against the Corinthian-lilce main pillars. Gamel4l1 instruments were arranged behind the front stage, an

elongated recrangular portion of this platform widl a proportion reselnbling that ofTratag Bangsal

Kencana, which was reserved for the performance.

Even though the 16tlJtlllg 1601lg was still presented in a~ elongated space, it was no longer enjoyed

from [WO sides, the privileged patrons' side behind and that of the conunoners in front. The whole
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audience warched from the "front" side leaving

the space behind the gamtlalI a clark and

unwatched side. Merging with other audience

members the Sultan and his immediate family

were also seated right in front of the stage. In the

Bangsal Kencana setting the patrons sat on the

higher stage man the wayang wong, in Dalem

Wiragunan chey sat on the pringgitan, the other

stage equal in height with the pmtfhapa where the

performance was carried out In chis setting,

however, it was the performance alone which was

on stage, with the audience sitting or standing on

che ground.

Observing contemporary wayang wong,

Lindsay (1992) remarks that there is no longer

double performances on stage featuring the

wayang and the splendid dignitaries and the two

audience groups sitting on each side of the

performance. Moreover, she suggests chat a11

audience members watched from the Sultan's side.

She is correct if the "Sultan's side" means chat on

the opposing side of the gamt/an ta which the left

and right parts of the stage referred But her

suggestion does not fit if the theatrical space is

associated with the totality of the domestic space

in which ie is located. In this sense, the entire

audience space was in the outer side of the house.

In chis case, it was Hamengkubuwana Xwho came

out to observe from the front edge of his house,

rather than che common spectators who joined

him inside. He did not act as the master of the

house, emerging from his inner sanctum ta

unfold a spectacle before him co impress his
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Figure 4.6.
Wayang wang performance in Pagelaran
hall in the Kraton in 1993
(The Sultan, his consort and one of his
daughters are seen in the foreground).

Figure 4.7.
Page1aran hall where contemporary
performances cake place.
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associates and those outside. This sctting was ooly conceivable ifhe detached himselffrom the Sultan icon.

The rcar space signified the inner house serving as the repasitory ofpower which in a theatrical occasion

was presenteci by its master as a performance.

ln most halls in the Keaton where the Sultan might preside OVet 1 ceremonial gathering, the presence

ofthe Sultanate authority in an assembly was physically marked witb marble slabs, called SlI4 gil411g.

meaning glittering stone, situatcd at the rear balfof the hall as the scat of the ruler or the place for bis

thtone.24 During this performance, bowever. the StI4 giÜllIg ofPagelaran was left empty in the clark reu­

left comer of this halliosing its ability to orient the spatial arrangement.

THE THEATRICALITY OF THE DOMESTIC SPACE

The domestic site where a performance occurs is a place already embodying a particular order wmch

spatiality is shaping and being shaped by the ongoing performance. 0 n the one band, by accommodating

a performance, a house is transformed into a theatrical sctting providing the spatial neccssities for sueb a

function. On the other hand, the performance also has to fit the spati-ùity of the house. In chis mutual

spatial conformity. the domestic theatrical setting is re-arranged.

In the third chapter we explore the appropriation ofa dwclling space for ritual and celebratory

purposes in a wedding. As a domestic ritual celebration, a marriage ceremony can be seen as a form of

theater pcrformed by its inhabitants with a rite of passage as its repertl,ire. A wedding is construeted as an

initiation and "domestication" rituai for the groom to incorporate himself as an outsider into the bride's

domestic party. Spatially. this scenario manifests itselfin the axis tyÙll~ the [wo main portions of the

house which becomes a ritual site for the groom's inward procession tl) encounter the bride before they

are unified in front of the inner sanctum.

The production ofa performance lies in the conjunction of the sponsor's intention, performers'

skills and audience's attention. Unlilce the inwardly directed course of a wedding. a domestic performance

is directed to the outside. As in a wedding, however, such a "spatial scenario" is fully conceivable and

applicable when the sponsor or patron assumes a personal authority over the domestic space.

A domestic performance displays the sponsors' capability to comission a theater for public.

Representing (or associated with) the bouse wbere the performance takes place, the sponsor is a person

whose "theatrical wish" is delivered in the ongoing play and to whom the spiritual and social benefits of

the play are directed.
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Invitées and bystanders are the audience attending a performance in different capacities and interests..

Respected people are invited as associates of the sponsor, to enhance the staNS and even to confer the

validity of the occasion and its sponsor. Village notables in PaIe Trima's .~.II& and Outch officiais and

dignitaries in Sultan Hamcngkubuwana vnrs '9'''1''''''' are pmonages with whom these sponsors

intend to affiliate themselves. Watching trom the outer side of the stage, the uninvited audience is

attached to the performers. lending excitement and enchantment to the play. Tbeir presence in great

number proves the popularity of the performance, and thcir sraying v~es the attraetiveness of the play.

Performers are people with their own standings and repurations in society. However, during the play

at least, ther are under the pattonage of the master ofthe house. The performances discussed above show

a wide range ofpattons' control ovec the play. With bis tremendous clpabilities, a d1J1l14111 is a man with

paternal authority who exercises great control over MS troupe, theater, the corpus ofmyths. and even the

environment. Nothing but a few sentences bardy outlining the story are transmittcd from the sponsor to

give an arder to the dbaUzllg. In contrast, court performers are chose wnose slightest bodily movement or

shortest utterance are under the order of their royal patron.

The tense relation between the: sponsor and his associates on the one: side, and the performers and

their larger audience: on the other side, produces the bi-directionality cf the performance. The spectacle

stands in the middle of the [Wo groups ofaudience to be enjoyed fron: both sidcs. Acting as the master of

the house to whom the inner domain belongs, and the patron of the play who commission public

entertainment, the sponsor sits in front ofthe inner portion the hous!: facing the stage in front of him or

ber.

This dual orientation of the stage generaUy conforms with the dual division of the house The stage

arrangement May conform ta the spatial division by strengthening the articulation of the divider as in a

1. 1I1ayang performance with the screen placed next to criticalline between the rear and front parts of the

house. Embodying a two.sidcd performance. the stage by itself may ah:o autonomously stand as a living

line dividing a continuous space into housc-like dual spaces.

Through the ercction ofa screen, fl/ayang has a special sctting be<:ause the [Wo domains are clearly

demarcated: the domain of the performers where the dba/dllg autonoJr~ously manages his troupe and

performs the play. and that of the sponsor where he or she exercises hlS or her controlling capacity over

the house and its associatcd people. Separatcd as such, one does not in~erfere with the other's authority.

Kraton performances, by contrast. show otherwise. In chis settinf,. the royal patron was gready

involvcd in the performance. so that he was at the same rime an authC'ritative patron supposcdly

dissociated from the stage, but also one of the performers ostensibly engaged in the play. He might share
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the stage with the performers as in court 1JedJNtyIl, or c:ven fullyoccupy the -stage" while the performers

wcre less visible as in some grand ffl9iU11 WOIIg productions.

