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INTRODUCTION

s mat the garb of today's kings

but those bygones of yesterycars
bang it to dry and it will retam

its lustre

souk it and it will remam preserved

a little tear only adds to its character
that will not diminish but enhance
this treasure

one bundred nal i thread it costs —
speckled with a dewdrop

sty cubit-long thread m a whorl

the south wind comes ta blow 1t

wnwound!

Even in translation, the above
extract trom a gurindam (verse) by a
penglipur lara (a soother of sorrows or

story teller) in the Seri Rama Melayu

from Perak cloquently expresses a
cultural, acsthetic and intellectual
sensibility that is powerfully
cadenced, subtly nuanced and
unmistakably Malaysian

This gurindam, with its clegance
of torm, allusiveness and richness
of phrase, has a resonance which
reflects the depth of a people’s
psyche — their refined sensibilities
gentility fortitude, dignity, proud
politeness, keen observation,
deep-deélving spirituality and

tenacity of conviction

Malaysian arts and crafts, even as
a common reference point and source
of unity, cannot presume the erasure
of internal differences and particulari-
ties, Malaysia's cultural fabric today
15 denved from a welter of vast
cultural hinterlands, particularly from
the many tribes and societies of the
Malay Archipelago, cach widely
divergent in its social, political,
cconomic, spiritual and aesthetic way
of life. Such diversity adds to the
repertoire of modes of cultural
expressions that can be included
under the rubric of "Malaysianness”
It is precisely this complexity znd
tlexibility which makes up the
vitality of Malaysia's cultures

This creauve tension and sensibility
are derived in part from the culwres of
the kaum ashi or indigenous tribes The
kaum asl are known for their sense of
acsthetic beauty and their real and/or
symbalic ties to nature. Their intimate
affinity with their natural milieu,
together with their animistic beliefs
and their proclivity for the supernatu-
ral, have inspired many traditional

artefacts found in this country.
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FACING FACE
MALAYSIA'S CRATT
TRADITION 15 STRONGLY
ALLIED TO A SOUND
RELICIOUS FRAMEWORK.
INFLUENCED BY ISLAM.
AS CAN BE SEEN IN THIS
TEXTILE, WHICH 15
PATTERNED IN JAWT
CALUIGRAPHY

THIS PAGE

AN OCTAGONAL

LOLD CUIN ISSULD BY
SULTAN AMDUL JALIL
SHAM U1 (162)11677) OF
JOHOR THE DENOMINA-
TION OF THIS COIN IS
KNOWN AS 'MAST

AND IT WEIGHS AVOUT
245 GRAMS OF

PURE GOLD.
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Malaysa

The Malays, on their part,
have provided a collectve sense of
acsthetic beauty based on the belief

that beauty itseltis related to divine

power and God's infinite riches. a
sense that is constant in most of their
works, one allied to a strong religious
framework influcnced by Islam and
the teachings of the Holy Quran

The cultures of the Chinese and
the Indians as well as other migrant
races like the Portuguese have proved
attractive sources of nourishment
The various tribes in Sabah and
Sarawak are ather constituents that
add yet more colours to the vivid
compendium that is Malaysian arts
and cratts Tt s this access to worlds
so nchly vared and <o polymor-
phous. as well as the stimulation
ol a multiracial milieu, treedom ol
thought, religious choice. beliet
and the lattude given to creative
expressions. which explains the
matrix of diversity. modes ot think
ing choice ol forms and vanous
creative inspirations that make up
Malaysian handicratt works

The gurotdam of the penalipur Lara
above extols without selt-praise. the
works of Malaysia's craftspeople as an
achievement of a high order Almost
without excepuion. local crattworks
not only retlect fine crattsmanship
but the success of their creators
in capturing the subtle nuances

of local aesthetics

"Hang it to dry and it will retain its

lustre/ soak st and it will remain preserves
The beauty of the Malay silk weave,
s0 delicately embroidered and finely
stitched as 1o look lustrous and
resplendent, wet or dry. 15 one of the
unique aspects of Malaysian

handicrates which the penglifur Lira

captures succinctly in his gur
The power of the language
reflects the profound and refined
sensihility with which craftsmen and
women embrace their cratis It
reflects their devotion to quality
one exercised with an awareness of
the aesthetic imperatives ot their
own creative medium
It will be patent to the reader
of this qurmdan. and the reality it
evokes that the craftwork of

weaving heing deseribed here and

the philosophy

f 1ts pracutioners
provide a helptul entry into the
heart of the culture’s sensibility
Cratvas a wotemic symbol ot
a culture’s presiding spirit and
sensihility embodies not only that
peoples way of hife adeolect and
weltanschaung. but the imner sanctum
ol therr psyehe and the bedrock

of ther enduring values



History has proven a crucial
fructifying force in the development
of these crafts. The Malay Peninsula,
which in the 1960's became part of
the political entity we now know
as Malaysia, lies in a strategic
geographical position served by the
Straits of Melaka a sea passage of
paramount importance for mantime
trade. Trade and prosperity heralded
a concomitant cultural unfolding and
terment which first gave nise to
ancient kingdoms such as Langkasuka
and Kataha and later the Melaka
Sultanate As one of the carliest
nation states 1n the Malay Archi
pelago, Melaka became a mecting
place for traders from the Indian

st Asia and China

subcontment, W
as carly as the 13th century

The burgeoning trathic of trade
brought with 1t editying cultral
mfluences which were assimilated and
accepted by the local people. These
cultural inheritances, however
diverse became harmomised to form
a common hertage which ensured a
histonical and cultural continuity. The
advent of Islam not only sustamed
these varying intluences, but enniched
and expanded their scope. Islamic
values. which are the orgamising
principles that bind the country
together even today, helped preserve
the cultural heritages which the
presence of migrant communities

served to foster rather than dilute

More than just cultural artefacts,
craftworks became precious
commodities which commanded high
value as goods for trade. Not surpris-
ingly, local handicraft works received
royal patronage from the Malay

kings, flounishing particularly in

Kelantan, Terengganu, Kedah and
Perak Skilled craftsmen like gold-
smiths, silversmiths and wood carvers
were as much a part of ancient court
culture as the ks, betrothal cups,
betel nut bowls, wooden decorative
wall pancls and other ornate palace
regalia which they produced

Today's new zetgeist has brought
radical change. Amidst the dialectics
of social and political change that a
voung nation like Malaysia has
undergone, the primary creative
impulses of local craftsmen have
shifted somewhat. This is evident if
we look at the craftworks currently
available in the open market today
Crattworks in contemporary settings
have to cater to a chentele whose
tastes are fashioned by vears of
cxpasure to foreign imports, high-
quality novelty items and new
matertals. Craftsmen are well aware
that, despite its excellence and
unique styles, the local handicraft
enterprise would be difficult to keep
ahve unless they updated and

enhanced their techniques and skills.

Towards the first half of the 20th
century, the growth of local handi-
craft works was seriously retarded in
the face of stiff competition from
these foreign imports. Domestic

demand for local textiles plummeted

AMALE ATTIRED
IN CEREMONIAL BATU
SONGEET. & GOLD SHOT
MALAY GARS FAVOURED
TOR SOCIAL OCEASIONS
AND USED DUKING
CEREMONIES SUCH

AS WIDDINGS

as a result of a deluge of imported

fabrics flooding the local market,
stirring great uncertainties for a time
amongst local silk weavers and
embroiderers alike, giving cause for
concern about their future. Similar
challenges were to face silver- and
coppersmiths as well

The hifties, however, saw a
resurgence in the development of
handicralts commensurate with
the ensuing socio-cconomic
developments that wok place in

the country during this period.

INTRODUCTION 15
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This progress gave a new
direction to the course of crafts in
Malaysia. As mentioned earlier,
multifarious richness and refined
sensibility are among the outstanding
hallmarks of Malaysian crafts. One of
the most interesting strands of this
colourful tapestry is perhaps the
aesthetic values and sensibilities
exhibited by the orang ashi, the
indigenous people of Malaysia If one
studies the handicrafts of the Mah
Meri society inhabiting the coastal
arcas of Selangor and the lah Hut
society in the mountamous region of
Jerantut, Pahang. one would find two
ditferent expressions of aesthenic
sensibility —both cqually umique vet
similar in their deep-rootedness in
traditional culture, religious beliets
and their concomitants: Their wood
carvings, tor example, clearly reflect
the powertul influence their natural
surroundings exert on their craft's
creation and conception

We discern in the Mah Meri's

and Jah Huts canception of their

cratts a sensibility linked to the
natural landscape the tHora and the
fauna which inform and infuse nearly
all their works. Sea, sky. niver the
climate, the natwre of the soil

the physiognomy of plants and
animals and the view of beautitul
nature are all harmoniously absorbed
and made part of their creative

thoughts and feelings

The harmony results, in this
case, from attuning culture to nature

in a way that clicits an awarencss and

respect for ecological forces. We are
struck by the orang asli's feeling of
oneness with creation and his sense
of the beauty of nature, celebrated
in the very act of recognising
his fragile existence in relation
to nature’s indomitable and
omnipotent power

In their origin and the way they
are tormed, both the art and sensibil
ity of the orang asli derive from a
powerful sense of a belicf which
sanctifies nature. Many of the
themes, monls, images and forms
used in their handicrafts are modelled
after the bounty of nature around
them For instance, images of
sca-dwelling creatures and animals
that can be tound in river mouths
are prevalent in wood carvings
produced by the Mah Meri, while
the carvings, sculptures, statues and
figurines made by the Jah Hut are

mostly representations of animals

like monkeys, tigers and clephants
These patterns of recurring

images and motifs are used with
special potency by the Jah Huts
and Mah Meris, and arc intrinsic to
their way of seeing and ordering

their world view

Nature and the environment
have become a presiding muse and
inspiration, a crucible from which
craftworks assume their shape, form
and style. In short, it is generally
true to say that Malaysian crafts take
their special form and content in
dialectical synthesis with the
diverse local conditions in which the
various communities find themselves
situated. For the Mah Meri and Jah
Hut tribes, renowned for their
dextrous skills and fine craftsmanship,  ficsc ma

these forms and motifs have become

HEADGEAR WORN BY

a distinctive trait of their crafts

since time immemorial

MEADGEAS IS MADE UP

The prapensity to produce

works of fine quality and workman-

MADE IN SILVER GILT

ship with the most basic and simple

SILVERSMITH
of tools is also another point worth *

THIS PAGE. THIS MASK

noting. Some of the crafts featured

in this book are produced by using

CARVED BY ONE OF THE

common basic implements like the

OF SARAWAK

knife, for example, or through rela-
tively simple processes like weaving
or tying. The resulting objects,
intended for everyday use, are basic
in their functions but meticulously
and beautifully constructed

That such crude and rudimentary

creative media could be used to

accomplish such sophisticated
and refined handicrafts is
demonstrated also in works,
by other tribes of orang
asli, like the Senoi,

Sakar and Jakun.
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These tribes’ rich traditions and
sensibilities have been known to
distil craftworks of inordinate beauty
A vaniety of ethnic handicrafts, such
as carved dagger hilts, blowpipes,
woven tribal baskets and rattan or
bamboa bags arc not only produced
as cultural items but, more impor-
tantly, as objects for daily use.

Amaong other creative works
produced by the orang ash, their cave
drawings and ctchings stand signifi
cantly as testimony to their artistic
consciousness and sensibility of ther
lertile natural surroundings These
works, though primitive in nature but
1o less captivating for being so, bear
important historical and anthropo
logical significance It is important to
bear in mind that the forms of tribal
crafts have a close nexus with the
tribe’s socio-ccological environment
and their means ol hvelihood
Sources ot hvelihood dilfer some
peaple practise tood gathening and
hunting while others agriculwral
farming and fishing. or a mixture of
any of these combinations

Trbal cratts in this respect are
produced to complement such actvi-
ties. For example, contraptions such
as bamboo fish traps and snares for
capturing animals are created
primarily for a practical purpose to

facilitate the hunter's search for tood

The Cratts of Malaysia

The same can be said of
handicratts produced by the many
hundreds of tribal people living in
Sabah and Sarawak. who can be
divided into two broad categories
based on their nawral environment
and their hvelihood practices

For those living near nivers
deltas, river mouths and lakes, or
by the coastal arcas, water 1s both a
creative and physical lifeline: Sea
ran, flood plains, silt, swamp and the
innumerable life forms they support
provide a cosmic backdrop against
which desuny is untolded In
content, style and form, the cratts
of these coastal peoples remain
notceably influenced by their
geography and landscape

Fables of idenuty and systems of
mythology. and their manitestation in
idols. emblems and totems, arose out of
the land that nourishes its inhabitants
The ebb and flow of the nver and
the sea, and the contours of rocks and
crevices, become part of the totality
of the tnbal peaples” aesthetic
consciousness, a correlatve of their
creative sensibility

It one observes their crattwork
one notices 1t takes the form of basic
but essenual tools of survival which
the tnbal peaple use to cke out a
living and to trap tood tor daily
sustepance Such objects include hish
traps. and cane or bamboo haskets for

catching mussels, crabs and prawns

These contraptions are made
with such fastidious craftsmanship
and exceptional quality as to be
examplars of refined tribal handwork
In these works, tunction and creauve
form are inumately intertwined with
cach other, with nature as the deter-
minant — the point of departure and
the point of return

It 1s not surprising, theretore
that motits of aquatic lite forms such
as prawns. hish, crabs and crocodiles
prevail in the cratts of coastal dwell-
ers, especially among the Orang Laut
in Sabah These dominant images and
maotls are the result of their creatars
acute sensihility and reconciliation o
nature and are held i an equation

that de

lops a certain existential
acknowledgment — almost reverence
— of the fauna and flora which make
up an integral part ot therr hives

The same can be said of tribes
living 1n other geographical terrains
ke hilly, mountaimous of torested
arcas Here again, we need to
recognise the ditferent influences
exerted by the natural environment
and hvelihood practices on the
tormation of idenuty in the
handicratts of ethmic people Hill
mountain and forest tnibes. for
example, utihise ditferent materials
and tools, mouts and images for therr
crafts from those used by their

coastal and river brethren
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What we have been dwelling on
so tar are the domestic factors which
have shaped the particular wefts and
warps of cthnic Malaysian crafs
When we shift our attention to the
present age, however it becomes
salutary to mention the potent
forces of external influence on the
development of crafts in Malaysia

It one were to glance at the
range of handicratts made by local
crattsmen today . what scems striking
1s the rapidity with which indigenous
lorms and styles have vielded
various transformations effected by
mfluences ke commercial viability
and the demands and specifications
of market forces Trade commerce
and mercantilism have irrevocably
lett their impact on the local
craft scene. ushenng in change
n terms of the appearance and
form ol crafts produced

Like any other great calre
Malayvsian cultural sensibihiny is firmly
prounded in tradion. and yet it
able 1o add 1o that tradison 10
modify and embellish it i a way

that guarantees 1t vitaliy and

perenmal appeal

The Cratis of Malavaiy

A case in point can be seen in the
development of the kam pua of the
Iban of Sarawak Once a parapherna
ha used in religious rituals, redolent
with images and moufs depicung the
sacred icons and pantheon of local
beliets, the decorations on the kam
puat have now been somewhat

simplitied stylistically. And to

pander to the taste and demand of
today's cratt consumers. the matenial
stselt is now used to make more
temporal things ke handbags
jackets and other such items

In principle. nevertheless, the kam
Pt has kept intact its emblematic
high quality and denuty Like in the
old days the fabric s sull made by
means ol the traditional back strap
loom and sull retains s charactenistic
mahogany colour. and its vocahulary
ot images and representations ot
human ammal and tohage torms

While the chorce of earthy
colours. such as mahogany and
terracotta clearly reflects the Than's
atfinity and consanguinity with
Mother Farth the fine crattsmanship
and metculous weaving techmique
manitested i the kam pua distimc
uvely puts 1t on a high pedestal

as a craft that all Malaysians can

take pride in

In places where the vegetation

15 lush and pervaded with the
prodigious growth of bamboo
bamboo-based handicrafts have
Hourished with equal verve. For
people living in such arcas. bambao
plays a central role in their lives, not
only as a primary material for their
Cralts, but more importantly as a
basic resource tor everyday use in
making tools, common household
items and so on As a society born
into this “bamboo culture
Malaysians have produced many
umque handicratts based on bamboo
It could he said that hamboo has
profoundly shaped and intuenced a
wide range ot cratis that are found
in Malavsia even today

A naton with a multiracial muln-
lingual and multicultural oux. Malaysia
also boasts craltworks that onginate
tram ather rich and more ancient
cultres: The Chinese Indian and other
migrant communities are responsible

for bringing in these diverse traditans

from which Malaysian cratts have
gamtully drawn upon and synthesised
tostermyg that remarkable creatve
ferment which inspires many of
the works we see today

Many ol the handicratts created
by these migrant communities take
the torm of objects which are used
for rites. nituals and customs assoct
ated with their respective religious

and communal helicls



he carthen wares of the
Indian community in Selangor, for
example, are produced mostly for
use in religious niwuals Tike worships,
funerals and religious festivities

For the Chinese, their most
disunctive cratt forms are perhaps
best represented by the Peranakans
whose lincage 1n Malaysia dates back
more than 600 vears The Peranakan
or Straits-born Chinese, whose
ancestors came to Mcelaka to trade
silks precious gems and opium with
Arab. Indian and lavanese merchants
have evolved a unique blend of
handicratts which reflect a syneretism
of local Malay and Chinese culwres
The muniticence of Peranakan arte
facts and the clegant sometimes
ostentatious display of their forms are
best seen i ther traditional wedding
trousseaux Ornate silver belts,
hairpins. beadwork bracelets
wedding shippers: bed hangings silver
sireh haxes and pillow-end plates are
part af the grandeur of the baba and
nonya weddmg ceremony

For the Malays. Islam plays an
overnding lactor in suttusing their
sensibility with a deep sense of value
tor creativity and resourcetulness
The Prophet Muhammad (peace be
upon him i a badith (the Prophet's
Traditions) recounted by Imam

Ahmad. once sard “The most blessed
means to carn thy living s by the

work of thine own hands

Islam extols beauty, which is why
in their origin and the way they are
formed, the handicratts produced by
the Mushims reflect a religiosity in
which beauty is sanctified

Islam wields a profound influence
on the Malaysian ethos and perme-
ates every aspect of life i this
country. The Mushim community.
like all the other art-loving and
creative communities in Malaysia, has
contributed sigmiticantly to the local
handicraft scene: The adoption of
Islamic values has given their
craftwork a powertul presence, a
sensitiveness and pathos which —
coupled with their tine crattsmanship
— gives it ats compelling and
distincuive character

Islam, too. has shaped and
given colour to the customs and
rituals pracused and celebrated by
the local Malay community While
they embraced the rituals and
ceremontes which originated from
the parent tradition of the Mushm
traders who tirst brought lslam to
this part of the world, they also
added to them their own lacal
tlavour A tradiional Malay marriage.

tor example. involves several
customary rituals or procedures

which must be closely observed

THIS KENTAH MASK

It starts with the merisik (the

PAINTID I8 BLACK
sending of an envoy or messenger to

WHITE AND RED WITH
the prospective bride-to-be’s home to  strarariiy casvin
0 ' EARS ATTACHED TO THE
enquire whether she is ‘available’ and

FACE WITH ROTAN, IS

interested in marriage), and culmi- PRIMARILY USED DURING

THE HARVEST FESTIVAL
nates in the bersanding (the ceremony

in which both the bride and bride-

SOMETIMES SUCH MASKS
ARE ALSO USED AS A

s CEREMONIAL DISCUISE
oom finally get to sit side by side

WHEN CRIETING

on the bridal dais) UNKNOWN VISTORS

Such claborate rituals naturally TRIHELONC S
give rise to a set of paraphernalia and
ceremomal appurtenances which are
used and created according to the
dictates of the norms and mores
practised Such artefacts, imbued
with Islaniic values, form some of the
most significant contnibutions of the
Malay/Muslim community to the
range of handicrafts in Malaysia

Many of these artefacts are influ-
enced by the many shapes, forms and
models olfered by nawre. For exam-
ple, the labu sayong (water calabash),
an carthernware container decorated
with foliage motifs that takes its
shape after the gourd or starfruit, is
used as a recepracle for keeping water
that has been blessed with incanta-
tions or as part of the paraphernalia
used in ritals performed during

a traditional cure

INTRODUCTION 21
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Embroidery, or tckatan, which
takes the form of gold thread woven
on a base fabric of velvet or brocade
1s another local craft which s
renowned for it fine craftsmanship
The art of Malay embroidery involves
a method of patterning or design
characterised by needlework in reliel
raised trom the surface of velvet and

sewn over a filling of mempulur

asually made of paper, a type of
rattan or pieces of bambuoo

This handicratt. well-known
tor ats magmiticent sttchwark s
tradinonally associated with and
used for decarations during wedding
ceremonies and other tradinonal
Malay tunctions Floor mats. pillow
cases, beautitully adorned tepak sirih
tcommaodes or chests where hetel
leaves are kept or displayed | and
ather traditional items are known 1o
have claborately embrowdered decora
tions which torm part ot the pomp
and splendour of Malay custom

The same dazzling skill and
resplendent crattwork which have
become a hallmark of Malay
handicralts can also be seen in the
art ab weaving Exhibiung an intricate
but harmonious interlacing ot both
wold and mulucoloured threads in
exquisite designs based on plant

trint Hower and bird mouts, the

aim songket reveals the Malay
community's heen sensibility

towards their nataral environment

The Cratis of Malavaia

The pucuk rebung (bamboo shoots)
stk keluang (“flying fox's elbow
so-called because the motts torm
acute angles) and tampok mangass
fmangosteen calyx) motls are among
the myriad of delicate and Howing
nature-inspired patterns. designs and
motits used in both the making of
kam songket as well as bauk An
example of this type of handicratt s
the tine weavework af Pahang

Among the acuvites that are
stll being practised as part of the
repertorre of Malay crabtwork herit
age s the art of pandar and mengkuang

types ab screw-pinet plaiting. These
are usually used to make plaited mats
n bold and bright colours bearing
attractive peometric designs or local
Hower and trut motits. Wood carving
is anather local craft which demon
strates the skl and dextenity ot

local crattsmen Designs with mouts
such as the awar farit tcontinuous
Hoatng clouds), sulur kacamg thean
shoats ) daun ketola (pumpkan leaves |
and bunga ketumbit (the Hlower of a
herb Lewcus zeylanicar are among the
popular forms used by local wood
carvers Ornate carved wall panels
archways and partitions tound
some of the traditional houses and
roval palaces in Malavsia bear
testmaony o the superior quality of

this particular craft

Silver- and goldsmiths also play a
signthicant role in producing some of
the most magnificent craftwork
Malaysia has ever known High-
quality silver and gold jewellery and
other arnaments — hke decorative
tobacco boxes. belt buckles, dishes
and plates. trinkets. bracelets tea
sets, hilts and sheaths of the kris
and hetel sets — are among the
pride and oy of Malaysiany

Crattwork 1s an invaluable part
of Malaysias henitage, embodving
the heart and soul ot its people Tt
svmbolises therr senauve thought
teeling and creativity, and s a
medium in which public ethos
sensibility and aestheuie hite have
tound tull and secure expression

The publication ot this book on
the handicralts of Malavsia s an
attempt to introduce NMalaysian
society by portraving its keen
sensihility and s athniey with
the natural environment. qualities
that serve as the vehicle tor s

creatve expression

an Sulaiman Othman

Dato F
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he carth's crust was formed millions of years ago through the primordial process of fire. The

violent actions of volcanic eruptions thrust boiling magma to the carth’s surface to form

granite chains of hills and mountains, and the distinctive topographical features of the carth,

The hills and mountains were transformed with the passage of time. The action of hot gases of

carbon dioxide, boron and fluorine decomposed the granite into feldspar, a mineral. Further weathering,

or hydrolization. broke down the feldspar into silica, alumina and an alkali carbonate which was soluble

and casily washed away by rain. The alumina and silica, combined with water, forms kaolinite or clay.

Clay can be categorised as primary or residual, or as secondary or sedimentary. The first group

comprises non-plastic clays, found where they first formed, while secondary or sedimentary clays,

through weathering by wind, rain and ice, are carried by streams and nivers towards the sea to settle in

valleys and plains as layers of fine deposits, miles away from their source of origin
Primary clays. known as kaolinite and with a chemical formula of Al203. 2810, 2H.0, are
usually tree of contaminants such as iron and give a clay cast which s white. They withstand high

temperatures and are used to make porcelain ceramics. Other uses include the manufacture of floor

and

wall tiles, sanitary ware and tableware. Huge deposits are found in the Bidor area in Peninsular Malaysia

and they are processed tor domestic consumption or for export

Secondary or sedimentary clays are lined with impunities. The verdant and luxurious Malaysian

ramforests exude decomposed organic liquor into streams, giving most secondary clay deposits distinctive

colours of bulf-brown to grey and black. but this organic material 1s burnt off when the clay is fired

latentic content of Malaysian soil discolours clays from pink to iron-rust red when fired, because of

. The
the

tine wron parucles collected and mixed with the clay on s journey downstream: These clays are more

plastic than the primary clavs and are used in Malaysia’s pottenies and ceramic industries, from brick

making to the manutacture of products like floor ules, sanitary ware, tableware and fine ceramics.

In Penimsular Malaysia and 1n Sarawak and Sabah, there is an abundant supply of these plastic

clays They withstand high temperatures. an asset because it the likelihood of their coll

n high heat Potters classity clavs according to the temperatures they can be fired to without collapsing.

Fireclays form the foundation of much ot the soil in this country, and for that matter of the carth — the

subsotl — atselt, an which the primeval forests grew Fireclays fire to 1,500° Celsius. Stoneware clay fires

to 13007 Celaws, ballclay — a very plastic clay — to 1,300° Celsius and earthenware to 1,100° Ce
Some carthenware clays collapse even at 1,000° Celsius. Much of the traditional pottery of the Mal.
Indians and Ihan are of a low-tired category of clay known as terracotta clay

Most clays cannot be dug up and used directly. The potter must compose his clay body from

Isius.

lays,

ditferent clays and raw mgredients to achieve the properties desired for the types of wares he makes.

The hardness of the clay, as well as its texture and colour, have to be taken into account for cach
pottery type Pottery made in Malaysia s generally of the low-fired bult-brown and reddish terracor
clay of tradinonal potteries. or the high-tired stoneware clay used for the heavy clay products fired

m dragon Kilns Porcelain is a recent development in this country

ta
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FRECIDING PAGES

THE SHOULDER SURFACE
OF A BUTUNG (WATIR
CONTAINIR) SHOWING A
RICHLY DECORATED
IMFRESSED PATTERN OF
THE MUK REBUNG
DESIGN, COMMONLY
SEEN IN GOLD THREAD
CLOTH (SONGKET)

AND BATIK

TACING PAGE

ROWS OF FOTS WITH
OFEN ROTTOMS THROWN
ON THE WHELL HAVE
RLEN LEFT TO DRY 1N THE
SHADE. A SKILLED INDIAN
POTTER CAN FRODUCE
UPTO ONE HUNDRED POTS
ADAY.IT TAKES ANOTHIR
THREL DAYS TO PADOLE
AND COMPLETE THE
FROCESS O MAKING THESE
TERRACOTTA PERIOKS, USID
1OR COOKING RICLAND
JOR TEMILE AND RELIGIOUS
CammoNts.
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NEOLITHIC POTTERY AND HISTORICAL PERSPECTIVES
The making of pottery 1s as old as mankind's history on carth. When Neolithic cave dwellers began to

shitt from a hunting lifestyle to an agriculwral one. around 2,500 BC. the food-

thening people of
prehistonie Malaysia began to develop vessels necessary to store grain and carry hquids: At around the
same time. they began to make pottery for rituals and a developing beliet system especially atterlife
beliets, in relation to their perceptions ol nature and the environment

The discovery of the usetulness of clay 1s without doubt man's first great imnovation in terms
ol artistry and science. Clay was found to be a malleable matenal that could be shaped with the fingers
and hands to stay 1 a stable form on deying. and which could be made more permanent through the
apphecation of heat Clay 1s essenually an orgamic matenial but when shaped into vessels and hired
1t becomes inorganic. and theretore non-pershable Pottery. then, provides a fascinating basis for the
study of the matenal culture of man's history on carth

The abundance of potsherds excavated at difterent cave sites at Gua Musang. Gua Menten and
Gua Cha i Kelantan at Bukit Tengku Lembu i Perlis, Buki Kaplu at Kodiang in Kedah Lenggong i
Perak. Gua Bama and an open site at Nyang at the Tembeling in Pahang, suggests a phase ol acuve
pottery-making i this part ol the world Vessels lound show a sense of symmetry and proportion and
an understanding of tunction. both in the form produced and in the deployment of decorative elements

Clay, when soft or at the leather-hard stage. presents a sutable surtace tor impressions of ditferent
kinds Many of the carliest vessels have cord-marked impressions derived trom a cord-wrapped beater or
created with a eylindncal tool wound with sting The predomimant cordmarking serves 1o prevent

slippage when handled Simple. incied wavy patterns using pointed imstruments are alo found on some

ol the vessels A tew have their surfaces burmished o a smooth polish- Some show a red surtace. suggest
ing that a coatng of ship was applied 1t was probably denved trom nver silt with high iron content tound
 the area The surtace was probably burnished smooth with a pebble: This technique is sull carnied
out by potters at Savong in Perak . as well as at other traditional sites

Neuolithic pottery has a black surtace because 1ts haked 10 a smouldering fire which coats
the ware with soot and carbon In a blazing tire. where there is plenty of oxvigen in the gases around
the fire the natral colour of the clay s retamed

Vessels are mostly pinch-and corled and padd

ed 1t probable that round-bottomed pots were
made with a round stone held inside while the bottom was paddled. much Iike the paddle-and-anvil
method used in primiive pottenes found 1in many parts of the world The wheel was not used as the main
tool. though a torm of turntable made of wood could have heen used to help make aireular shapes
Simple dishes and bowls were made m ane prece and footed vessels were built in stages
Neolithic pottery was characterised tirstly. by a set of vessels associated with cooking these
CHAR s werte globular bowls with wide mouths Next came a vessel with a bottom flattened for stabiliey

VOLOURE T AR

purposes. which was used for stonmg frure ar gram Then devices for supports were made and the

omsosaven pertorated vessels tound at Gua Musang and Tengku Lembu could represent the pot stands used for
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round-bottomed pots. A later development of the stand-like vessel was the carinated or keeled pot
with a wide mouth, and finally, large storage vessels with flat bottoms and straight walls.