The observed performances show a tendency to transfonn theu hi--directionality to uni.-directionality

when patrons depcrsonalize themselves, such that they are ~o longer tne represel1:tatïve ofthe house.

thereby lessening their association with the performance and the dom~tic setting. In this configuration.

the patronSt invited guests and general spectators including interested bystanders, then, Cali into a single

category: the audience on the outside watching the performance inside.

A theater performance commissioned in the house is a statement ofdomestic authority in in ability

to dispense resources in order to attract an audience. Lying between patrons and audience, the

performance itself is in an ambiguous position. It belongs to the supporting domestic group sitting inside

who invite people, but it also belongs to those outside attracted by the dispensed resources. In the last

three chapters, the discussion of many forms ofdomesticity reveals tb·= ambiguous but profound mterplay

ofoutside and insidc which shapes domestic space and constructs the meanings cmbodied within il.

NOTES:

J ln a ritualistic thcatcr, such as a shadow·play, cven ancestral spirits arc often incorporated into the audience to
whom the play is dcdicated (Becker, 1995). On a sacrcd hilly site in EastJav~ a shadow play is pcrformed at virtually
everynight with almost no human audience. Sponsored by fortune seckers, th: play is dcdicated to the ancestral
spirits bclicvcd to reside at this site.

%Nor did Ratu Anom have a1l1tgang performance. During her residcncy in this Dalem, there had been two œ4)'''''1
performances, but they were sponsorcd by other people.

l For diffcrent rcasons, there had never a 1I14)'ang play in the Amads' house ci':hcr. Apparcndy, the strict Muslim
community in Karang1cajcn was Icss intercsted in a perfonnance with Hindu .md animistic anributcs. They did not
totally rejcct 1I1qang sincc many of them were lovers of broadcilSted 1I1ayang, Jut to sponsor a 111'9''''' performance
demandcd much more dcvotion to this art than just a casual hobby of listening. Sorne older inhabitants of this
house recalled the performances ofsimplified w"yang without the accompanying musiC3l orchestration, sometimes
reduced to an oral performance with no puppet at all.

4 l follow Kccler (1987) in considering a 1I1"yang lut/il sponsor as a disscmblcè authority concealed from public views,
while dhalang is the real cxecutor of the authority. Howcver, 1argue that for the invited guests the sponsoring family
is more real than the dhalang sitting behind the sereen.

5 lt is common for a rookie tlballlng to perform only the first third of the play, then, a senior tlbalJmg. usually bis
father, finishing it This practice is callcd mllCllki, literally mcaning to perfon.l only the tip (not the trUnk).

6 ln the Kraton, an annual1l1ayang performance called ba/ho/ songsong markin.J the end ofa Garcbeg celebration may
take place at Kcmagangan hall just ncxt to the Kcdhaton courtyard, or at Pag:laran, the huge shelter at the
frontmost part of the Kraton. Ashortcr version of1I1'9'ang is perfonned monthly during the clay for tourists at
Bangsal Kasatriyan, in the formerly male quarter of the palace. At Sasana Hillggil, a public meeting hall built on the
rcar end of the Kraton, a local radio station and local ncwspaper arrange a SCIni-commercial1l1qan.l performance the
second Saturclay ofevery month. A handbook for a Yogyakarta-court·stylc puppetc=cr course prcscribes that, in the
Kraton, 1I1'!Yang is played either at Tratag Prabaycksa, a gallery bcfore the innc:nnost building. or Kemagangan. a hall
bcfore the innermost courtyard (Mudjanattistomo ct al., 1977, p. 258). &/lai KrillfJ" NgaJ'oD~rtIl recountcd on
the occasion of Hamengkubuwana IV's wedding in 1816 that various types of1I'4)'ang were played simuitancouslyat
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GcdhongJcné. the Sultans private pavillon; the waiting hall ofSrimanganti; and some places in Northem Alun-alun,
the front square of the Kraton.

7 For sorne varieties oflocal tradition in presenting~ sec Pemberton (1994) Particularly Chapter 6.

• &/I1IIl Btdbd NgttyOIJIIhut4 recounts a fIU!)'''''I performance in 1812 preccded by severaI Wayll and mmpi
pmcntations (Carey. 1993. p. 74).lt is undear what kind of.'UllIJIwas perf.Jrmed at that lime. but the enaeted
story. Klana Giwangkara, wu obviously neither from Mahabharata nor Ranuyana.

9 The prince to he Hamengkubuwana Il wu a dancer (Rick1efs. 1974. p.116). ükewise. the prince to be
Hamengkubuwana Xparticipated in the production ofwayang wang in 1981.

10 For further analysis on the origin and modem transformations of the gender associations ofwayang wong and
court performance in general. sec Hughes-Fr«land (1995).

Il Personal communication with Kangjeng Yasadipura Oanuary. 1989).

12 Sorne court !JtIJJJayllS were even specially choreographed with an intention ra he presented ooly in Bangsal
Kencana. This notion is reflccted in the scoring ofchis dance in Javancsc maIluscripts. The directions for danccrs
~ cardinal directions, such as "face west- or Cltum south- (rather than the more neutral notation like "move to
the leh- or "rom right'. rcferring to their position in Bangsal Kencana, supposedly the ooly hall in the court facing
cast.

13 Personal communication with Raden Ayu Candraradana (July. 1993).

14 Before the introduction of the short slecvc:less vc:lvc:t jacket and featherc:d h:address by Hamengkubuwana VIII. the
costumes ofbedbaylZ and srimp; dancers were sirnilar to bridai costumes (Kawc:ndrasusanta. 1981) exccpt that their
lower garments were simplificd. For a detailc:d description on bridai costume, sec Poc:roc:bojo (1939. pp. 309-10).
Recendy, there was a sign of revival of the old costumes in same newly crcated 1JtJJh1lY1lS as in Bedhaya Arjunawiwaha
(chorcographcd by Siswa Among Beksa Foundation and prcsented in 1989) and Bedhaya Sang Amurwaburni
(commissioncd by Hamengkubuwana X and prcsented in 1991).

15 Sec the scoring of Bedhaya- Ketawang and Bedhaya Sumrcg. and Groneman's picture of the allegedly 8c:dhaya
Semang (Brakcl-Papenhuijzen. 1992).

10 For instancc, the polonaise dance followed a beJbaya in the royal wedding in 1939. when the Sultan danced with
the Govemor's spousc (Poeroebojo. 1939).