The abundance of potsherds found at Gua Musang suggests that caves were used for religious
ceremonies by Neolithic people. Tweedy offers an explanation that “offerings of food were brought in
vessels which were frequently broken, the fragments being stamped into the floor”. And while the
evidence of bumt kiln stands could indicate that caves were used as potteries for making and firing pots
because of the shelter provided from rainstorms, the fact that “rock-shelters were used as burial grounds is
certamn, as both Noone (1939) and Williams Hunt (1952) record burials accompanied by grave

furniture of entire pottery vessels and stone tools”

PATHWAYS, TRADE AND GOLD
Malaysia's main nivers are the pathways connecting the various regions of the country. The sites
of Nealithic culture in Malaysia suggest that these passageways through the intenior jungles of the
Pemnsula have been used for a very long time

Successive waves of people coming to Malaysia used this network of inland routes to crisscross
the country from east to west, or vice versa. The presence of gold in auriferous mines in Kelantan and
Pahang mav have been what sumulated traders from hemispheres to the north-cast and the west of the
Malavan Peninsula to vie for the trading of gold, aromatics and other exotic goods

In the histoncal account of Malaysia, the penod before the development of the Malay sultanates
which spread from Melaka in the 15th century AD is sull obscure, and the data scanty. Records of
Chinese chromclers suggest — according to Anker Rentse and based on the publications of Dato’ Roland

Braddell

L. Moens and Quadnch-Wales — that an earlier Malay civilisation could have been

established an the East Coast, in the north-castern state of Kelantan (probably the Ho-lo-tan of the

Chinese chroniclers ot the carly Sung period) Important settlements of traders were found from about
1st to 10th centuries AD and influences from the north, north-cast and west could well have left their
impressions upon the carly era of Malay culre

The Kelantan River was open to Malay shipping 300 km upstream, and pathways connect
the tibutanes wo the borders of Perak and Pahang One route west connects the upper reaches of the
Patani River in Thailand through the Sunger Telubin and the Pergau, a tributary of the Kelantan River,
o Kuala Merbok 1n Kedah, passing through the present Sunget Patani. Another route runs southwardly
to the Sai, a tnibutary of the Tembeling, and then to the lelai in Ulu Pahang, eventually connecting to
Melaka (Anker Rentse "A Histonical Note on the Northeastern States,” IMBRAS vol. 20 (1) 1947)
The connection can only be comectured, but 1t s tascinating to pomnt out that many traditional
Malay pottery sites are tound on or near these ancient routes — for instance the Kampung Mambong
nottery on the Kelantan River ahove Kuala Krai, the Alor Merah and Sunger Dua sites in Kedah,
the Bukit Gantang, Sayong and Pulau Tiga potteries on the Perak River, and the Pasir Durian

pottery on the River Tembeling in Pahang
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NOTTON S

MALAY POTTERY
An account of Malay pottery i Perak by Leonard Wray (lountal of the Anthropological Institute of

Great Britane and Ireland _ vol 3319031 panted out “the great antiquity of the art, and  the certamty of

its having come down to the present time without mtluence from the more Givilised nations who have
from ume to ume, imparted new arts and ideas to the Malayan inhabitants o the peminsula® He was
refernng to the potters wheel used in India and China from a very remote period, which has never been
known to the Malays “Malayan pottery may be looked upon as a survival - of a phase in the ceramic art

far antenior to that to be found 10 other countnies in a similar state of advancement

No Malay pottery older than 250 years has been found, however The gap between the pottery ot
prehistory and that of the Malays of the past 200 years s intriguing and will remain unclear unul further
rescarch brings light to this obscure phase: One reason for the lack of evidence could be the very tragile
nature of Malay pottery. The corostve action of the soil and the humid conditions of an equatorial
chimate could be other reasons why no traces of the art are left o us. The trade of goads from Persia
India and China — which went an tor mach ot this period — included ceramic ware of greater durabiliny
and sophisucation and this could have been preterred to the less durable Malay pottery: Carried out ona
very small scale lor home use mostly it may not have survived the import of more attractive wares

Malay pottery s traditionally the domain of women and the cratt is carned out as a leisure or
madental occupation when there s tme between houschold and other domestic chores. or during the
relatvely inactive period between the rice-growing seasons. The women making pottery in the trads
vonal way today are elderly women: At Mambong or i the Tembeling the women are m their sivtiey
Thew sensitvity to torm s abundantly shown by the variety of shapes produced Pottery forms are

pracetully proportioned and the decorations exquisite and subtle

POTTERY TYP

S AND SHAPES
Four mawn types of Malay pottery can be idenutied The hise type is the water container called a buyng
ltss generally large and has a wide hodv The side rises tram the wide belly at an ichne toa short
evlindncal neck ending at the mouth with an everted hip 1t similar in shape o the Indian brasware
water contamer which s widely distributed in Asiaand 18 a shape that has been made tor a very long
ume Farly trading of Indian goods could have hrought this torm 1o Malay potery: The Indian potteries
at Panit Buntar and Kuala Selangor sull make an identical torm o this day A smaller version alsa for
carrving water s called the gelk This vessel has a globular bady and a straght or flared neck with a
well-defined ip: The bulbous body usually has raised reliel nbs verucally or diaganally arranged round
the pot, a torm denved from the trnt ot the asam glugor tree. which s common to fvenine kampungs
The second type of Malay pottery i called the bl 1t is a wide-nmmied pot with a rounded
bottom . usually with slightly inclined sides: The Tip s thick and firm to provide stability i handling It
i a potused for cooking and s claimed by howsewives to be the most suitable vessel tor curries Like the

ound-bottomed wok heat i distributed more evenly round the pot The apen body of the cay used
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allows for thermal shocks when the pot is placed over a gas flame. It will not crack like pots made of a
denser and seemingly stronger clay body The belanga type produced at the Tembeling pottery 1s rounder
and larger and has a shape remimiscent of Neolithic pottery: The torm could have been handed down
through generations of potters. A pot similar in shape and generally used for cooking is called a perok,
though smaller in size Those produced at Mambong are reddish-brown because of the high content ot
won n the clay They have more rounded bodies and come with covers which have dotted impressions |
arranged round the knobs This kind of knob s commonly found on covers of brassware vessels
Mambong pottery has a umque orgamic character of 1ts own |

A third distincuve type of Malay pottery, though invanably called periok, is the caninated i

vessel-torm produced exclusively at Tembeling [tis the terenany and ranges from a light ochre to dark

red-brown Tradiuonally used for carrying water 1t has a special use as a vessel for keeping holy water

to cure the sick: The terazany 15 angular in torm and decorated with carved serrated designs at the lip and

ediges. where a change in plane occurs drastically as the pot nses from s foot. The shoulder and neck )

are stamped with geometncal mouts. Others have elaborately carved tendnl designs The ten

ani s \
identical i form to brassware vessels which were once made to a fair extent in Kelantan Now these l
brassware vessels are done mostly in Terengganu where the craft survives to this day at Ladang and
Tanung in Kuala Terengganu The Perak Museum in Taiping and the Sultan Abu Bakar Museum

n Pekan have a hine collecuon of these umque teramang

Then comes the fourth range of Malay potterv. the ubiquitous gourd-shaped water hottles called

valgarss ser  and coconut shell torms Ditterent |

Libu These are inspired by the houle-gourd (Lagomars

names are given depending o variations intorm. An exact copy of the/buitle-gourd s-callod labu kanah \
Iiterally carth gourd A well-defined tooted ane s called laba kaki: One with a straght cvlindrical neck s
called labw puciong Pucang 1s a grey heron tardar coerea tound 1n paddy tields: A water bottle with a series
ot distended bulges around the body s called Libu glugor named after the assm glugor A labu with raned
nibbings of clav arranged verucally or diaganally around the body s known as lebu pana

A simular form that has a pouning spout is the kendi an ancient torm tound i many countries
from lapan ta the Middle East When held by the neck which s usually long and poured through the
spout. a steady stream Hows out and can be directed 1o the mouth. doing away with the need tor
drninking cups This kendi torm . like those denved from the botle-gourd. s usually made of a low
temperature terracotta clay with a honeveombed porous body It 1s usually tound with a coaung ot
damar-resin at the bottom This i in order to prevent water trom oozing out trom below The
main body of the pot sweats and perspires in the evaporation process. and the water contained instde
i cooled making 1t a very usetul water bottle

A few other types of pottery are also produced and these are the incense burners called
perasapan, widely used for religious and ceremomial purposes. and the kukusan which 1s a steamer used tor
steaming glutinous nice i) Vases piggvbanks and ashtravs simulaung truits and other torms denved

from the kampung environment are recent introductions
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DECORATION
A plethora of motifs and patterns with romantic names are applied in Malay pottery. Motifs are derived
from nature, especially the exotic flora of a verdant rainforest, background to life in the Peninsula with its
myriad shapes, textures and patterns. Decorations reveal motifs and patterns stylised from flowers such as
the burga congkib (aromatic clove), bunga padi, bunga tanjung, bunga lawang and so on. Bamboo shoots are
given the name pucuk rebung. Other names abound for a variety of motifs abstracted and stylised from the
tlora and fauna of a luxuriant jungle. Even basic geometnc patterns are related to nature, like the hatched
pattern referred o as bunga cakar ayam or fowl-scratched pattern

Most motls are carved on the ends of small pieces of wood and used as stamps. Other apparatus
nclude bambao strips with serrated edges used to create dotted linear patterns. Sharp pointed
nstruments are used for making incisions and thinly sliced stnips of bamboo are used for scraping and
cutting String and band patterns are stamped around pots and vessels, giving a unique thythm harmo-

nised with form When subtly executed, they exhibit the best in Malay pottery

BUILDING AND FIRING TECHNIQUES

The clay used for Malay pottery 1s a terracotta clay found by streams, riverbanks and paddy ficlds.

That tound near anthills is preferred because of its great plasticity. Clay for the Sayong and Pulau Tiga
potteries once came from Temong upriver (Wray) Other clays from the district are now used and they
vary i colour trom black to ochery brown or butt-white. The Malay potters at Mambong, Kuala Krai
get thars from a clay pit they sav never depletes but constantly replenishes itself. In the old days,
tabaos or pantang larang were assocated with digging for clay. Ditferent areas have their specific taboos.
One general one s that menstruating women are not allowed in the vicimity when clay is being dug up.
The cay 1s usually mixed with hine sand and pounded in a foot-pounder called a lesong kaki, after which
it sieved 10 mixed with water and kneaded to a plastic consistency. The fine sand opens out the
clay body, providing pores tor the clay to breathe!

As Wray had nouced nearly a hundred vears ago when he was Director of the Taiping Museum,
the potter's wheel was unknown to Malay potters. The wheel seen at pottery sites today is a recent
phenomenon Elderly Malay women are sull making pottery the traditional way, by hand. The pinch-
and-coil method common to most primuuve pottery, is used. A wooden dish or plate acts as a base or
turntahle. Woaden paddles. some with carved patterns, as well as other very simple homemade tools of
bamboo or wood, are used The purpose of the carved wooden paddles — used to beat the pot — is to
shape the pot and thin its walls. rather than primanly to leave an impression, as with Neolithic, Iban or
Thar pottery: Some pots are formed in one piece while others are built in stages, depending on the type

being made They are then lett to dry At the leather-hard stage, the surface 1s given a good rubover

with smooth pebbles: This rubbing, called burmishing, produces a smooth surface and results in the kind
of polished sheen seen in Malay pottery Shightly ditierent methods of firing are used in the different

pottery sites At Savony, pots are placed inverted on a rack made from branches of trees, with a fire pit
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below After four to five hours, the pots are taken off and put into the glowing embers of the fire pit

ith dry bamboo splits. After about an hour's firing, the pots

The rack 1s removed and the big fire stoked
are removed from the embers with a pole and bunied in nce chaft The reducing condition blackens the
pots Others are taken out to cool to retain the natural colour of the carthy clay. The colour can be from
yellowssh brown through grey w rust-red. depending on the iron content

This blackening of the surtace by a reducing condition — when the pot smoulders in dry
combustble materals like nice husk — 1s the outcome of the same basie nawral process that gives us
smoke and fire Dilferent shades of black. from light grey 1o metallic black, give the matenal a beauty
and textural quality that requires no other supertluous decoration 1t is achieved by this process alone
Black paint or wax cannot impart the same property, rather they can be antithetical to the aesthetics of
a tine tradition Paint is a dead material and it jars the senses. Decorative ettects of overly high reliet or
sprigged Horal designs can be wo maistent and distractng as well

Glazed pattery i another dimension altogether ot the potter's art. Glaze was unknown to Malay
potters untl introduced 1n recent years: The cultural ongims of Malay pottery — without the use of glaze
technologies like those achieved in China — s quintessentially Malay By achieving so much, creaung
such a wide range of pottery tvpes and shapes with simple earthy matenals and simple toals. Malay
pottery can hold ity own when compared to pattery trom other parts of the world What 1s more, it
endorsed by tradition The organic relationship between potter and user i sympathetically established
and plays an important symbalic role: The combination of decorative elements derived organically from
nature, together with abstract geometnic designs, are inherent in the Malay cultral heritage Another
aspect i crattsmanship which s ol paramount importance in the execution of the handicratt being
made Anything resembling poor crattsmanship s frowned upon

The families of Puan Hannd and Puan Zam are typical tamilies at Kampung Kepala Bendang ot
Savong, carving on a tradition ot potterv-making handed down from generations of potters. Hushand

or while Fn Hanmud 1 an expert in the herbal medianal

En Zam helps at the ramimg centre au By,
properties of ungle roots Puan Hasnah a descendant of a respected family of potters s now very old
and Il health has prevented her trom making any more pottery for some tme now  However, the tradi-
ton hves on, passed down to vounger generauons of potters: Malay potteries are being developed not
only at tradional sites but also elsewhere i the countrv, as a result of the taming programmes and
support systems provided by the Malaysian Handicratt Development Corporation Co-operatives are set
up wherever possible and the anes at Savong are parucularly well established Through these ventures
new equipment such as gas kilns and electne wheels. and plaster-mould production techmgues have
been mtroduced At Sayong. the new technology works side by side with traditional methods

A new range of pottery s emerging from these co-operative ventures A wide vanety of shapes are
being produced. particularly for the cansumer market. They come in vanous sizes. many sull retaiming
the impressed decoranon of traditonal pottery: On-glaze enamel decoratons of Malavsian lowers are

begmning o appear as well The crucial problem contronting the craft is the contlict of radition, on the
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one hand, and the economics of pottery production for profit on the other. New production

technologies have the power as well as the limitation to reduce the craft to mere tounst commodit

g =

aesthetically empty, and spiritually and culturally insignificant. Plaster-mould production technology can

multply an d form by the hundreds, and their p n can dull our senses Whether and

how, time-tested traditions reflect meaming and cultural identity are questions which only ume and
acsthetic sensitivity can deaide Education and the rnight philosophical approach within a coltral frame-

work will help carry the traditon in good form into the future

INDIAN POTTERY
There are two Indian pottery centres where low-fired terracotta ware of South Indian ongin s made
One is sitvated at Kampung Kedah in Pant Buntar, a few kilometres north of Bagan Serar, on the road to
Butterworth, and the other at Baw Dua, Jalan Kelang, just south of Kuala Selangor. These potteries
produce vessel farms handed down from generations: Some statuary 1s also produced for temple and
religrous purposes. Pottery vessels are needed for many occasions — marnages, death nites, blessings for
temples, the festval of Tights, blessings o God Ganesh, the harvest testival and so on
In 1850 Manimuthu Velar, a potter from South India, migrated to the Peninsula and set up the
Devaray pottery at Kampung Kedah i Panit Buntar His son Kandasamy, having learnt the craft tfrom a
young age, continued with it when the old man passed on His two sons. Loga and Parama. now in then
thirties, are carrying on the tradition: Another South Indian, M Venpadasalam. came to Malavsia
seventy-two years ago, and worked as a rubber tapper in Gemas: Having come trom a family ol potters
he setup a pottery at Kuala Selangor after the war His son Ramadas runs the pottery now with his wite
In order to prevent his forebears” tradition of pottery making trom fading awav atter his vears of
tonl, Ramadas has created two branch pottenies. one managed by his sister Sellama and the other by his
adopted son, Murugan Loga Velar in Kampung Kedah. on the other hand. 1s seeing to 1t that his chal
dren will not follow i his footsteps: Eking out a hivelihood as a potter will not be tor them He teels the
conditions are too shackhng and the prohits demeaningly low He is determined o see that his children
receve an education that will allow them to free themselves from the fate he was desuned to
A himited range of vessel forms 1s produced in these potteries One 1s a cooking pot with a wide
mouth, commonly known by the Malay name belanga or penok - Another pot similar in shape o a buyung v
for cooking nice and 1s made in different sizes Indian pottery is never over-decorated the ormamentation
being limited to a simple stamped dot desygn running round the shoulder of the pot. Another item made
s the oil burner, which s a small dish pinched at the nim to keep the wick in place 1t is used in temples
orat rehgous ceremonies and festivals: The incense burner is a pertorated dish fixed to a toot and
provided with a handle and used in religious nituals and other ceremonial occasions Indian pottery
wwally brushed with an iron red ship to give the reddish colour preferred by customens
The Indian potteries are sited near coastal areas where a pulpy and brackish clay i tound Sand 1s

mixed to 1t 1o produce a low temperature open clay body The wheel has been known to Indian patters
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for most of their long histoncal tradivon. A large wooden wheel not unlike a bullock-cart wheel, bal-

anced by a metal pin in the centre, was once used A helper was needed to spin the wheel, using a pole

inserted into a hole on the nm. The wheel's weight provided the momentum and the potter could throw
a pot after a number of spins. Today, wheels are fabricated from maotor parts. The dnive 1s provided by an
electric motor and speed s controlled by the gear shift-stick (usually sawn off to a stump) and manipu
lated by the wes. The poter can pull oft a number of pots trom a hump of clay on such a wheel

Indian pats are thrown on the wheel without a bottom and then allowed to dry. The potter sits on
the Hloor with his feet pulled in and the leather-hard pot placed snugly on the sole of ane toor. A
rounded cement form acung as an anvil s held on the mside: The open base of the pot s closed by
repeatedly beating trom the wall towards the centre with a beater as the pot is turned round  This
paddle-and-anvil method 1s characterisuc of Indian pottery: Glaze is never used by Indian potters i ths
country. When the pots are dry. they are tired i an open space This invalves inverting the pots over a
mile of dry brushwood coconat shells and husks. Thicker preces of wood and branches cover the pile
over which Lallang grass s plastered with mud o form a comeal mound: The bottom nm and top end are
leftuncovered A fire s set to the bottom nm round the pile and a strong tire builds up within: The top
end, uncovered by shipacts as a chimney o gases o spill out An hour's finng will reduce all combust
ble material to ashes - A wood-tire type of Kiln s now used Plaster moulds help to increase production

New clay bodies have been mtroduced unwattimgly. good tor a certam range of pottery but disastrous for

the curry pot. which i usually made of low temperature terracotta clay

CHINESE DRAGON KILN POTTERY
Situated in the west coast countryside of Penmsular Malavsia are the long dragon kilns of the Chinese

are always rooted with corrugated rron trom the tire mouths to

potters. measuring 18 to 45m long The
the chimney ends They are usually sited around clay deposits Similar kilns are tound on the outskirts of
Kuching and Stbu in Sarawak and Kota Kinabalu in Sabah These are kilns introduced over a hundred
years ago by immigrant Chinese, mostly Teochews 1Chaozhou) from Swatow (Shantou' in Guangdong
P'rovince They are built on gentle slopes Internal dimensions at the widest end can be two metres high
and two metres wide A 45m-long kiln can accommaodate a tair amount of pottery The rubber planta
tions of Pemnsular Malaysia created a vast new demand at the wim of the century tor ubber cups. small
vessels to hold the latex running down the cuts of trees: Famulies of potters from Swatow came to set up
putteries i arcas where good deposits ol clay could be tound  We hind clusters of these dragon kilns

established at the Kuala Kangsar Road area north ot Ipoh because of the good clay found, with a nver

ambut arca of

flowing nearby to supply the water needed  Another cluster of kilns was set up in the Se;
Kuala Lumpur Elsewhere, trom Kedah to Johor, these kilns were built around clay deposits

One of the oldest potteries i the Kuala Kangsar Road area is the Toh Seng Heng Pottery
Descendants and relatives of the orgmal ten tamilies who set up pottenies here have spread out to

establish potteries i Sunger Siput. Batu Gajah, Gopeng and Beruas There are ity potteres now in the
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distnict north of Ipoh, with no less than cighty dragon kilns, and they provide employment to over
1.800 people. Fourth generation descendants of the original ten families are now actively involved in

making flower pots and kong

s for the world market. Container loads of colourfully glazed stoneware
flower pots and jars are exported to the United States, Australia, Europe and the United Kingdom

The Segambut potteries in the Kuala Lumpur arca are almost all gone now, evicted for the
development of housing estates and new factories, Pressure to move comes partly because of the pollu-
ton spewed out from wood-fired kilns. Sull. scrubbers can be installed to clean the polluting discharge,
and indeed this s being done to kilns in the Ipoh district. The oldest surviving pottery in Segambut is
the Goh Ban Huat Poutery, now a modern factory producing high-end tableware and sanitary ware.

The dragon kiln potienies produce mainly stoneware flower pots and water jars. Other clay

products include joss suck holders, rubber cups, drainpipes, clay stoves and specially designed items.

A jigging machine, a uniquely local invention, turns out huge quantities of flower pots and jars for the
domesuc as well as export markets. The huge keng-ars are partly thrown on the wheel and partly builtup  aTwicat Low o
GLOBULAR FOT 1ROM

with thick cails of clay They are then beaten with wooden paddles and refined on the wheel
SARAWAK MADE BY (BAN

Clay used for these wares 18 a compaosition of ballclay and sandy clay mixed and extruded PFOTTERS. THE OVERALL
RELIEN PATTERN WS

through a pug mill 101 a durable staneware body, and the normal temperature products are fired to

THE RISULT OF
112407 Celsius: Glaze 1s a recipe of manne clay or sea mud and lime The sea mud comes from the IMPRESSIONS CREATID
) BY THE CARVED %OODEN
mudtlats at Port Klang in Selangor. Under a reducing condition of firing, the glaze is greenish in colour
SEATER THE POTTER
Onidised hinng produces a golden honey glaze: Salt glazing 15 also done. Coarse rock salt is fed through USED WHEN PADDLING
TO 4ORN THE FOT
the side stoke holes when a particular section has reached the nght temperature. The salt vaporises i the

kiln chamber and torms a hlm on the surface of the pot. When combined with the silica, the salt acts as a

flux and a melt s produced o give a salt glaze to the surface of the pot. A nish runny glaze is formed

w the salt atmosphere when pots are glazed with the sea mud-lime composition

SARAWAK POTTERY

Pottery made in Sarawak is of twa distinctive types, one done by the Iban, Murut and Kelabit potters and
the other Tike in Peninsular Malaysia, by Chinese potters from Swatow. The pottery of the various
Dayak peoples is done by women and it 1s much like the simple low-fired pottery done throughout the
world 1t s hand moulded. and the common paddle-and-anvil method is used. Pottery is made for utilitar-
1an purposes. though sometmes vessels made are used in Iban ceremonies connected with dye-mixing for
weaving i Than pottery dosely resembles the Neolithic pottery found in archeological excavations in
Sarawak and mav be a tradition handed down from the remote past. The method of preparing the clay is
similar to that wsed in Malay pottery Clay 1s obtained from niver banks, then dried and refined by
sieving Itis mixed with water. kneaded and pounded untl a plastic state is achieved: Sometimes bran,

ed with the clay. The globular form of

fine nce chatt or ground powder from discarded pots (grog) is mi
Ihan pottery s achieved by pressing a round stone into a lump of clay. The lump is supported on the lap

ot the potter and beaten repeatedly with a paddle carved with diagonal or crossed lines. The form swells
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is beaten and turned round and round The paddle leaves impressions all

into a pot as the lump of cla
over the pot, creating a textural quality and beauty achieved by the simple and spontancous process of
making it. No other decoration 1s necessary. Iban pottery is never decorated with incised designs

Firing is similar to the open fire of primitive pottery Fired pots are porous. With constant use a
layer of grease and soot 1s deposited. making them watertight Sometimes hot pots are soaked in a brew
made of mangrove bark and water called samak, or they are coated with damar-resin, like the Malay labu
pots. Nowadays factory made ceramics and enamel wares are casily avarlable, and if the cratt s sull
practised at all, it may be carried out in very remote longhouses

The Chinese potters on the outskirts of Kuching and Sibu produce stoneware jars decorated
with dragon designs, like their forefathers used to da in China They are similar to the jars exported to
Southeast Asian countries trom the 12th century onwards These jars are highly prized by the Iban and
are collected for storage purposes: They are especially good tor bringing perishable goods upriver to
langhouses in the interior. They are also coveted as heirlooms and status symbols by the longhouses
The number ol jars a man possesses is synonymous with his wealth and social standing in the commu-
nity Another type of pottery produced in large quanuties tor the wounist market 1s the tall vase It
comes in a form not unlike the labu shape althaugh with a less bulbous body. It has a firm foot and a
tall, straght evlindnical neck with a large everted ip 1tss highly decorated with Dayak designs, either
carved through the enamel glaze or brushed on with black, brown and blue enamel colours as on-glaze
decoration Other kinds of pottery produced include Hower pots, rubber cups, basins and jars which

are similar 1o those made by ancestors in China long ago

CONCLUSION
The present century has been perceived as a period of dramauc change Invenuons and ideas ot this
century appear to equal or overwhelm the sum total of all the progress of past centunies: The speed of the

1 revolution and the new technologies that have swept into our lives from the 1950°s onwards

informat
have propelled us on. leaving us with litle tme to contemplate these changes

In the field of ceramics. as in all areas of creative acuvity. patters have been challenged o
explore new ways of doing things Tradion inevitably comes into confhict with economics. aesthetics
with commeraialism Tradiional ways of domg things have to be re-examined and new forms need to be

explored The craft of pottery, like all other cratts of sradition. will be subjected 1o the changes happen

ing 1m this country. Opportunities created will provide cratismen with the freedom o explore Acsthene

sensibihities tor cultaral traditions and sensiive perceptions of new and meamngtul directions in form are

wssues that need to be tackled as Malaysian potters move into the tuture

Yeoh hin Leng
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alaysia’s nawral environment allows man to co-exist — even thrive — with nature in a
Variety of habitats. Inter-relationships with plants and animals and the forest have existed
for millennia, providing ways for different human communitics to live in harmony ina
vaniety of environments. Malaysia can still boast of very rich rainforests which provide food
and matenal for forest and non-forest dwellers alike. Traditionally, the peoples who have used the forest
— manly indigenous peoples from the interiors of Sabah and Sarawak, although some tribes still exist on
the West Coast in West Malaysia — have manufactured implements and produced crafts from this rich

bank of natural resources. Malaysia’s s also provide considerabl

supplies of produce, especially
hard wood tmbers, which continue to make substantial contributions to state and national cconomies

Notall of Malaysia's useful materials for craft making come from the jungle. Its sandy coasts also
allow the growth of certain plants which are an important source of plant fibre for craft work. Its plains
and other apen spaces provide other raw materials. The local craftsperson uses whatever primary

matenal can be collected trom the immediate environment. The cralt ma

ker may have to improvise and
trade or bharter for required components that may be lacking in the vicinity, but in general objects made
trom plant tibre mirror the envitonment trom where they originate

Environmental controls are also integral to the cultures of many of the indigenous peoples who
manufacture cratts. The environment 1s usually exploited only for what it can yield to fulfill an immedi-

ate need, Seldom. if ever. are the products extracted solely for surplus or for profit. Many of these

socienes, especially those sull observing and d | animistic beliefs, have a healthy
respect for plants and animals. They believe that these have or are inhabited by spirits which must be
placated, cajoled or even avorded betore trees and plants can be harvested or removed. This belief also
extends ta the hunting of ammals for food or for other purposes. To live in balance with nature, the

lives of these indigenous peaples are governed and sanctioned by a series of taboos and ritual observ-

ances which protect therr environment, and so protect them: For centuries these people have adapted to —_—
FRECTOING FAGES AN
their environment and used 1ts products without destroying the source. Many of these traditional beliefs

AN HARVESTING HASKET

g . CALLLD SISTONG. MADE
also continue to be manifested in the motifs and forms of their arts and crafts, serving to remind them of
FROM UNDYED RATTAN.

their all-important relationship with nawre USHE THETYHOA,

INTAICATE HERRING
However: population pressures urbanisation and various cconomic and social philosophies of
ONE TYIE PATTERN
progress and development have, aver the ages, invariably made incursions on these environments and THAT IS A COMMON
FEATURL OF 10AN
have croded the effecuveness of tradiuonal beliets of en | protection. | cly, the

RASKETRY

Malaysian government has not been unaware of these incidences of environmental degradation. FACING PAGE MAN'S

- INTER RELATIONSHIF
Traditional controls and othcal environmental conservation policies have generally ensured that large

WITH IS ENVIRONNMENT
tracts of forests and other habitats are preserved and protected. These habitats continue to produce the HAS ALLOWED HIM TO

. i THRIVE I8 HARMONY

resource materials required for the country's burgeoning cratt manufacture — one which now serves s
win o

mostly the growing tounist and export markets. Changes to landscapes and biological habitats are MILLENIA IN A VARIETY

inevitable. but as lang as the fora and fauna are sustainable and care is taken 1o avoid their over- o
(OIS s EAViRON
explonation. the long-term future of the botanical base of Malaysia’s cralt manufacture is assured. MENT HOK FOOD,
ST AND A
SATLRIALS FOR CRAFT
AANUIACTURE TO SERVE
IS INMEDIATE NEEDS
THEONLETS THAT
[me——
SRR THE ENVIRON
NENT IRON W ek

THEY ORIGINATE
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OVERLAPPING TRADITIONS
The Dongson bronze age culture of the first millennium BC had its base in what is known today as
Vietnam, and had spread by the 2nd century BC throughout Southeast Asia and into the Malay Archi
pelago. It introduced decorative art forms and mouts that enniched the otherwise simple indigenous arts
and crafts of the period Indeed, the motits and designs ot some of today's cralts are remnants of the
Dongson culture. As Southeast Asia became integrated into the world trade network, cultural input trom
India and China increased, providing the basis tor a long history ot Indian and Chinese influence in
Southeast Asia Hindu and Buddhist empires arose in Southeast Asia, and extended their intluence in the
region In Malaysia, Hindu and Buddhist traditions found their way into local customs. Islam, which
came later integrated with the resulting cultures, blending with exisung traditions and giving new hite
local art forms, or encauraging the development of new ones

Sabah, Malaysia's casternmast state on the northern part of the sland of Borneo, was generally
bypassed in the sweep of Hindu and Buddhist influences. As sea-faring communities settled on the coasts
ol Bornea, many of Sabah's indigenaus peoples moved mland, and remained isolated and insulated from
the influences of these avilisations: OF all the external influences. Islam had the greatest impact on local
matenal culture, especially among those communities tound on the coasts and upper reaches of accessible
rvers: This reflects the activities of Mushm traders who visited the neighbouring Philippines as well as
the growth and expansion of the Bruner empire on the northern coast of Bornea. The impenctrable
jungle-covered mtenor of Bornea and its hostile tribes discouraged toreign colonmation and the
settlement of much of the land and 1ts interior So. for centunies, the remote tribes of Sabah and to some
extent, Sarawak in the intenor remained free tram the later cursions and invasions on the coasts This
history s strongly reflected in cratt manufactaring traditions. which retain much of the old anmistic

mouls and anthropomorphic torms, and display a vanied use of matenals from the ungle