17 Thcsc baroque cortly performances. however, celebratc:d what were not thcre, things thatJavanesc aristocracy no
longer possessed such as the martial dcmonstration where courtiers lay down thcir arms for a long time. while they
rclied on colonial patronage:; praisc for the victorious wandering hero. while rhc: ruler could not «:ven have an outing
without Outch authority's permit (Day. 1983); and the display ofatravaganc:e while the Sultan himsclf askc:d
financial assistance from commercial moncylendcrs to support his perfonnaJlces (Soc:darsono. 1984). Willem
Remmelink (1994) suggcsts that court arts in Java scrve to recover the lost worleL

18 There have bc:en l1Wly short l',!),1lIrl .ong performances in severa! daJems betwc:en the grand 19305 performances
and the 1981 one Lindsay obscrved. developing the contemporary fonnula ofhow this lengthy play had to he
prc:scnted in a limited time. Howevcr. she does not considcr thcsc performanc:es as the chain leading ta the reccnt
conception of the classical .4)'1ZIIg .on,. leading her to incorrectly sec the 19:~1 performance as a direct
reintc:rprc:tation ofa 1939 repertoire.

19 ln preparing a performance. the Sultan ordcred the composition of the BOtlk ofNarration or Strlll KimdIJ~ and
the Book of Dialogue or Strlll PtK4J1an. goveming every iota ofutterance. By supcrvising the composition of thcsc
books the ruler was already in a great directive capacity ofa dbtll4ng before the performance. Moreover. he also
superviscd the wc:eldy rehearsals which might be as long as a ycar bcfore the presentation. On the tight supcrvising
proccss, sec 50edars0no (1984).

%0 Sorne performances were dcdicated to Outch royalty. such as the play of Mintaraga on]anuary 1937 which was
prcscnted to honor the wedding ofPrincess Juliana of the Nctherlands and Prince Bernhard (Soc:darsono. 1984). cven
though Outch royalty never visitc:d their overscas territory.
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ZI &INulNg4yo~(citcd in Undsay. 1992) rtCounts whcn HamengkublfNana m pcrfonnecl a .q.",.",upon
the request or order of the Residmt.

%% See Socdarsono's (1979) commcntary on this arrangancnt as cited in Lindsay (1992).

%3 While the Sultan spatially assertcd bis directorship, the performance itselfwu delivered as if it wcre an
autonomous production. The Sulran came to attend the performance about two hours after it started, lcttina the
perfonncrs commence in bis absence. During the play, the J1mI'lI1S kiuulJM recitcd sorne short passqes giving SllSmillls,
riddle·like signs. hints or ducs, to solve by the musicians on what musical picce tbey should play. as iftheR was
grcat atemporancousncss during the play Iike in œ'!Jang Iulla.

Z4 The name sel4 gi/IuI& probably mers to the legendary sdtt li!4ng in Lipura where Panembahan Senapati, the founeler
ofMataram clynasty. was Rputcd1y received a divine boon -appointing- him to rule over Java. These stones
apparendy werc replicas ofthe scat ofdynastic authority manifcsting the supematurally lcgitimized kingship.
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CHAPTER V

MEANINGS IN
THE fORMATION Of THE OMAH

A CONCLUSION

Meanings are intersubjective as they are individually developed but thL" are shared and objectified in

society. Ta interpret comprehensively mcanings which are interrdated in daboratc and compla networks

of social relations, Geertz (1980) suggcsts taking the tw<>-way hermeneutic trajectory whidl involves ICa

description of particular symbolic forms •.. as defined expressions; and contextualization of such forms

within the whole structure of meanings ofwhich they arc a part and in terms ofwhich they get their

definition" (p. 103). ThUS, a system of mcaning provides il compreheniive cultural sctting for the described

phenomena. The three previous chapters have cxplored the spatiality (.f the domestic setting as reflected in

how it functions in daily activities, ritual celebrations, and performances. The aim of this concluding

chapter is the construction ofa system of meanings within which the described spatiality can be

understood.

This chapter fust discusses the construction of the·system of rneanings as reflected in the observed

omllhs by conceiving the formation ofthe o11l4h entity. Sorne esscntial properties of the house are

identified. However. by extending the significance of thesc constituent elements we may comprehend that

their essentiality lies in the formation of these elements rather than in their forms. Gcnerally, the product

of chis formation is a howe which is divided into an inwardly-oriented rear part, which embodies the

accumulation of inner patency, and an outwardly-oriented front part, which manifests the accumulated

potency in sensible expressions. The complex interrelationships betwe·:n thesc clements, especially their

rolcs in shaping social relations, is discussed in the second section of the chapter. Formality and social

distance mainly characterize outward relations which are carried out Î11 the front house, while informality

and intimacy prevail in the inward relations in the rcar house. The las~ section further elucidates how

potency is accumulated and displayed in spatial arrangements ot; and!labitual actions in, the house.

THE HOUSE ENTITY AND THE SYSTEM OF MEANINGS

Ifan entity is defined by identifying its essentials, then this excerpt from aJavanese novel below clcarly

illustrates the very basic spatial requirements ofan omab.
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Beause l'm a 1000000000t employce in the -sma11.rry- dus, 1gct a smaIl wace, not nearly
enough to rent a big bouse. So,like it or not, l've had to rent a ~ut· in this narrow aIlcy.lt's a
little place divided into two rooms: a sitting room ••. md a bedrOOIn!

New, no doubt you're wondering. wha(s uousuaJ about mat? Wbere's the problem?
Wcn.1 tell you.1n the bedroom thcu is oo1y one bcd. md the oaly people who've got the

right to slcep on it are my ne, my threc year old daughter, and ._ my motbu·in·Jaw! rve got
nowbcre to s1cep but on the sofa in the sitting room. D'you $ft wh;:t l'm getting at? that's the
problem that's b«n bedevilling me.1

Having very iimited resources at bis disposa~ the narrator of the novel provides nothing to

consttuet the omab beyond a sitting room (k41111lr dIuluk, a tenu for a guest rcception room; it is alo

known as umar t4mll. guest room) and a bedroom (/tamllr lidur or pttilrrnt which literally means sleeping

room). Assuming this pair of rooms as typicaJ. he says that nothing is unusual about the division of the

01Nlh into sitting and sleeping, nor does this division depend upon the size of the house.

• Sleeping and sitting are (\vo positions of the body in using space which are deeply involved in

defining a domestic setting, as deeeply involved as is walking in defining a pedestrian path. These activities

are the primary designations of the (\vo "essential" rooms of this humble dwelling. However. "sitting" and

"sleeping" are more than Mere utilitarian labels for the rooms. As the5e bodiIy positions are involved in

Many aspects of life, ther receive multifarious cultural significances. t.: nderlying the naming of the rooms

are the networks ofmeanings which encompass diverse phenomena.

Many other expressions ofdomesticity are developed in a comparably dualistic way. Though more

elaborate and on a grander sale man this hutlike house, the majestic l'raton residence is also divided into

(Wo clusters: Dhatulaya, the sleeping quaners of the sovereign, and SÎtL Hinggi~ the high ground where he

is publicly seated. The figurai icons ofdomesticity in a noble smtb01l& after an. are (\Vo sitting dolls placed

before a bed.

Sitting denotes a bodily position with the rrunk upright and facing froneward; it is the position

1 assumed in interacting with others. In the sitting area, as a domain of formaI interaction, the conceived

ideal order of the society is reveaied and reproduced. Status inequality, male public supremacy. and

cultural refinement are among the aspects enhanced in titis place. To ~it is to settle in a temporary

fi:tcdness, in a relative position within the constellational worlel. The question "Where do you sit?

Lmggabiplln flJonlm ,"nd;'" means asking where one lives; but in a brClader sense chis question also

connotes the state and office one is allotted. Seats MaY be arranged for a particular occasion to reveal the

relative status of the sitters. Like the status attached to the official position itself, sitting is temporary.

relative and conditional Even the Sultan·s throne is not permanendy placed in a certain assembly hall

Instead, it is carried along with his procession, brought from his "sleeping quartcrs" ta dramatize this

action ofemerging to sil.
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Sleeping-or, its spatial fonn, bedroom-prcsupposes a recwnbent position ofthe body,

suggesting a more fixe<! and settled state. Decorated beds and piles ofpillows are icons for

permanently settling down. Bearing the meanings ofdomesticity, they are placed at the very center of

the house. Lying down is a position connoting the central quest ofdomestic life. the process of

generation and regeneration. It is the position assumed when a couple have sexual intercourse to

reproduce life. This position also means death or the final state oflife. PIISIUI;yIlIl, an honorific tmn

for sleeping chamber, also means burial ground The question "Wherc is he laid down?" means whue

is someone buried or where does someone ultimately reside, in contra:;t to "Wher:e does he sir?" which

implies temporality. A sleeping chamber, therefore, is a place where life originates and a1so where it is

perpetuated and concluded.2

The spatial division in the excerpted passage above also correlate with domestic gendcr

1 construction. The man may rightfully sit in the sitting room as the representative of the family in

dealing with others. Howcver, he poorly sleeps there during the night His wife and cven his mother­

in-Iaw may be marginalized in formal social relations, but they mjoy the privilege ofoccupying the

secluded portion of the house espccially to rest during the night We also find a corresponding logic in

the Kratan, where the king appears in aIl pomp in the audience halls. but he docs not cven have a

permanent bed in bis dwelling. Meanwhile. the largest residential complcx in "the royal sleeping

quarterstJ is alloted to the queen mother, and many other complexes a;e allated to the wives. In this

respect, ramer than women belonging to the inside, it is the inside which belongs ta women.

Sleeping and sitting are significant for imbuing the house with meanings becausc they

correspond with the t'Ra principle ideas ofdomesticity-respectivc:ly, scttling down among ourselves in

a secured domain and engaging in social relations with others (sec cha?ter fi). Around thesc habituai

1 activities. as indicated above, the dwellers developed extensive networks of meanings wbieb involve.

among others, social relations, spatial arrangements, functional allocations, figural representations,

and gender associations. In these networks, meanings, as produced and embodied in practice, are

homologously and analogously interrelated with other constructions cfcxperienceable phenomena.

These compla interrelations, however, do not necessarily presuppose 1 deep cule or structUre as the

signified which extensively governs various cultural expressions. Insteélcl, chey arc dcveloped and

manipulated in the fluidity ofaction which relates one phenomenon to another, and in the passage of

time which incorporates objectified e.~periences and perceptions into the society's cultural scheme.3
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THE INTERPLAY OF DUAUIlES

The dual division ofthe bouse is profound and prevalent 50 that aIl the observed bouses, as weIl as many

of their elemen[.St may be sem in terms of this division. However, the nature of this division, or

conversely the rdation between these two halves, is compla and elusive as it involves many variables and

constructions. Sorne key principles of these relations have been discus~;cd in the conduding section of

chapter II, particularly chose pertaining to the orientation and physical expressions of these space$, and the

routine domcstic activities carricd out within them. In chapter mand IV wc cxplored how this dual

division works in shaping the sctting for special occasions, namely weddings and performances, when the

house and its inhabitants confront a larger public. In a wedding, the duality ofdomestic spacc primarily

manifests itself in terms of"male" and "fcmale" domains, while in a performance it is expresscd in the

elongated stage which demarcates the domains of"self' and "other.n

By comparing ways in which such spatial dualities arc rcalized in action, wc may infer some patterns

of social relations which guide and arc guided by the meanings embodied in the dual construction of the

house. Taking social relations in their broader sense as constituting mt:anings which shape the formation

ofbuildings, the architectural thcoretician Thomas Markus (1994, pp. 21-22) classifies relations into chree

levels: ref1exive1y between one and onesclf, between sclf(ves) and other(s) in society, and between selftves)

and the Other wmch is found in numinous experiences. The second level is most obviously direetcd

outward. The first and the second, inJava at Icast, are both inwardly oriented. In a monistic sense, this

ttanscendental relation to the numinous is often identified with that between a persan and the divine

essence dwelling within.ln this construct, thereforc, the primary division in social relations is between

inwardly- and outwardly.oriented relations.

In the Javanesc context, these dual "social" rclations are closdy rdated to the appropriation ofpower.

Keeler (1987) notes a parallel type ofdivision in the way people polarize the experience of power into two

distinguishable attitudes, encounter and asceticism, which "stand as two opposite but linked kinds of

action. They are lagical exttemes in Javanese thinking about expcrience" (p. 25). Through cncounter,

Keeler further explains, one invests one's self in social relations in wwcb one positions one's relative

status by assessing and negotiating it with others; through asceticism, one accumulates power by

withdrawing onesclf from personal involvement in the world. Power icself is disposed along inward and

outward lines.1n proposing a systematic account of the notion ofpo\\'er inJavanese uadition, Benedict

Anderson (1990). a specialist inJavanese political culture, suggests chat power is more like inner potency
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which can effortlessly affect the environmenr. rather than the ability to aert control ovec other people. In

this tradition, a ·powerful" person is considered to concentrate power within himse1for herselfby

extracting ie from its cosmic source, and exercises ie by ou~ardly displaying the signs afics possession.

The front portion ofan ou is an outwardly-oriented domain L."l which domestic prestige and

order1in~ss are displayed in the form ofstaNS differences and formality. In social relations. status is most

remarkably expresse<! in the everpre:sent use of the multi-rc:giste:r Javanese language.4 By manipularing the

speech level, switching from one: to anorner, the speaker wittingly judges the interlocutor's status and

assesses bis or be:r own re:lative status in arder to negotiate the pattern of relation. Lilce language, spatial

settings are manipulated to sugge:st sorne particu1ar rdations. Standing for distance and deference, the

formal and flowery Juil"'" or High-Javanese is well-expressed in the frunt bouse settingt where one

emerges to meet others. Meeting others is often associated with males, since man is chargcd (or charges

himse:lf) with being the rcpresentative of the: house who deals with the outer world. As the exemplary

figure of the family, he is obliged to maintain bis prestige. He bas to r~fine bis language and gestures since

the society observes him.