ARTS AND CRAFTS
In the Malay Archipelago, very httle distinction s made between fine arts and crates Both are
mterhinked The Western sense of art as an independent aesthetic entity does not exist i the traditional
context: The objects that people in this region — and the rest of Southeast Asia — fashion and create
are based on function and uulity. and are generally expressions of part of their lives This s particularly
true of obiects made largely trom plant material taken from the environment. Therr purpose llustrates
therr meanimg most objects are 1o be used, symbals have an abstract quality. and unhty s mamfest
i worship and veneration 1o religious rituals and practices

The forms and styles of many types of baskets and similar objects are the result of thousands of

vears of development: The ditferent matenals used also reflect the extremely varied environments in

which these obiects are made The countries of Southeast Asia share many elements of a common
heritage. with their history of conquerors, traders and travellers, nearly all of whom have left some

mpression on culture and consequently on arts and cratts.: Many designs or motits still in use today

The Cratts of Malavaig




have lost their original meaning but remain — albeit transformed — a lingering reminder of a bygone
cra. Political boundaries are often artificial divisions of people and cultures. In Borneo, they generally
mean very little to the indigenous inhabitants, especially those living in the hinterland and on Borneo's
coasts. The people of these areas are used to moving freely across borders, with few restrictions. This
means that it is sometimes difficult to describe and define a picce of craft, or even a particular design,

as being exclusive to a particular ethnic group. For example, certain types of back carriers are made and

worn by various ethnic groups living in Sabah, Sarawak, Kalimantan and Brunci. Likewise, the tikar

ha

idun — a mat made of pandan leaves — 1s made by coastal communities throughout the Malay
Archipelago The ditferences are subtle. They include variations in materials, motifs and quality of the
handwork, as well as the exact function of the object

Today. with imy 4 f ion and ¢ and with the advent of television,

cultures from neighbouring countries and even thase from further afield play an important part in the
development of local material culture. Objects and artefacts were traditionally functional in nature, made
tor domestic use Many of these were also personalised creations, lovingly crafted for a specific need and
made to last. Toursm and technology have created different needs and niches for hand-crafted objects
The manufacturing process has become more impersanal and perhaps less aesthetically inspired. The
craftsperson also produces greater quantities of these objects for a wider market. The underlying problem
ol such production is the diminishing quality of the crafts, and over time they may begin to look all too
familiar, becoming more universal and identical to those produced elsewhere

At the same ume, credit 1s duce to institutions and government agencies such as Kraftangan Malaysia

(Handicratt Malaysia) ot the Malaysian Handicratt Development Corporation, in Kuala Lumpur, and

Koperass Penbanaunan: Desa (Rural Development Corporation) in Sabah, which encourage the development

and manutacwure of local indigenous cratts and work for a resurgence of good quality artefacts. To all

intents and purposes, tourism has been largely responsible for revitalising Malaysia's craft industry.
ABAMBOO QUIVIR FOR
CARRYING HLOW HIPE

MALAYSIA'S BOTANICALLY-BASED CRAFTS

Malaysia has been endowed with rich forest, rivenine and coastal vegetation, all of which provide MARDLE TO HANG ON TO

DARTS. WITH A WOODEN

THE HUNTERS WAIST
abundant supplies of matenial for cratts made of grass and plant fibres. Many objects are made from a

combination of fibres, from jungle creepers, reeds and other vegetable fibres. Many indigenous people in

Sabah and Sarawak. Tike their kindred tnbes in the rest of Kal also use getable matter,

such as shell. bone. metal, stone, glass and clay. In recent years, colourful synthetic fibres, lashings
and other plastic material have further decorated their handwork

Since many crafts made of grass and plant fibres in Malaysia are created from more than one type
of matenal fibre 1t s ditheult 1o describe the variety that exists without looking at their plant sources.
Attempts to classity these objects can also be made according to their form, function or the methods by
which they are made The most widespread techniques are those of basketry: the weaving, plaiting,

twining and corling of treated leaves, stems and even roots of various plants
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RATTANS AND BAMBOOS
The most (um‘monly used materials for craft making are bamboo (Gigantochloa spp.) and several species of
rattan (Calamus spp). Both bamboo and rattan are strong, light, smooth and straight, allowing length-wise
strips to be made from their stems. Of the two, rattan, a solid cane, is the more durable and versatile
while still being pliant — qualities desirable for making both baskets and mats

Rattans belong to the palm family and thrive best in undisturbed rainforests. They are basically
climbers, scrambling up to the forest canopy to reach the light, so their stems can be far longer than
bamboos are tall. Their value and popularity is due largely to their variety. Rattans range anywhere from
3 mm to 4 cmin dameter, and they can grow up to 200 m in length. Rattans are naturally protected by

thorns. spikes and bristles on the:

stems and leaves. Harvesting rattan is hard work and not particularly
pleasant. Collecung is usually done by men who carry the rattans home coiled or cut into sections. The
thory outer skin is stripped to expose the shiny smooth layer, which is the choice material for the outer
layer of mats and baskets. The canes most sought after by local people are the rotan saga (Calamus caesius).
These lashings of cane vary in diameter but are seldom bigger than the size of a pencil. Rattans are non-
umber forest produce, and depleting torest supplies are now being replaced by rattan plantings by the
local people. who take what they need and sell the surplus

Bamboos. an the other hand. are giant grasses belonging to the Gramineae family. In Sabah alone
there are no less than 35 species. most of which are used 1n a variety of ways and in combination with
other botanical matenals taken from the local environment. Some 10 species are found only in Sabah
Though less hardy. bamboo 1s perhaps more versatile in the ways it can be used. Its hollow cylindrical
stem, or culm. can hold water and gives the bamboo structural strength coupled with a comparatively
light weight There are also a great number of species available, providing a variety of sizes and culm
lengths for a mulutude of uses. ranging from small domestic implements to housing and construction
components In the Tambunan District of Sabah (where no less than nine species of bamboo are found)
there are sull whole houses made completely trom bamboo, lashed together with the ubiquitous rattan.
Another usetul property 1s the bambooss fast rate of growth. Unlike rattans, bamboos thrive in disturbed
open spaces, i forest clearings and along river banks

For an object made from bamboo to last and resist rapid deterioration from insects, the plant

must he harvested and treated in certain ways. Wherever usage of bamboo is widespread, village folk

have developed tadivonal methods of harvesting, evolved from trial and error. The Dusun/Kadazan

harvesting tormula. an important part of local folk wisdom, has been found to have a sound scientific

basts: The Dusun/Kadazan af Tambunan almost never harvest bamboo outside the periods known

as rondom and magalang Rondom literally means ‘no moon’, a period of time when the bamboo may

produce greater amounts of cellulose and silica than of starch, the latter being food for insects.

Harvesting during the magalang period. when the leaves of the bamboo drop, is also said to produce

nscct-resistant matersal 1 forced to harvest at other imes. village folk leach out bamboo stems or

poles in'tast- Howing streams for several days to remove their starch
TACING FAGE
AWOMAN FROM
PAKA. TERENCGANU
WEAVING THE COARSER
MENGRUANG LEAVES
INTO A 100D COVER O

TUDUNG SAT, USING THE

BROKEN RICE PATTERN

FIBRES 61




AN IRAR AL EASK LT (1

TSN S

PRURITON

KATIAN

VNG RATTAN

OTHER PALMS

Other common plants widely used in the production of local crafts belong to the palm tamily These are
the common coconut tree (Cocos nucifera), the mipa palm (Nypa fruticans), the sago palm (Metroxylon sagu ).
the locally named polod ( Arenga undulatifolia) and siad (Licuala spp ) and the piang tree (Areca catechu) Parts
of these trees are used on their own or in a matnix with other matenals and fibres. The freshly-cut Iudi. the
leal ven or spines of mpa or coconut. are quickly fashioned into houschold items called tampira: by the

Bajau in Sabah, and icka by the Malays in Peninsular Malaysia These were imitially made as simple

receptacles to hold cooking pots and ceramic objects, but later became frunt baskets and serving contain
ers for cakes. When colour is added 1o the material these can be used as decorative wall ornaments
Bunches of six to seven ldi are conled and plaited Hat while sull soft and phable These are probably the
simplest of baskets, requining very hittle preparanon and eftort

The leal spines of these palms are also used as remntorcements or threads to join preces of leaves
together. The attracuve dark coloured cellulose tunk material of the polod 18 fashioned into needies

textle weaving heddles. blow:pipe darts and other household implements: The leaves of silad or bertam

and sago are used with other material to make hats and baskets: The voung leal fronds of bertam and
similar palms have been cleverly tirned into fans by the local people The bracts or spathes of these
palms are also used with other matenials to make a vanety of baskets [t is not uncommon to use mare
than one vanety of palm leaves o make a partcalar article

The Bajau of Kota Belud make colourtul conical food covers called timduang or tudung duang. made
by sewing strips of dyed palm leaves Gerdang. Carypha atant in verucal hines, superimposed with apphaqued
designs around the body and further decorated with small braids of palm leaves at the neck and base
This food cover — the small ones are often mistaken for hats — s made up of two to three layers of
leaves sewn together tor reinforcement and durability: The middle s usually a coarse laver of coconut
leaves, and serves as the foundaton Bamboo and other stitfer matersals may be added for strength

Strips of serdang leaves torm the outer layer. and mipa the third mner layer

PANDANUS

nand the megbwing. both of which belang to the genus Pand

Two vaneties of screw pine. the p s
provide the basic raw materal for many cratts and domestc objects produced by coastal commumties in
the Malay Archipelago. Some screw pimes are common seashore plants which thiive on sandy soils The
shorter and hiner leaves of the pardan are for making a variety of haskets and tine quality mats Mengkuang

produces broader and longer but less plable leaves, used to make coarser mats and plated objects

Margkuang or pandanas plants found growing near tradimonal coastal settlements are a sign that
weavers are atwork Making mats. baskets and other houschold articles from the leaves of these plants is
often women's work i traditional Malay society For centuries, collecung, prepaning and plang the
leaves has been a spare time acuvity tor these women The women of Terengganu are particularly

renowned for the tine quality of their work and the vaniety of patterns used. mamtaining a tradition ot

The Cratts of Malaysia



excellent craftsmanship which continues today. The Bajau women in Sabah and their sisters from other
kindred groups living on nearby islands also produce excellent pardan mats incorporating intricate designs
which reflect their historical and cultural links with the neighbouring Philippines.

Like most other processes of preparing vegetable material for craft making, the treatment of pandan
or mengkuang leaves is a labour-intensive activity. The collector has to contend with the stinging thorns
on the spine and sides of the pardan Icaves. The thorns are removed from the freshly cut leaves, which
are sun dried or softened over fire and cut into narrow strips using a fine-toothed comb of metal blades
fitted on a wooden handle, called jangka. The finer the mat or basket to be made, the narrower the strips.
The leaves are pulled over a picce of wood, and soaked for two or three days in water that has to be
regularly changed to remove the sap and soften the fibres, and sun dried. Boiling them in water also
removes the sap and bleaches the fibre. The dried bleached strips are very colour-absorbent and are
casily dyed The availability of inexpensive commercial dyes has given a new colour dimension and
arustic expression to the production of crafts from this material

Whatever the medium, most mats are constructed diagonally beginning at cither a corner or at the

tre. With this method. a variety

f edges can be formed by deftly folding and tucking the loose ends
around the edges of the mat Terengganu women have several names for these selvages. Pandan mats are
usually made in two layers. the calour patterned layer backed by a larger undyed piece. Warp and weft
are kept at right angles to the edges of the piece when a stiffer material is used for making small picces,

for pattern samples, tor place mats for the dining table (a new tourist market) and other ornamental uses.

OTHER PLANTS

The sedge (Lewroma articulata) a grass-like plant growing in ponds and water-logged land, is locally

known as hundusan. and i1s made into soft mats for sleeping and drying padi by the Murut and Dusun/
Kadazan Scienutically, this plant s not a true grass The treated and dried fibres are colour-absorbent
but only the Murut continue to use colour — nowadays shop-bought aniline dyes — to decorate these
mats The Dusun/Kadazan usually weave or plait them plain

The bemban (Dovax grandis ) 1s another popular source of material for making mats, hats and baskets.
The stem of this herbaceous plant 1s harvested green, split and treated in much the same way as with
bamboo to produce workable strips which can be dried and stored tor future use, like rattan, It is softer
and less durable, but the dried strips look very similar to rattan. To the untutored eye, baskets made from
bemban can be mistaken for those made from rattan. Iban women in Sarawak have become adept at
weaving mats with undyed bemban. using traditonal patterns which show up in oblique light, like
damasque Bombar are much casier to gather than rattan. They are not as tall as bamboo and usually
grow in clumps by river banks: Due to difficulties in getting rattan in their area, the Rungus have resorted
to using this matenal as a rattan substitute for their baskets

The use of twine from creeping ferns s common, too. The fibres can even be used as the principal

ingredient of certaim picces. such as the hnagob, produced by the Rungus of Sabah. The Rungus make an
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assortment of small baskets and containers by wrapping the stem of a fern which they call lingkong
Lygodum sp 1 in a spiral technique over rattan coils. The form of the picces is determined by how the
coils are stacked Another useful fern i the solmgkawang (Dicranapterss lineans), which grows in open spaces
hill slopes and degraded soils The dark-coloured twine found in the stem lends a decorative element

ached rattan or bamboo

when used in combination with light-coloured bl

BASKETRY

Plant fibres 10 any environment are the natural matenal for basket manutacture: Strength, durabiliy

and function depend on the matenials used lrrespective of how well-made they are. baskets: mats and
ather objects deteriorate aver tme. as therr vegetable tibres get subject to wear and tear, mould rot and
other biological damage They are perishable and so have relatvely short lives: But these are essential

hasic function as contamers has remamed unchanged tor thousands o vears and their

items The
continued production is assured Archacalogical evidence has revealed that baskets have existed since
Neolithic umes, perhaps developing even before pottery Perhaps objects made of fibre and using
weaving and plaiting processes have persisted for so long because they are generally inexpensive
and — almost by detimuion — withim the reach of local people

For example. among some betel-chewing peoples. small finely-made bashets became practical

wredients In fact i trady

substitutes for more expensive metal contamners which hold betel-chewing 1
tional teudal Malay society. basketry was regarded penerally as a tolk craft and so was assocated with the
commoners, who were distinguished trom the royalty and anstocracy by therr matenal culture

Unlike texule weaving, basket making s not an entrely female occupanon Although there s some
division ol labour in the production process. both sexes make baskets: though often of different tvpes
Women weave certaim types of baskets usually smaller and more finelv plaited and principally produced
tor personal domesuc and other ceremonial purposes Men: wo: produce small baskews ke the Rungus
of Kudat district i Sabah with their solupeh a ietle cammer tor holding hight personal belongings such as
tobacco! betel-chewrng mgredients and implements: The Tambunan sosopdon. a small rattan sling bag s a
rood indication of the anomalies that exist i the division ot labour This small shoulder bag 1s made by
men, but wsually worn by women The item however, has became rare in recent vears