Status in social interactions is judgemental and binary. Wc gauge another person's status based on

the information we accumulate, and treat him or her accordingly. 1askcd Wiragunats daughter where her

father used to receive bis guests. Her immcdiate responsc was to ask wlUch guest 1mcant The status of bis

guests was his main conce:rn before determining the propcr place to c(,nduct the eocounter so as not to

jeopardize the status ofeither party. If the guest was a nobleperson or a Sultan's eovoy, then the front

door was opcned and the master of the house appeared in formal attir·~ non·noble guests would he

rcceived informally in the: side gallery. Formality in using the front hc·use and high language also enswes

social distance. Whe:n the elderly Mbok Sura saw her grandson comin~~ to her hOUse she let him in

"unceremoniously" through the side door next to the kitchen, weil anJ bathroom. However. when she

rcalized that 1(a stranger) was with her grandson, she immediately opt'ned the front daor and windows

and switched her language to a more refined level, formalizing the welcoming geswre-even thougb 1had

already been in her house.

Power, something socially accorded to status. should not be ostentatiously displaycd in front of the

larger society. A certain outward humility has to be e:tpressed and power bas to dominate the:

surroundings in a subde way. A front space bcars the task ofeneading the social staNs of the owner. It is

usually the ncatest and most socially prestigious part of the house:, elC"ating the owner's position relative

to the guesr. but the frontmost part of chis space usually appears humble. Until the first two decades of

this century. the "façade" of the Kraton was nothing more chan huge hamboo sheds standing bebind the

city's plaza. To see the magnificence of the Golden Hall, visitors woul.f have had to penettate severa!
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layers ofwalls. Even when they had arrived in front ofthe Hall, ther ,:ould observe its glory oo1y after

they were within this structure (due to its low eaves and high ceiling).S

An inner bouse is an inwardly.oriented precinet wber~ we meet among our~lves in our immed.iacy.

Analyzing the semiotics ofspace inJavanese novels. George Q.uinn (1992) remarb on the contrast in the

patterns of relations carried out in the front house and those in the relt. He says that, "ceremony becomes

intimacy, restraint becomes freedom, dissimulation becomes frankneSf., distance becomes proximityD (p.

213). As an inwardly·oriented space the inner house is also free from public observation. Without a

chance to display status, an impressive appearance and tidy arrangement become less necessary in this

domain. The dirt that is unseen in the darkness ofSuras' olflllb is comparable to the deteriorating buildings

and impoverished environment in the fully enclosed domestic domain of the Kraton, which itself

contrasts with the magnificent Bangsal Kencana standing on the other side of the wall

The inner portion of the house, associated with fezrutles, is the pllce where women routinely do

domestic chores. In sacred terros, it is where they perform domestic rituals, especially storing rice and

taking eue of sacred heirlooms. In both terms the women of the hous~ bear the capacity to conserve the

weil being of the family and the accumulation of power inside the house.

The innermost spot is also situated right in the middle of the spada! constellation. However, chis

place is secluded from the surroundings. Even when sacredness is no lunger accorded to il, this point is

still isolated from other daily activities. The sm/hong is regarded as the holiest spot in the house, but the

inhabitants of the house seem undisturbed when it becomes a place to store obsolete objects. In facl, even

when it is a sacred cella, it serves to store objects with iitde or no use in daily purposes. More radicaUy,

when the inhabitants become unfamiliar with the spirit tcmporarily rt'siding in this spot, it does not

matter if they let unrelated people-other unfamiliar beings-occupy the room, as happened in the Suras'

house.

More inward1y still, inside is the place where one reflexively enccunters one's inner self. The gate

leading to the inner courtyard in the Kraton, the eastern side ofPrabayeksa or the wall beside both jambs

ofa sm/bong opening, as the points for entering the innermost spot in the house, are the appropriate

places to hang the largest and best mitrors of the house. A person is Slipposed to gaze in these mirrors in

introspection before entering the inner domain and becoming a rcal tlSider.fj

The inward concentration of power conforms with theJavanese ascetic attitude which is essentially

performed by withdrawing oneself from outward worldly relations. "At the simplest, practitioners of la1ul

[ascetic exercise} give up their comfort. More seriously, they give up their satisfaction oftheir basic needs.

Ideally, they give up all intercourse with the world" (Keeler, 1987, p. 4j, emphasis added). Contrasting the

exposed quality of the place ofencounter, the place ofWm must be enc10sed and seeluded.7 One of the
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endosedsntlHmgs or a pit dug undemeath i~ is a proper place to perform such an exercise (Keeler, 1983;

Tjahjono, 1989). Even in the Islamic.orthodox family ofMbah Amad, the west SetltlHmg is sri1l

remembered as the place for this traditional yogaistic practice.a

CONCENTRATION AND DISPLAY

The inward concentration and outward display ofpotency correspond with the dual division ofthe house.

These appropriations ofpotency are embodied in the formation of the domestic spatial setting and

practices performed within.

To concenttate and unify presupposes a division which is primarily binary.9 From the a1ready­

divided cosmos, one concentrates opposing pairs in one's self so chat (Ine May daim to embody the

totality of the divided entity.IO Javanese tradition sees the ability to COllcentrate primordial clements

composing the universe as a palpable sign of possessing inner potency (Anderson, 1990. p. 28). The central

quest ofobjcctifying division and unifying differences lies in the perpt~tuation of life as epitomized in the

process of regencrarion and reproduction. As humans are culturally düposed-partly based on shared

biological traits-into [WO opposing genders, this system ofdifferences gain its ultimacy in the unification

for procreation.ll Many other systems ofdifferenc~ then," are attribuœd (or homologously related) to chis

paradigmatic opposition.

As one of the most conceivable entities, an omah is a primary sitt for dividing the universe, only to

reclaim its concentrated unity. Functioning as the site for procreation, an omah is socially formed in the

unification between man and woman. Around chis gender pairing oth~r symbolic oppositional pairs-sky­

earch, shelter-ground and the like-are associated. A pair ofdoUs. male and female, which are placed in

front of the house-shapcd state bed in Dalem Kanoman figurally "sunlmarize" the primary opposition

underlying the formation ofan omab (see Figure 5.1.). A series ofpairt:d symhols are placed around this

pair of doUs. in the form ofwater jars and rice containers, fine fabries and sacred weapons, which

altogether extend the male-female opposition to other symbolic oppo~ ition systems.

A spatial model manifesting division and unification is the tripéU tite arran~ement of the stIItbo.gs in

an inner omah. The mon enclosed portion of the house has two identical rooms at both ends. manifesting

the tension of the duality. The duality itself might be constructed in different forrns, and differently

related to other dualities. In the Amadst howe these rooms are remembered as the place for storing rice

and performing asceticism, activities accumulating tangible and intangible forms of inner potency. A

similar lagic is applied to the arrangement ofbeds in the house, with Mbok Sura at the rcar-west and her
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son at the front-east of the house-the [wo

bedrooms interchangeably assigned ta the maie

and female heads of the families in Dalem

Wiragunan-or the female quaners to the west

and those of the sons ta the east of the central

courtyard in the Kraton.U

Embodied in spaces and figures, these

systems ofdifferences are sustained, enhanced,

reproduced and manipulated in practices. A daily

rimaI in the Keaton demonstrates routine

symbolic actions which enacts the differences and

unification of bath sides of the system as the

essence of inner potency accurnulated in the

domestic inner sanctum. At about lunch-rime

every day, several court servants parade eastœard

from the domestic quarters to Patéhan, the tea­

making house, where mau servants prepare several

kinds ofbeverages for the ruler. The parading

servants pick up the beverages and solemnly carry

them to the front of Dalem Prabayeksa, the

center of the center where the unifying power

supposedly resides. Mterward, they proceed

wes/1iJard to the main kitchen located behind the

domestic quarters a couple hundred meters away

from Patéhan, to pick up the meal consisring of

steamed rice and sorne side dishes prepared by

ftmale servants and bring them to the same place

(see Figure 5.2.).

In this daily ceremony, the Sultan, whose

e:tistence-in-space is represented in the gilded

parasol shading the meals and drinks, demonstrates

his assumed capaciry to concentrate the divided

essential elements of the cosmos in order to

Figure 5.1.
The properties of the central
sen!hong in Dalem Kanoman
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perpetuate Lue itself. Male and female servants are

assigned different places to conduct cheir affairs

which essentially anain the same end, to provide

nourishment. Food is attributed to woman, recalling

her life-sustaining capaciry and associating food

with the goddess ofdomestic life and rice. Drink,

with its socializing capaciry, is aman's affair. In a

predominantiy-male convivial gathering, tea is

enjoyed together by the guests, while the meal as the

properry of the inside is brought home by these

guests to give to their wives and families. East and

west, male and female directions respectiveLy, stand

for both ends of the cycle of life and the solar path.

For Javanese people, gender categorization is

apparently nat a zero-sum game. Being a true man

does nat necessarily mean that a man should distance

himself from femaleness. Possessing female capacities

while maintaining one's male characteristic (or vice

versa) is a sign of power. AJa'v'anese image of

"superhero" is often more effeminate than macho, as

he is endowed with the capacity of bisa mt1lcala plttra

mellCa/a plttri, being able to be male and female. 13

Elderly women acquire special positions in the

society partiy awing to their post-menopausal state,

which gives them a male-like capacity (Carey, 1993).

The constant effort to divide an entity and to

daim supremacy by concentrating the division

makes the center ambiguous. Theoretically, there is

no ultimate and unified center since, while showing

its unified centrality, the center has to reveal its

constituent divisions. This was empitomized by the

highly ambiguous inner sanctum ofPrabayeksa (see

chapter fi).
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Spatially. the accumulation ofpower is attributed to the enc10sed inner house, whereas the

Maudience" of its sensible expression is associated wïth the open front portion serving as gathering place.

The front house is temporarily consecrated as a ritual setting when the man of the house ceremoniously

appears there as its representative, bringing with him some prinàpal properties of the imide to outwardly

display his ability to concentrate differences. There are numerous variations on this theme. Aboy is

àreumcised within a lao1Jo1lgall. a miniature house rc:se:mbling that in the central smtbtJ1l& which is

temporarily construeted in the front yard. A man commissions a perfi.rmance in the: pmdbapa by

presenting the female dance ofbtdbaJll, which emerges dirc:etly from oallm Ilgtllg. A fathee in a convivial

gathering in the front house distributes the meals preparcd inside by tle mocher. A nobleperson in bis or

her outing walles under a state: parasol taken from the senthollg. Lilcewi~e. the Sultan appears in the public

scat in front of the palace carrying some of the most powerful heirlooms usually stored in the inner

sanctum.

A transitional property connecting and dividing the source: of pcwer and the rea1m affected by the

power functions as a significant intermediary site where the interplay Jetween the inwardly· and

outward1y-oriented domains is enactcd. In a wedding ceremony, chis SI .ot expresses its significance by

becoming the site for the parading bride and groom-respectively, the representarive of the inside and

outsidc-to pc:rform a series of e.~change and unification rituals. This s~te is often the best-articulated part

of the house. Situated behind the front part, it is quite hidden, 50 mat it doc:s not have a pretentious

appc:arance, but it faces the Mpublic" part of the house: so that it may ÏJnpress a visiting person. In lengthy

narration, a dhalllng describes the gate separating dIe inner and outer (ounyards ofa Kraton in front of

which the king stands in amazement, deciphering its symbols and app·:arance. Wealth. fame:. prosperity,

conjugal relations. security, and other supreme qualitics claimed to be .lccumulatc:d in the domestic

domain are manifestc:d in the dense figurai symbols on this gate:. The ~entho"g threshold in the Amads'

house, which is intricate:ly carved with a radiaring sun, grains of rice, and dripping water, conveys similar

messages, as doc:s the critical Danapratapa gate in the Kraton decoratetl with ornaments ofgarlands, leaves

and surmounted by a globe bearing a royal insignia.

The concentration and emanation of power can be cquated with .1 silent but potent intention

demanding verbal expressions for affecting the world To rc:veal simul":ancously both the potent silence

and the manifestc:d speech, the sponsor ofa celebratory occasion is usually a speechless figure who fully

delc:gates his intcntional words to agents, such as an annou~cer, a resp~ted person rcpresenting the

family, and a religious figure:. In this relation, a threshold becomes the site to manifest verbally the

intention of the inside. In a wedding for instance, the sponsor sits insiie the inner housc, neac the

immovably sc:ated man/hl, the living icons ofunification, while the sp ~akers who deliver their speeches at
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the main door connecting the inner and outer house are the agents who channel the intention of those

residing imide to greee and subdy command the audience outside (cf. Keeler, 1987, pp. 141 fE).1n a

domestically-produced performance, anistic creativity as such is the property of the inner realm. while the

socially tangible and sensible expression of the arts belongs to the ouc:ide. The shadoW' play executed

under the wish of the authority hidden behind the screen is a sheer en letrnent of the emanating line

which transforms potency into sensible expression. As emanations of :heir master·s aura. the performing

ans might even serve as alter-egos. In a celebratory occasIon outside tl:e palace which the Sultan

customarily did not attend. his presence was de1egated to a group ofmale dancers who paraded under the

royal parasol (Soedarsono. 1984).