Cienerally: men make the baskets used for carrving heavy goods Good examples are the hack
carniers of vanous kinds and shapes used o carry hunting sporls. 1o transport garden or torest produce
and to carry or store gram and other goods: Most big baskets have shoulder straps Tike a knapsack with
addinonal straps for the torehead This s essential when balancing heavy packs while walking in rugged
terrin. Where there are no roads or nivers, the tmibal folk have o rely on their own phvaical strength and
on the sturdimess of their baskets to move their goods and belongings: Each group or tribe may produce
ane or more versions of these sturdy carrer baskets, usually also using more than one kind ot plant
matenial All this depends on the availability of the desired matenal: The stock can he supplemented

through trade and barter at the periodic tima: the traditional markets in Sabah However, the scarcay of
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certain kinds of natural fibre, including twine for tying and lashing, has resulted in the use of synthetic
substitutes. Raffia and nylon string have gained populanty. Many basket makers in Sabah nowadays
prefer to use inexpensive and durable nylon string or fishing line in combination with natural material
Generally speaking, Sabah and Sarawak share many craft traditions. The same kinds of objects are
produced and used by many of the tnbal peoples of the East Malaysian states. One of these 1s the back
carricr, called kalong (Murut), selabit (Iban) and bakang et (Lundaych or Lun Bawang), woven loosely in a
honeycomb pattern using unsplit rattan of the thin wiry varniety. This carmier 1s expandable. The back 15
made separately either of rattan or even a prece of tree bark, laced to the woven sides A Iid which 1s an
extension of the same woven matenial 15 added to the front
Such a vaniety of baskets, mats and hats exists in Sabah and Sarawak that 1t 1s not possible to do
justice to them all. As a rule of thumb, the baskets in Sarawak tend to be remtorced with struts which
protrude Iike little feet, giving them a shightly angular shape at the base. Most of the big baskets in Sabah
tend to be circular. The tekiding, made from bemban and rattan by Bisaya women in Beautort, 1s one of the
few exceptions. Itis reinforced at the four corners, with the splints extending from the narrow base and
flaring out to a circular opening Nearly all the big baskets used for carrying heavier loads have narrow
bases and wider mouths: The bases of these baskets are also usually strengthened with cails of woven or
unwoven rattan, spathes and other natural woody material The buyung or sagmg. a largely ceremonial
basket made by Murut women, 1s wbular and usually supported on tour sides by tour rattan rods
which meet diagonally at the base These baskets are usually decorated with motts similar to those
found i Sarawak, representing plants, ammals and man in difterent social relatonships
Murut men sport the small rectangular-shaped flat knapsack called kapa, to carry their Iyght per-
sonal belongings, the day's food rations, and perhaps the day's catch of hish or meat. These bags — made
by women — are usually plain and intended tor functional use, but some are created tor ceremonial
purposes and have elaborate matifs woven in: Anather type of bamboo back carner made by Dusun/
Kadazan women is the smagmg. which has a round narrow opening and a wider tour-cornered base
As for the Dusun/Kadazan living at the toot of Mount Kinabalu, they make a particularly
clegant basket called the wakid This back carrier 1s cylindrical at the base and has a flared-out tap
The body 1s made of preces of caretully sphit bamboo which are ughtly fitted at the elongated
base The spokes of the bamboo flare at the mouth of the piece The ends are sccured. lashed
individually to two or more rattan hoops using sphit rattan twine. The body s further reinforced
with two or more layers of twine tying the spokes at different heights, which gives a particularly
decorative effect. The base is laced with rattan on an overlay of a strip of thin bark A circular

prece of bark lines the bottom of the basket Usually a spathe is attached to ma

ke carrying more
comfortable A pair of shoulder straps made either of woven split rattan or bark cloth and the
two ends of a torchead strap flank the spathe to complete the form and function of this basket
The wakid 15 1n great demand for its style and grace, as a useful carrier and container. and as a

houschold ornament. Wakid are now popular in minature for the tourist market
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Another handsome carrier made by the Dusun/Kadazan 1s the basung. a circular plan basket made
nearly enuirely out of spathe. narrow at the base and sewn and tied together by rattan twine. The version
with a lid made out of tree bark in combination with the spathe 1s called a bogor Sarawak . too, has its

own versions of finely constructed lidded containers. examples of which are in the Sarawak Muscum

MATS
Some of the finest mats are sull made by the Penan people. who have a strong dependency on the
natural forests in Sarawak These mats made of ravtan are remarkable tor being extremely durable and
very finely plaited. but 1t is the myniad of designs which is truly spectacular although s formed
from only two colours, a basic black and the colour ot the undyed tibre Other groups in Sabah and
Sarawak produce similar mats with similar mouts: but few can compare with the work of the Penan
Their work is so fine that some mats are sard o be water tght

A heavy duty’ mat sull being made by the indigenous people of buth states i the tkar Limpit
(Sabahi or tkaclampit (Sarawak | While the plating of mats or travs s usually carmed out by women as a
seasonal activity 1n between nice-planting scasons this mat s made by men Its unique appearance 1y
created by stinging spht rods of ranan laid side by side. The ends are bound by brarding ratan twine

Stzes vary from huge Hoor coverngs to g lengths: These can be rolled but are never folded

A mat that 18 no longer used i the seat mat — tkar bunit — which was waorn by the loinclath-

aman’s belt Made usually o rattan. the mat was sametimes Tined with animal skin to provide greater

protection from sharp obiects wherever the wearer sat Those made for ceremonial occasions
were embellished with beads cowrie shells bone and feathers
Another functional household basketry wem s the winnowing tay which s a shallow pear

am Agam these are made with a combination

shaped or round hasket used v remove chatt from the g
of two or more plant matenials. The surface and nm mav be ot bamboo. rattan or bemban ted with ratan
twine or ather fibres. No traditional houschold i without ane though the uses mav have changed The

Rungus now sweave small omamental travs tor commercial purposes

HATS AND OTHER OBJECTS

In Fast Malaysia more than West, hats are alvo made from plant ibres, 1 a profusion similar 1o

that ol baskets: The motifs tound in mats can be seen also i woven hats The Murut and Ihan have

smlar concal hats of undyed and dved sphit rattan and bamboo in the tadional black and red natiral

vegetable colours. Other groups ses lavers of palm leaves to form wider but tlatter hats These are

usually spectacularly decorated with an appliqué of dyed leaves. doth beads shells and other coloured
natural and synthetc matenals: The terndak mate of the Melanau i Sarawak are unusual i that they
are made of palm leaves sewn on to umbrella frames of rattan and coloured bamboo These hats

wieosa have a mesmensing beauty of their own
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The prize for extremely delicate work must surely go to the few Brunei and Kadazan women of
Papar District who make the conical siung A coarsely plaited conical base of bamboo strips is overlaid
with tiny thin strands of bamboo, tinely woven. These delicate strips are the peelings of a sumbiling
bamboo (Schizostachyum lima) after the green skin has been scraped off. Split rattan rods coloured red are
fixed on three sides, cach pair flanking the panelled motifs of traditional black and red against an undyed
background. The ditterent parts are sewn and secured using rattan twine and fern fibre

Musical instruments provide a notable use of bamboo. The hollow stems of certain species of the

small bamboo make excellent flutes and other acrophones. The most well-

nown of these is the mouth-
organ called the sompotor in Sabah. It is made of cight varying lengths of bamboo pipes glued with wax or
resin to a dred gourd and ued together with fern tibre or rattan twine. The Lundaych also make bamboo
horm instruments called bas which are played in their pipe orchestras. Fish and animal traps made from
bamboo and rattan are also very much a feature of rural village life. There are a number of varieties, some
simple and some complex, depending on the kind of fish or animal sought

Incising designs 1 an interesting technique of decorating bamboo. Even in the past, bamboo
contamers were rarely left without some imprnt of their maker, in the way he tied or fitted the container
or i inseriptions of images taken from his lite or environment. Designs incised with a sharp pointed
blade decarate quivers lor blow-pipe darts, tobacco pouches and other bamboo containers. Black
calour used 1o be rubbed mto the incisions but red 1s popular these days. The practice has been

revitalised by the demands of the wournst industry

DYES

Many natural vegetable dyes are being replaced by commercial aniline dyes or paint because of the time
and labour involved in making it and because of the scarcity of some of the ingredients needed to pro-
duce natural colours As commercial dves are generally colour-fast, brighter and offer a variety of hues, it
1 easy tosee why many indigenous people adapt them The introduction of chemical dyes and other
svathetie matenals into local cratt production has been moderated in recent years by the presence in the
crattmarket of connaisseurs and purists who insist on the authenticity of certam traditional objects,
ncluding their colour: The knowledge and skill of extracting colour and dyeing the traditional way are
extant and those concerned about keeping cottage industries thrving are also keen to preserve and
perpetuate them: The older tolk who maintain the dyeing traditions do so out of habit, and perhaps from
aninnate heliet that their ways are sull superior Younger people who place their ume at a premium must

be encouraged to continue t appreciate natural dyes, at least through art classes at school

CONCLUSION
Malavsia s diverse and heterogencous. No less than 32 indigenous groups live in Sabah, with more in
Sarawak Many ol these peoples use. make. or were and still are, associated with certain objects which

distinguish them trom other peaple Over the ages. some of these distinctions have mellowed and
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blended as people borrow and share concepts and production techniques, and use matenals from one
another Industrialisation, the development of communications and infrastructure, advances in technology
and the advent of modern and mass-produced goods are contributing to a new level of change

The demand for hand-crafted objects has also altered considerably. A consumer society is
steadily replacing the traditional one. However. national pride and practical economic policies are the
basis of efforts to preserve and understand Malaysia's living heritage: Traditonal craft production is an
important part of that heritage, one which is also a valuable economic and culwral resource. Tounism has
undoubtedly provided the impetus for the preservation of crafts But policy makers and implementers
must ensure that what is being produced 15 nesther commonplace nor unaesthetic

Many of the old pieces no longer have any use in people’s lives, but not because the tunctions

am their unlitanan value

are no longer needed Insome cases baskets: mats, hats and other objects sull re
and essential forms. The process of manufacturing these items has also basically remained unchanged It
15 the materials that have changed Thus, synthetic twine, discarded nylon bands for packing cases and
even cigarette cardboard packs have become raw matenal This is not to say that such use ot contempo
ary matenal has no place in today's society . such works may become tomorrow's traditions What is
crucial is the continuing appreciation ot the ongimal works, adequate supplies ot the required raw matenial
from the environment, and the opportunity to produce them in the traditonal manner

Craft production in traditional society 15 inextricably linked to seasonal agricultural or other
subsistence acuviiies: This way of hite sull exists in some rural communiues today More ume and more
etfort may be required to get supphies of raw materials as sources recede deeper inta the yungle: The
home 1s sull the factory for many of Malaysia's tradisonal plant ibre-based crafts 1t is sull baswally a
spare ume actvity Unhity s sull the premium ot production Form and design have remained remarkably
consistent, only styles and matenals vary with the inspiration of the creator When production becomes
dithicult, these obiects are replaced with purchased commercial substitutes: The creation ot new markets
and a wider appreciative audience who are willing to pay for these products may help o perpetuate these
traditions and to encourage creations of high quality

Many of the old forms are no longer made, their uses having become obsolete: Those that remain

are preserved in museums where — appropriately — masterpieces are kept for all to see and appreciate

However, cralts of quality cannot be made yust to end up in museums

Patncia Repis

The Crafts ot Malaysia
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WOOD







tall began \.mh a tree. According to Kayan mythology and the beliefs of other Bornean groups of

people, the Tree of Life was the origin of man. Even today traditional workers of wood, whether

house- or boat-builders, carvers, or makers of other objects, respect and handle wood with care.

The carver's artis tound 1n all parts of Malaysia, the products of its diverse peoples. The aesthetics
vary according to purpose. from the exquisite panels of Malay royal residences, carved with floral motifs
and Koramie verses, o the less retined small anthropomorphic statues found in some of the rice ficlds of

Malaysian Borneo

A staggenng range of objects are carved from wood, including musical instruments,
celebratory objects like the Melanau burial poles of Sarawak, and the carved handles and sword sheaths,

sarong pedang . of the B,

uin Sabah. The carvings of two of the orang asli groups of the Peninsula are also
well known The fah Hut of Pahang carve elaborate figures representing forest and household spirits,
while the Mah Mers of Carey Island in Selangor are known for their ritual masks

Today, over sisty percent of Malaysia is still covered in untouched forest. In carlier times, of
course. the forest cover was far more extensive. Wood, a versatile and in many cases durable material,
comes in enormous vaniety, with over 3,000 different umber species found in Malaysia. This means
that crattsmen — past and present — have many choices for the production of a wide range of wood-
based obiects. Ttis not possible t say at which time in history the highly decorative forms of carving
that we see today began They are still being made in many parts of Malaysia. Unadorned objects for
utlitaran use — eating utensils, agnicultural implements and boats — probably preceded carved ones.
Farly decorations may have begun as symbols based on nawre or mythical creatures with perceived
spectal powers 1o ward oft evil clements in the environment. In Sarawak, the seemingly abstract motifs
adorming shields. carved doors. columns and log stairs 1n some longhouses, and even tattoo forms are
based on designs to ward oft dangerous spinits The carvings we see today represent a mixed heritage

ot older mouts and new rdeas and torms brought about by changing external influences

It would be impossible to do justice w all the wood carving traditions and aesthetics in Malaysia.
What follows, theretore. focuses an the Malay tradition: In Peninsular Malaysia, religious belief has had
animportant mfluence on art and craft. begimning with animism and culminating, for the Malays, with

the advent of Islam i the 14th and 15th centunies. Malay architecture has spirital, ethical and culwral
values and reflects man's appreciation for hus environment. This 1s best exemplified by the embellish-

ments sull tound today 1n many homes, particularly carvings

DESIGN PRINCIPLES

The basic design principle that governs Malay carvings s called awan larat Although the term awan larat
can be translated hiterally as stretching clouds’ 1t 1s a metaphor for the How of the dancer's hands, of life,
and of nawre [tis also a retlecuon of Islamic philosophy Tt is more than a simple set of rules governing
the patterns and designs of Malay artefacts It 1s a genenc term which subsumes a number of other
special torms: The rules and the underlying ethical and aesthetic values of awan larat are passed on by

example and practice trom one generation to the next
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1 larat, according to Wan Mustata Wan Su, son of a famous

There are four rules governing

wood carver: 1) The spaces have to be the same, that is, the elements must be evenly distributed over the
I

compasition; 2) the voids, or spaces between the elements of the comp m, must be apy
the same size as the carved elements. This 1s consistent with the rules for Islamic art in which the ‘real
or apparent appearance of an image is balanced with its hidden character or 'void', both elements
requining emphasis 31 The clements must be plants, whether real or imaginary. Traditonal Malay wood
carvings never include images of humans or ammals. This, again, is consistent with the generally
aceepted Islamic view about the torm of representational images. Plant motits are central o the sacred
artof Islam 4) When there is a central moul. or ibu, such as a flower, leal, branch or vase, the design
must be repeated around it The carvings which result from the application of these rules are generally
plants that are spirally, creepy or extended, with leaves, Hlowers and buds

Wan Mustata has described awan Larat as lalling into three categones 11 designs which give advice
about Godliness through carving, or to teach the coming generation about religion: This kind ol carving
often has a speaihic meaning, whether hiterally spelt out in Koranic verse. or encoded in the symbols of a
complex winding of tendrils and shoots of plants. 21 designs which please the eve through the creation

ol awan larat that are beautitul but without meaning This kind of carving. he said, s easier to create than

the hirst, 31 designs which show reverence to plants as creatures of God. In Malay society there is sull a
desire to show appreciation to usetal plants: Plants are the basis of design for all awan larat In addition o
edible plants, usetul Hora include a wide range of medicinal plants. Someumes a patron favours a particu
lar type of plant: The last Raja of Patani is said to have been fond ol breadtrut, ar sikur (Artacarpus
wasus ), and that decorating his palace were many carvings depicting the leaves of the sukun tree

There 1s an example of a carving imbued with meaning which used 1o be casily accessible to the
public Tt was in a small tradiional Malay house on sults, called Rumah Seri Tanjung | built as a display
on a promontory, or tamung i Lake Tiiwangsa, Kuala Lumpur The house has since been dismantled
Above the mside door in the space called the jgala. was a three-panclled fenestrated carving. carved both
tront and back <o that it could he viewed from cither side. which made it unusual The carving was done
by Wan Mustata and his father Wan Su The central mout. oribu, was a flower called buga tampung The
was made i the shape of a large arcle to represent a lake: The choice of this Hower had

burga tangur

ays First the place where the house was sited was a tanpong Next the buan,

signihcance in three w
tampung 1s the name of a tamous traditonal song: And lastly bunga tgung represents wangsa. which means,
the descendants of good peaple. or bangsawan This i to remind people to conduct themselves properly
Everv leal was curved so that it did not touch. or push into any other leat This illustrates the Malay
cultwral precept of not disturbing or abusing anyone else Fach yvounger tendnl arose underncath an
older one. llustrating the carver's advice far voung people to hanour thase wha are more senior to
them in age or posiion: The flowers which arose above the central busiga tanjung were micant to convey
the idea that Malay culture should be upheld and its sanctity preserved [tis clear that Islam permeated

the carvers' design and interpretation. as it has tor many generations
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The carliest Malay settlements were along coastal areas in the north — in Patani, Kelantan,
Terengganu and Kedah. The interior was jungle. Life was in harmony with nature, and an ecological
balance was maintained. The forest was the source of food, medicine and building materials. Master
craftsmen, boat- and house-builders knew and respected the trees that supplied their basic needs. The sea
was an important part of life, too, as was the building of boats to harvest the sea's bounty and to explore
further. Boats capable of long journeys sailed from the Terengganu coast and could have gone as far as
Egypt in the Ist century AD. Terengganu appeared on a map of the Malay Peninsula attributed to
Polemy in the 2nd century. Two cities are named, Perimoula at the mouth of the Terengganu River and
Kole, which was probably Kemaman. Both are still important East Coast ports for fishing fleets.