Literary tradition in Java bas a parallel relation between the less ,:ccessible inner reference and its

sensuously apprehended outer expression.14 Much Javanese literature i; composed in the form ofsung

verses (ltmbang). This literature is orally circulated in nightly singing/1eading gatherings. such as those in

the night vigils accompanying birth ceremonial gatherings in the Sura,· house. 15 The singing/reading of

the literature socially enacts the text into audible expression 1IJithoMllltCtsSIlTil1 tomprebntdillg ils mt411Ï1Ig,

whim remains in noble inaccessibility "standing as an indecipherable monument to a remote and

essentially irrecuperable past" (Florida. 1995: 31). This dual. spatial disposition oftat and its enaetment is

quite literally applied in the Keaton. The holiest manuscript from whi·:h tremendow power is believed to

emanate is stored in the encloscd Prabayeksa to control its effecr, with vinually no one being allowed to

read ie. Meanwhile, the arts section of the palace regularly conducts a ~:inging/reading session in Bangsal

Kencana as weil as occasionally in Pagelaran halL It is not the words vrhich are protected and hidden but

its arcane and patent source of meanings.

•••
As the demarcation of the domains of"self' and "other" is virtually uliversa~ what is partîcular in the

omab is the way it contains both of them and the way these domains il rc interrelated. Inside or the rear

part of the house is the domain of "self' and concentration in which the inhabitants cultivate their

individual and corporate inner potency. socially in the formation of t:lmily and householcf. rituaUy in the

marriage unification. mystically in the ascetic exercise and the storing oftalismanic objects. biologica1ly in

the nourishment provision and the storing of rice, and sp'ltial1y in the containment of the paradigmatic

model of the bouse. Outside or the front part of the house is the domain wbere the inhabiting selftves)

confront others. Social relations with others generally cake place outside the domestic domain. HoW'ever,

sorne exemplary pieces of these relations-in which the inhabitane ma}· have a chance to display the
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potency they have accumulated-are brought home. In commissioning a performance the master of the

house shows bis or her ability to patronize the arts. In condueting a convivial gathering, the family show

its ability to dispeme food. In receiving guests, the family shows its ability to rdiile its behavior and

language. To asscrt its utmost capacicy as a complete world in itsdf, the olltllb contains bath sides ofthese

relations.

We bave explored the idea ofoman in, and through, the life oftt.ese "old-fashioned" bouses, but how

is the idca ofdual domestic space transfonned in contemporary conte:<t? In these houses life style and

household structure have changed. No agricultural ritual, privately-spelnsored performance, or extended

family in contemporary houses which requite smtbong, petlilhap4, or galldbok. Today, these types ofhouses

are hardly built except for some conservation purposes. To fulfill the !~reater demand, contemporary

howing is mass housing many ofwhieb are publicly-sponsored low·ce·st housing which ooly provide the

basic necessities. Observing how these so-called core houses arc altered by their owners to suit their

demands. in some respects. reflects this carlier idea ofdonlestic space.

The architect Yoyok Subroto (1993) has investigated chis issue in about one hundred unies of36­

sq.m. core houses in public housing comple:( in Yogyakarta. He founè that the houses bad been

considerably expanded to an average of60.65 sq.m.. In mo~t cases, the alteration of the core was started

with the expansion of the 17IIlIIg t4mu to the front. Many of these TIUl"·g tamil e."Cpansions doubled and

some even trlpled their original size of the rooms. The second alteration was mainly adding to the number

of bedrooms, mostly for the children. Commonly huilt in the backyards. these additional bedrooms were

smaller than the (wo initial bedrooms each sized 3 m. x 3 Ill.

Domestic life is more individualized, Subroto's research indicate~, especially for children. As a living

space, the rear part of the house is no longer a vast ga"dhok as in the Amads' house where four children

slept in one large bed. Children are differentiated from their siblings c.ue to their graded $Chooling system.

Agrade.four student should not live in the same room as his grade-eight brocher since chey have different

programs to study.16 The accumulation of potency in the rear house cuntinues taday. However, it is not

represented in piles of rice or ascetic rigors, but in the meticulous attention to studying, the key to enter

the contemporary job market.17

Communal gathering is still far from being removed from the huuse. especially among people of

lower strata. Subroto's observations shows that the descendants ofpetlt!h1lJ14 is much needcd in the form of

a large TUIlRg tamil. However, chese gacherings show a tendency parallel to the weddings already discussed.

They shift from binary relations in which a household directIy invites other people to participate, to

institutionalized relations in which an organization medi'ltes people's participation in the occasion (sec

chapter llI). Most of the domestic communal gatherings now are condueted based on the membersbip of
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the dwellers in particular organizations-which might be rdigious, conununal, social. or professional­

which rotare gathering in the houses of the members.

The idea ofa house consisting of two halves is still recognizable ;md reproducible in contemporary

domestic settings. Though significandy transformed, this idea remains as long as people still conceive the

house as a setting to concentrate patency and to display it in front of che larger society.

t Tiwiek S.A., flMaralJt1l1. (My Mother-in-Law)j- cited in Quinn (1992. p. 234). emphases added.

ZThe use ofsleeping as a metaphor of life and dath confonns with Islamic tradition which tcaches to pray -In Tby
name. 0 Lord, (live and in Thy Dame 1die: before sleeping and when waking up. -Praise to the Lord, who gives me
Iife after death.·

J Such a scheme for action is comparable to what Bourdieu (1990b) has ca11el1 a flpractica1 taxonomy.- It cmbodics a
binary classificatory logic which aIlows one -to introduce just enough logic ft>r the needs ofpractical bchavior.
neither too much-since a certain vagueness is often indispensable ... nor too little, since life would then he
impossible- (p. 73).

4 Among others, $Ce Clifford Gcertz (1960) for the patterns of relations impl cd in the interplays betwecn levds;
James Siegel (1986) for some contemporaray accounts on the roles ofJavancs~ language in urban environment; and
Ward Keeler (1987) for the power ofspeech in defining the self.

S Mbah Amadis bouse shows a remarkable exception in assigning guest-receiv ing place. Instcad of using their quite
impressive and formal pendbapa, the owners receive their guest in a very casu;il and familiar place. In the castern
jogtUl facing the messygandbo/c a visitor is receivcd while the hasts sit cross-Ie~ed on a mat. In terms ofspace and
sitting manner. there is no significant difference between receiving a poor woman selling eggs door-to-door. and local
notables. Perhaps the Islamic value of trcating everyone as equal encourages t;,cm to conduct interaction in a lcss
judgemental manner. It is probably more than a mere coincidence that the A'nad family who avoid using the front
pendhapa to receive guests in a formal and status-judgmental manner. are also show a fairly low degree ofproficiency
by urban standard in using the flowery /crama.