Virtually none of the great Malay sailing vessels exist today, apart from two that plied the trade
route from Terengganu to Siam, with stops at Pulau Perhentian. These are now on exhibit onshore at
Losong, Kuala Terengganu. When they attacked Melaka and later Kota Lama in Johor, the Portuguese
stated that they encountered fleets of as many as 2,000 Malay sailing craft, and they described local
ships as large as 1.000 tons. more than twice as large as any Portuguese craft of the time

Even betore the nse of Melaka, the Malay states had a long history of contact with the great
cvilisations of China, whose hoats sailed south with the north-cast monsoon winds. There was also early
influence from Indochina, Champa and the Khmer kingdoms. These contacts influenced Malay culture
and architecture a great deal, partcularly on the East Coast and Kedah. Only in Terengganu, Kelantan

and Kedah s found the shadow play or wayany kulit. Intricate metal- and silversmithing, pandan mat

weaving, songket weaving. Ma'Yong dance drama, traditional kite flying and the carving of giant
spinning tops are still specialties of the East Coast. It is also on the East Coast that one finds the

mtncate tiligree wood carvings on houses and old palaces, an art Malays call sobek

CHOOSING THE RIGHT WOOD
How did crattsmen obtain their wood, and what kinds did they choose? Even as recently as a hundred
vears ago, the crattsmen went directly to the torest for their supply. The father of Latif Long, a well-
known carver now working in Kelantan, En Long Yussof of Besut Terengganu, and the generation of
master crattsmen who preceded him, were among them: A group of men consisting of craftsmen (and in
some cases the prospective owner of the house or boat), helpers and a pawang or bomoh would go into the
torest with provisions and equipment for up to three months, to seek the trees that would yield the wood
they needed The pawang was skilled in the incantations needed to ward off evil or dangerous spirits. All
the men had faith in God and had since young memorised special Islamic prayers that would ensure
peacetul sleep at might: These prayers. called imu pagar (literally ‘fence knowledge'), protected them from
the wild game. elephants, bears and tigers that lived in the jungle

Timing was important. The search had to be conducted in dry months, and completed late enough
for rivers to have risen sutficiently to float wood downstream, but not so late that the monsoon season

had started These were men who truly understood and lived in harmony with nature. Suitable trees were
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eventually identified. If the tree was Chengal (Balanocapus bemii), a hard dense wood favoured by house
builders. boat builders, and carvers, it would be tested first to ensure its suitability, by making an incision
around the trunk. If sap did not flow freely it was an old tree that would yield good quality wood. Before
the sclected tree could be cut down the spirits of the forest, jmgyi kayw, had 1o be propitiated first

Felling the tree took another kind of expertise. The tree atself, and the wood that it yielded, was
honoured in 1ts own nght It was said o have semangat, or vital force, a concept predating Islam but
accepted even now by traditional craftsmen. OId trees were of sufficient girth that a platform had 1o be
crected for the cutter ta work, since the girth of the base would be too large In carly times a flexible axe

was the main cutting tool, one sull in use in some orang ash communities: The direction of tall also had

to be considered. The aim was 1o ensure minimal damage to surrounding trees when the cut tree fell. It

could take up to two or three days to fell one tree. Two-man hand saws came later. and even then could
require a day or more of cutting ime. Once the tree was felled there remained the task of cutting the
tree into suitable sizes and of wking it out of the jungle It the tree was some distance from a river, the
wood had to be moved overland unul a nver was reached Buffalo were used for this purpose. except
i spectal cases. as when a royal palace was being built, in which case the sultan would provide his
clephants for the work. The actual building was generally done by Malay crattsmen, sometimes with the
help of skilled Chinese, who have had a long history of settlement on the East Coast
Only in a few rare cases today have master bulders gone into the jungle to dentily and fell
trees 1o build a house Possibly the most recent and perhaps last example occurred i the construction af
a house burle by hand trom Chengal in the Sepang District of Selangor in the last eight vears: The
builders, Kelantanese, led by master carpenter Ibrahim Adam, selected three trees — two from the Gua
Musang area ot Kelantan and one from Hulu Besut in Terengganu The trees were telled in the jungle
and brought out by tractor and lorry to a sawmill in Pasir Puteh, Kelantan, to be cut into suitable sizes
T'he house itselt was largely constructed without the use of nails, wsing tebuk pasak or mortise and

tenon construction The average age of the workers who built the house was sixty. Younger men scem

uninterested, or lack the patience t serve the apprenticeship required to learn the necessary skills of

rs to complete. Without patrons willing to want

these master butlders: The house ok six-and-a-halt v
for the building of such houses. and without a new generation of such skilled workers, 1t 1s unlikely that
many more such houses will be built: Respect for the wood was always evident In one case. three wall
studs of Resak wood (Otylelobim spp | were put into place in an otherwise fully Chengal house When
Ibrahim the master carpenter was asked why, his reply was that “Chengal merupakan Raga, mests ada rakyat

(Chengal represents the royalty, there must be ordinary people” 1

DIFFERENT TYPES OF WOOD

Chengal s only one of many other woods used in house- or boat-building For a royal palace. Chengal

might provide for almost all needs — supporting pillars, floors. walls, wall studs, ratters — perhaps

everything except the rool For a more usual dwelling, a number of different kinds of woods would be
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used for specific purposes in construction. Among these woods 1s Balau (Shona matenalis) favoured for
supporting pillars (tnyg ), for connecting members that supported the floor and fitted into the tung, called
rasuk, for roof yoists (alang ), rafters (kasau jantan ), roof supports or tunpuk langut. and ridge poles or tulang
bumbing Resak 1s used for much the same purpose, being only slightly softer than the Chengal Perah
| Elateriospernum tapos) and Sepeur | Sindora spp 1 are used tor floors and walls

Many other kinds of wood have been used in house building, most tor similar purposes 1o those
above Which wood s used depends on availability, and what the prospective owner can attord Clearly

local crattsmen know the forest well Many of these types of woods are sull being used to build rural

wooden houses. although such houses are being built less and less as time passes
Some other kinds of wood used include Bets (Palaguu sp 1, Damar Laut (Canarm hirsutum
Kerung (Vafica scortechmn . Kuhm (Scarodocarpus bomeesss 1, Kapur ( Depobalanops aromatica). Meranu « Shoria
Sp)and many more: Some hardwoods Iike Merbau (ntsia sp ) and Rengas (Glua Spp ), while theorencally
suntable for supporting pillars are rarely used According to Malay beliet Merbau is haunted and there
tore unsurtable for use inany part of the house while Rengas s believed to contain posonous sap
Chengal s never treated. except with damar minyaka termite resistant varnish Once the house

1 hinished or duning its construcuion: other crattsmen would begin therr work: These are the master

carvers, bearers ol skills handed down 1o selected members of succeeding generations Taday's skilled
carvers are heirs to these men. who built the grand palaces and extraordinary houses ol past times At
present only a handtul of these stnuctures survive: Some have succumbed to the ravages of topical
weather while others were destroyed i fires in wartare. or more recently simply neglected hecause
they are no longer valued Some have even been o down and used as firewood

Because of its description in the Malay Awals. the best known Malay palace or istana was that built

by Melakas Sultan Mansor Shah around 1465 Although the Malay Amals were written several decades

atter the event. the author could vividly remember its construction and subsequent rebuilding atter it was
destroyed in a disastrous fire [t was described as a magnthicent structure containing many carvings. with
aseven-gabled oot gilded spires and even Chinese mirrors: The tact that it could be rebuilt within a

vear ot the fire i an indication of the level of skilled craftsmanship of that penod The palace was

destroyed again by the Portuguese i 1511 and a parual rephica has been rebuilt in Melaka 1t includes

oot tiles of Behan (Eusideroyxlon zwagen) an ironwood imported trom its natve habitat in Sarawak Belian

1 Malaysia's hardest wood . reaching densities of between 800-1 100 kilogrammes per cubic metre

One of the most recent wooden palaces to be built was that at Seri Menanti in the state of Negri
Sembilan: Built during the hirst part of this century, 1t contains carvings on 26 of 1ts pillars and a carved
verandah border extending 38m - The verandah caming includes some mythical creatures. probably
designed by a Chinese craftsman from Melaka, as typically Malay carvings are based on plants Only the
Malays embellish their houses with carvaings of the quality tound 10 therr palaces and homes Such
carvings are not found in the homes of any other ethnic group in Malaysia- The tinest wood carvers

are sull tound on the East Coast. in Terengganu and Kelantan
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MODERN-DAY WOOD CARVERS
One such person is Nik Rashidin Haji Husein. He is in his mid-thirties and lives and works in Kota
Bharu, Kelantan. His first love is making the hilt, buls, and sheath, sarong, of the kris, the traditional

Malay dagger whose qualities and power are believed to be mystical. As a measure of the quality of his

work, kns that he has made have been selected three times by the Government of Malaysia as official
aifts. Reaipients have included Ronald Reagan, former President of the United States, President Suharto
of Indonesia, and the Brunei royal family. He makes no kris to order, and regards kris making as an
expression of his culwral heritage and idenuty. His aim is to produce kris in as close an approximation
as possible to the form and way that they have been made traditionally, using the techniques and even
finishes of natural gums obtained from the forest. He has also made other kinds of carvings, including
raised (tmbul) and fenestrated (1ebuk) carvings of Koranic verses, as well as the massive main gate to the
Balai Besar, the Royal Meeting Hall in Kota Bharu

Nik Rashidin's ancestors come from Patani and Kelantan and include many craftswomen. His
maternal grandmother was a goldsmith working in Kampong Langgar. Skilled goldsmiths often made
the fenestrated carvings at the upper portion of palace walls, or the sobek or rupur at the edge of the roof
Such carvings can be seen taday at Rumah Tele, a Terengganu palace on display at the site of the
Terengganu State Museum at Losong, Kuala Terengganu. Other relatives were songket weavers. Nik
Rashidin 1s alsa related 1o Tengku Ibrahim Tengku Wok, whose mother, Nik Boh, was Nik Rashidin's
paternal grandmother's sister. Tengku Ibrahim, who lives near the town of Jerteh, in Terengganu, is a
carver whose work 1s done in exquisite detail

Born in his grandtather's house in Wakaf Siku, Kota Bharu, Nik's mother was a bangsawan, a
noblewoman, She frequently ook voung Nik with her from place to place. At a very young age, he
remembers being tascinated by a carved kukur kelapa, a coconut scraper carved in the shape of a horse.
Later he would spend hours looking at kris on display in shop windows along Jalan Merbau. Convinced
that he could reproduce them himself, he began trying his hand at the craft. In school, he excelled in
cratts and his L CE (Lower Ceruficate of Education) carving project won first prize at the national level
He wanted to continue carving instead of pursuing his schooling

Intually with his own tunds, later reluctantly supplemented by his father, Nik went to a famous
schuol for carvers at Jepara on Central Java's north coast: Unfortunately, the school was academically

k to practical work. Nik increas-

onented and directed to furniture making, devoung only one hour a w
mgly stayed away trom school and mstead visited old mosques to study their carvings. He sought out
master craftsmen to try and learn from them, even going as far afield as Bali. After a year in Indonesia he
returned to Kota Bharu and received his only formal practical training in carving as a worker for the then
voung Lauf Long He worked in Laul's workshop for about three years. It was also during this time,
around 1973, that he met Wan Su Othman, the now well-known master carver from Alor Lintang, Besut,
Terengganu They met at the workshop of Cikgu Mohamad Abu Bakar, in Kota Bharu. Wan Su was

visiting to share his carving skills and knowledge of the intricate awan larat designs

WOOD

AN UNUSUAL CAKE

MOULD OR ACUAN, FOR
MAKING TRADITIONAL
SWEETS CALLED 1T
KACANG. USUALLY MADE
1ROM HLOUR CROUND
FROM MUNG BEANS
INTHIS MOULD

THE PATTERN CONSISTS
OF LEAVES INTER
CONNICTED AT THI
BOTTOM. WHILE MORE
COMMONLY EACH FORM
IS THE MOULD WOULD

B INDEPENDINT

OF THE OTHER

91




The Cratts of Malavaia




Here then, in Kota Bharu, a community of traditional wood carvers came together. One, Latif, the
direct descendent of a master carpenter and craftsman, and the other two the young Nik Rashidin and
the much older Wan Su, cach descended from craft-making lincages. Between them, these carvers have
produced masterpicces of carving, continuing the tradition for which the East Coast 1s especially known.