6 For theJavancse pleasure ofminor guing more generally, see Carpenter (11186).

7 One space-demanding laku is pcrforrned by entering an cnclosed spacc. usu.Jly the innermost part of the hoU$.;
and rcmaining therc without eating and sleeping (Kccler. 1987: 47).

8 Even though no family member mentions this practicc. ilI1 elderly erstwhilc female servant of this family, told me
that Mbah Amad the busband used to mcditate in the west sen/bongo

9 As Bourdieu (l990, p. 210) postulatcs, "a vision of the world is a division orthe world, based on a fundamental
principle ofdivision which distribute all the things in the worlc.l ioto two conplemcntary classes.-

10 Tjahjono (1989) considers the central principlc governing dlC Javanesc arcl:itecture to he its resolution ofduality. [
consider it as concentrating duality. since the tension in this oppositional sys~em is very much maintained. or even
enhanced.

Il Gender diffcrenccs are muro downplayed in Jilvanesc traditioll. being only fully acknowledged ooly in tenos of
reproduction. TheJavancsc language has the words for famer and mother reft:rring to male and female progenitors,
but it has no daily terms for brother. sister. son. daughter. even husband and wife. Instcad ofsaying man and
wornant they say male person and female persan.

lZ Sc:en as the atensions of royal houschold, the Sultanate offices and territol ies are also disposed in terms of left and
right (sec Schriekc. 1954 and Remmelink, 1994).
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Il In popular .94"l-"& the figure ofArjuna, the most victorious warrior lDd lover, is gmenUy played by an
actress cIressed who shows her boue shouldcrs. By CODtr.lSt, Westc:mers, with tom notioos. of$eX and power, could
ooly considcr it comical ifSuperman were played by a woman with big breas:s lxhind the letter -S· costume.

14 For a fullcr discussion of the inaccessibility of the -high and noble· text in Javanese tradition. sce Florida (l987)
and (1995: 2-49).

lS Even though this singinglreading activity is diminishing considcrably, sorne rcciting groups survive. Arps (1995)
provides a contcmporary account on this practicc.

l' The provision ofindividual beclrooms for childrcn is a relative:ly rcecnt ph.:nomenon. ro give an illustration, by
the carly 1960s, BuJarir's parents had two large, expcnsivc and ·contcmporlll'Î houses both having more man 1,500
sq.m. floor are;, however ther did Dot provide private bcdrooms for thcir twclve children.

17 Sorne ncighborhoods in Yogyakarta even have a study-hour rule in the: evening during which families are
discouragcd to tum on thcir televisions, in order to provide a propcr environment for the childrcn to study.

lOS



(

1

alun-alun
ambèn
bangsal
batak
bedhaya
dalem
dalem ageng
DéwilMbok Sri
dhalang
èndhèl
gadri
gamclan
gandhok
garcbcg

garebeg Dai
gedhèg
gedhong
gendhing
ijab
Jogan
kaji
kamarduduk
kamar ramu
kamar tidur
kangjeng
kapang-kapang
kasatriyan
kcdhaton
kembar mayang

keparak
kepatihan
keprak
keputrèn
klangenan
krama
kraton
latar
longkang
loro blonyo
magersan
maJang
mantèn
mcsjid

GLOSSARY

: the plaza in front and at the baclt of the palace
: sleeping platform
: open!unwalled hall
: one of the two leading dancers in a btdJJaya chorl:ography
: a female dance genre commonly performed by nine dancers
: inner/inside; noble residence
: rear/inner portion ofa noble residence
: the goddess of rice and domestic well-being
: puppeteer
: one ofthe two leading dancers in a IJtdJJaya chor.:ography
: back porch
: theJavanese percussion orchestra
: side!attached pavilion
:Javano-Islamic court rituaI to commemorate the birth of th~ Prophct, the end of
fasting month and the day ofsacrifice
: eight yearlygare/1eg to commemorate the birth of the Prophet
: woven bamboo panel
: enclosed building
: musical composition forgame/an
: marriage contract
: floor area especially that between a main daor and a St1lthollg
: returning pilgrimage from Mecca
: sitting room
: guest reception room
: bedroom
: sir/lady
: stately gait for female dancers
: the male quarters of the palace
: the central courtyard of the palace
: a pair of decoration pieces in a wedding made of coconut fronds sccurcd on
banana stems
: the servants in the royal domestic quarters
: the patib's residence
: slit wooden box hit to accentuate and direct a 111~yallg 'l/J01lg
: the female quarters of the palace
: royal adornment; Sultan's unofficial wife
: High-Javanese
: the royal palace
: houseyard
: open space in betwcen (usually be:tween pmtlhap, and tI4/tm Ilj,t1Ig)
: a pair of doUs in front ofa snltbong (literaUy: anninted pair)
: commoners living in noble rcsidence
: decorating the: inner house for a wedding
: bride; groom; bridai couple
: mosque
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ngoko
omah
panggih
pasaréyan
patèhan
patih
pelawan
pemaos kandha
pemaos pocapan
pendhapa
pengeprak
peturon
pondhokan
pringgitan

pusaka
radèn ajeng
radèn ayu
raN
réncangan
resèpsi
resèpsi berdiri
réwangan
ringgit
sakaguru
séla gilang
sembah
senthong
sindhèn
snmpl
tarub
temu
tlundhag
tumpangsari
wayang
wayang kulit
wayang wong
wiraswara
wiwit

: Low-Javanese
: house
: ritual meeting between bride and groom
: bedroom; burial ground
: tea-making pavillon
: grand vizier/chiefadministrator
: houseyard; courtyard
: narrator in a .qang1I/01lg
: reader ofthe dialogue book in a wayallg 16t111g

: front hall
: /tepraie player
: bedroom
: lodging for a It14l1get1an d4lem
: place to perform shadow play (rillggir); a long gallery in betweenpmdbapa and
dalem apg
: talismanic object
: noble tide for unmarried female
: noble tide for married female
: queen; female consort; highest tide for female ar~stocracy
: mutual assistance in a domestic celebration especially among females
: reception ceremony
: standing party
: rlttalllgan
: puppet; shadow play
: main wooden pillar
: marble slab to place the Sultan's throne in an au·Eence hall
: worship; a respectful gesture made by joining bath palms in front of the face
: sacred cella at the core ofa house
: female vocalist
: female dance genre commonly performed by fOl: r dancers
: decorating the front house for a wedding
:panggih
: lower threshold
: beams arrangement which surrnounts the four saka gurus
: drarna; puppe~ shadow play
: leather puppet; shadow play using lcather puppet
: dance drarna
: male chorus
: harvest·beginning ritual
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