Nik Rashidin was forced to stop his work with Latif Long when he fell ill and was unable to work
tor several years. During this time, he dreamed of getting the ideal woods for kris handles and sheathes.
In the meantime he dressed golok, small dagger-like knifes that do not require special wood. He particu-
larly desired Kemuning, a vellow wood from the roots of the Murraya paniculata, with a beautiful grain,
This graim s unusual, a quirck of the Murraya's development, as most tropical trees show no growth rings.
He also required Sena (Prarocarpus mdicus) and Chengal for other types of carvings. He got a small amount
of Kemuning and Sena from Tengku Ibrahim, and began to work under his father's house. In 1983 he
heard that some wood of the kind he needed for kns making was for sale in Baw Rakit, Terengganu. He
bought 55 pieces. some as large as a man's thigh and cut to lengths of more than a metre. This hoard and
addiions to it will keep him in work for the rest of his life. Nik Rashidin stores the wood in a dry place
and will not use a piece until it has dried for seven or eyght years. It is only in this way that he can ensure
that his kns will match the quality of the tradition he seeks to maintain

One very rare type of wood that he uses he calls ‘Kenaung' If freshly cut, the wood is white, but
when the tree has died and fallen, it undergoes a transformation that, after some years, causes the heart-
wood to wrn as black as coal. Nik treasures his small supply. He now works at home, together with his
vounger brother Nik Rashidi. a tine carver in his own right but enurely trained by his elder brother, and
constantly encouraged by his wile Rosmawatt Othman: The brothers treat their wood with reverence.
They believe that 1t has the vital force called semangat The kns blades Nik uses have been collected
throughout the Malay Archipelago. Made by master ironsmiths, they are perfect matches for the bl
and sarong he makes so beautitully. His travels and studies have made him an acknowledged expert on
kns, and he 1s now wisited often by schalars from such diverse places as China and ltaly

Atage 96 another master craftsman, Hap Wan Su Othman, spent three months completing a
marvellous bird cage made trom Kayu Nangka, the wood of the Jacktruit (Artocarpus heterophyllus). He and
his wite have made the pilgnmage to Mecea twice, most recently when he was 93, This gentle man
carved the doors of the National Museum in KL in 1963, He has lived and worked for many years in the
small kamipung of Alor Lintang on the road between lerteh and Kampung Raja in the Besut District of
Terengganu Although of Patani descent, he was born and spent his early childhood in Pengkalan Kubor,
n the Tumpat District of Northern Kelantan: He has been a hoat butlder and maker of waw, Malay kites
and patang wayang kulit, the Ramayana shadow play puppets made of water bulfalo hide. This illustrates
another charactenistic of many master craftsmen — their versaulity. His workshop unil recently was
called Balai Seni Ukir WanSu'. ithe Woodcarving Centre of WanSu). He has passed the workshop onto
one of his sons, Wan Mustata, a master carver who learned from his father the art he now practises. The

workshop i now called “Balar Sent Wan Mustata WanSu', (the Arts Centre of Wan Mustafa WanSu)
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None of Wan Mustata’s own children have followed in his footsteps and taken up carving. This
does not, however, herald the end of a line of carvers, for two reasons: First, both Han Wan Su and Wan
Mustafa have trained a large number of apprentices, some of whom have gone on to open their own
workshops, and secondly, they are ever willing to give help and guidance to their apprentices and to
those with interest 1n carving. They do not see the success of ther students as a threar Rather, they
view 1t as a perpetuation of ther traditional crait and skills

One former apprentice, who was also apprenticed to Tengku Ibrahim, 1s one of three master

carvers ¢ d by the new Terengganu State Museum at Losong Norhaizah Nordin helped
complete the carving of doors. wall panelling and stairways. Working with him were Wan Mustata and
Lauf Long, and so again the intertwining of the lives of the master carvers continues. Wan Mustata did
the carvings of one of the main entrance doors, as his father had done betore for another museum

A craft hineage can be carnied on 1. as someumes happens. a grandchild conunues with the
tradinon In Malay society there is a special love and tolerance of grandchildren Sometimes when a
craftsman s meticulous in his work and the care of his wols. he will reprimand a son who intrudes into

his domain, but will allow a grandchild o play in his presence and even handle his tols

AN ENDURING TRADITION

The carvings of Hap Wan Su and his son Wan Mustata are tound today in royal palaces, mosques

and in the private collections ot lovers of traditonal cratts in Malaysia and overseas It was only in

the last hifteen years, however, that any part of Hap Wan Su's own house was embellished with
carvings The traditonal patrons of carvers in the past were royal tamilies or families of wealth and
position, most often connected to the court: Carvers rarely receved payment as such. but were
supported with toad and shelter while on the job Occasionally. the carver would be given wood This
would be parucalarly so it the work involved a renovation. where perhaps an existing wall was to be
replaced with a carving: The oniginal wall might be given to the carver 1t would never occur to

the carver to embellish his own house with carvings, no matter how much he himselt might value such
works And value carvings they did, so as times and patrons change it now seems no longer mappropri
ate to embellish one's own house Hap Wan Su's house has many carvings The tront doors are carved
with the Arabic script for Allabu Akhbar. God s Great Above the doors leading into the mside rooms
the wall partittons do not reach the ceiling: As 15 customary in rural Malay houses. open carved pancls
tebuk are placed above the doors, allowing for air circulation Hap Wan Su now has carvings above the

doors and an claborately carved central pillar in the centre of his large front room

NTUICATE DAL Not far trom the workshops of Hap Wan Su and Wan Mustata, Tengku Ibrabim Tengku Wok
- waorks beneath his house close to the Terengganu town of lerteh. This quiet and gentle man, the de
ACUE A NS AT scendent of Malay princes, carves kris hilts, walking sticks or tongkatand exquisite boxes it tor the crown

jewels Ttwas Tengku Ibrabim who onginally supplied the precious wood that his voung relatve. Nik

suwon Rashiding needed to get started Nik Rashiding Hape Wan Su. Wan Mustata and Tengku Ibrahim are
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traditionalists. They work the way their predecessors used to, with tools they make themselves and
carving traditional forms according to the rules passed down from one generation to the next. Latit Long,
on the other hand, although still producing many traditionally shaped carvings, 1s a semi-traditionalise
from the point of view of production techniques and business practice. His business can now be fairly
described as commercial He works in a very large workshap employing large numbers of workers. He
practises a form of assembly line approach were work is subdivided so that different workers do different
jobs. Some cut wood, others draw and fix plans to wood, and yet others carry out carving, sanding and
finishing Latf, assisted by his brother Abdul Rahman, supervises. and if necessary. touches up the final
product. Customers can now choose from pre-prepared patterns which are traditional. madern. or both
Latf Long himself has stated that wood carvings need not necessanly be tied 1o ancient designs, and he
has incorporated new plant forms or combmations of forms into his carvings. The quality remains,
however — a lesson well learnt from his master craftsman father

Other changes are taking place in the use of wood to produce objects tor enjoyment atilitanan
and tourst uses. Kraftangan, a Malaysian quast-governmental agency 15 proncenng the production of
wood products that are tradinanal in form but made for a mass market. both locally and overseas This
agency i abso explonng entirely new forms. The praduction of these objects 18 being encouraged on a
commercial scale, in part 1o make the public more aware of crafts. Krattangan also encourages traditional
crattsmen, both by inviting them to teach their craft to young people and through a special programme
called ‘Adihguny, which recognises master cratsmen and supports them hnancially tor speatied penods
Krattangan also manages a cratt museum in Kuala Lumpur known as Infokrat On display i this museum
are modern forms i traditonal materals. stch as wood  The commeraial sector, otten with the support
ol the Malaysian Timber Industry Board of the Minstry of Primary Industnes. has also been active in
producing wood products for both local and overseas use: Modern furmiture s being made by a number
of firms, using Malaysian hardwoods such as Sepeur. Balaw Ramar. Kambong Samangkok and Nyatoh
A woad that 18 now being used for turmure and other purposes s Rubberwood, which is harvested when
old plantations are replanted or replaced with other agriculral products

As the 215t century approaches, wood s stll being used as a primary raw material tor the produc
ton of a wide vanety ot objects, and 1 likely to contimue 1o be used Exisung side-byv-side are modern
semi-traditional and traditional uses of wood Each has its place. Traditional cratsmen and their ant
however must remaim and be encouraged an mcreasingly difheult task given the pressures of progress
Torwnately, there are sull the lovers of things traditional and a small but growing number of patrons
willing 1o support the master crattsman’s art. What is needed now is a halance hetween these three
approaches A total shift to either a semi-tradiuonal or modern approach to the use of wood runs the sk

of destroying a cultural heritage that has sts roots in history and gives identity to s people

Rudin Salinger
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extile weaving i Malaysia has come a long way from its earliest roots. Originally working

from h and | ials, Malaysia's textile makers now prefer imported and

commercially available cloths and threads. While various types of cotton are cultivated in

Malaysia. the import of inexpensive European cotton goods at the beginning of the 19th
century, together with a domestic preference for growing export crops, led to a decrease in local cotton
production. Malaysia, like most Southeast Asian countries, sull imports cotton, silk and metallic yarns for
domestic use: The metallic threads come from Europe and China, while white cotton yarns have tradi-
onally been from India Bundles ot two-ply silk threads used to come from China unbleached

Older cloths are predominantly in the red-purple range of colours. Relatively few — mostly cotton

cloths — are in tones of green and blue. Yellow cloths are even less common, mainly because use of that
colour was reserved for the Malay rulers. Colours are usually seen 1o fall into two main categories —

muda or hight and ta or dark and nch, tua literally means ‘old’ or ripe’ The in-between shades are referred

o terms of the nawral ¢ Some of the al colour names are kulit Lingsat

o skin of the fansium fruit for beige, pimang masak. ‘nipe areca nut’ tor bright orange, darab ikan, ‘blood of
the fish’ for blood red. prcuk prsang. banana leaf shoot (pale green) and so forth

The use of indigo hearkens back to an older tradition associated wath the carliest cotton weaving.
Soimportant was indigo that at one time the locals even preferred to cultivate it rather than the spices of
the archipelago. even though the latter was a trading item. An old method of indigo preparation consists
ol hotling the shoots: bark and twigs of the indigo plant in water. The dye in its concentrated pure state

15 stored mn a hdded carthenware jar A first dipping in a dyebath yields green, while subsequent steepings

result i shades of blue darkening eventually o black Vegetable dyes can bind t a cloth by a process of

simple oxidization. or together with some alkali such as wood ash or alum. Gypsum and lime are further
added as mordants to the dye paste. giving 1t a silvery shine

Reds are extracted fram three maim sources sepang wood, menghudic and a resin tradivonally termed

dragons blood” When shavings of the wood of the sappan tree are boiled in water, the resulting mixture

dves threads a vermilion red Repeated dyeing gives a deep red with a shight yellow tint. Mengkudu, a brew

af pulvensed roots of the ma tree, mixed with lime, yields shades of red and purplish red. The
celebrated dragon’s blood resin, which comes trom Sumatra, the Malay Peninsula and Borneo, is vielded
by the trut of a cimbing rattan which the Malays call rotan jentang This resin 15 also used as a lacquer.
Yellows were and sull are obtained from wmernic roots

Brewing vegetable dyes is a drawn-out process, it may take months to extract a dye and coax it to
be absorbed by plant for ammal) fibres to the desired colour. Also, plants may need to be gathered
during certain tumes of the year i order for the dyes extracted from them to be effective. If one were to
wnore such romanuie names as dragon’s blood and consider the mess and stench of fermenting vegeta-
non, its casy to understand the attractuon of modern synthetic dyes. The chemistry of dyes has been an
exact saience for years, and chemical dyes are often more fast to light than natural ones. In carlier

centunies. when quick, simple yet ethicient aniline dyes were not available, people spent time over and
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above their houschold chores on dyeing vars The exercise was almost a nital The magic and mystery
associated with the master dyers of old 1s 1n tact simply their knowledge of how to handle the natural

materials around them — a knowledge culled from trial and error laced with spiritual inspiration

LOOMS

The creation of texules invalves the process of weaving. which s interlacing parallel longitudinal
threads, called warp, at nght angles with honizontal threads called weft The tool used to effect this
process s the loam There are several types of looms in Malaysia The oldest and simplest s the
body-tension loom The longiudinal warp threads are threaded through two boards or beams. a breast
beam and a warp beam The tormer is held in place at the weavers waist by being joined by a rope

or string to a back strap made of a pad of wood. woven matting or leather placed at the back of the

weaver, the latter 15 supported or braced by the feet of the weaver who sits with legs stretched

out Thus. the postion of the body keeps the warp threads taut. The weaver then moves a shuttle

containing the welt threads back and forth through the warp

The total length of the warp cannot exceed more than twice the distance trom the waist o the feet
of the weaver. which is about 160 ¢cm Tong. while the width of the body tension loom would be as wide
as the arm span of the weaver or between 6080 ¢m- Such a fuotbraced body-tension loom has a
continuous warp so that the completed cloth s a evlindrical-shaped prece when cemoved from the loom
The eylindnical cloth is divided into two halves one rinning from the weavers feet to her waise the
other from the want hack to the feet one above the other These are called the upper and lower webs A
rectangular length of cloth is obtained by cuting the cvlinder along the unwoven section of the warp
with the unwoven threads otten left as fringes or tassels

Another type of hody-tension loom is where the warp i fived to a house pillar post tree or some
other support Sitting on the ground or on a low stool the weaver hraces her feet against a piece of
wood firmly tixed i the ground The warp threads are inclined at an angle towards her and can be as
lonk as two to three metres or even longer Such a loom takes up much space Aliernatvely the warp

bean s ixed into an upright wooden frame instead of bemg attached to a post In this wpe of loom the

warp threads can be rolled up so that the loom takes up less space
Frame looms ditter trom the body-tension loom in that a trame s used instead of the weavers body
tosupport and mamtain the even tension of the warp The loom now used by the Malays s a frame loom
with the shuttle carrying the wett threads thrown by hand The Toom s an upright trame and s hitted
,..\; woreanw witha device called a reed or comb to thread tine silk yvarns: The trame allows the weaver freer move
et ments compared to the strap and post type. also. wider cdlaths can be woven on this Toom than on older
4T TR ION 1
ey st o badk strap ones For all ordimary cloths. two sets of heddles are used A heddle s a senes of vertical cords
iR each having n the middle. a loop through which a warp-thread passes By adding more sets of heddles
R RN
wervsc e and more threads per heddle. the finished fabric can be coarser or have a parucular texture and tinish

Kelantan weavers, for example speciahise ina textured tabric called pantat sput or ‘mussel's dermere
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In the Malay context, over the centuries — in common with other master craftsmen — the
most skilled weavers were employed by rulers and chiefs. Patrons employed weavers to make rich fabrics
for their personal use or as gifts to be given to loyal subjects. Up till today, these fine textiles are
treasured heirlooms and some even form part of the regalia of modern Malaysia’s sultanates. Though
scattered across the Peninsula, in West Malaysia the craft is concentrated in the two East Coast states of
Kelantan and Terengganu. Kelantan's production is lesser, both in quantity and range, from
Terengganu's. In Kelantan the majority of the looms are around the capital, Kota Bharu. Terengganu is
acclaimed as the home of the finest work. Most of the intricate patterned cloths of the last century have

emanated from this state. In the towns near Kuala Terengganu, the capital, are communities of weavers,

every home here has a loom, while some have three or even four.

All stages of hand-woven cloth production done locally are usually carried out by women or
young wirls. Weaving at the level of a cottage industry is run by an entreprencur, usually a woman, who
may or may not be a weaver herself. She is something of a trader, collecting orders and distributing
dyed yarns, beaters and shuttles to the weavers. If this entreprencur is not a weaver herself, she hires a

master-weaver to set up the warping frame and looms, or even to design weaving patterns. Actual

caving i done in the homes by weavers on their own looms, or on looms installed by the entrepre-
neur The workers usually operate the looms in between chores.

When the loom is set for the weaver and the design already set with the threads of the warp
arranged so that they form a repetitive pattern, all the weaver has to do is to follow it in the same

colours. Such purely mechanical work s usually executed by young girls. The most productive years

of a weaver are between ages twenty and thirty. Between thirty and forty, she is too occupied with

running a large houschold. by fifty her eyesight begins to fail

TYPES OF TEXTILES
Waven claths the Malay plaid
The plad replaces earlier figurative patterns and decorative techniques. There are many varieties of plaid
depending on the size of the squares, the colours used and the relationship between the colours of the
warp and the welt In these checked cloths, the warp is in two or more harmonising colours. An ordinary
checked piece 1s the corak Muar, 'Muar pattern’, which has a simple check pattern of broad squares in
muted shades: Muar is a town in Johor state whose inhabitants used to prefer these large checked cloths
woven in Terengganu: Thus, patterns are known by the name of their best markets. Kain Pabang, Pahang
cloth which has smaller squares, is named after the state of Pahang on the East Coast

Another popular plaid is the kam Bugis, 'Bugss cloth’, of which there are many varicties. The
pattern is often an intricate network of small squares where several colours may be used; the background
15 usually green or red. The weft is usually in different yet harmonising colours. The checked design
may be further divided into smaller units by thin lines of light colour. The square spaces created by

the lines may have designs in gold and silver thread
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Tie-and-dye warp and weft skat
Here. the indvidual threads of the warp and welt are the same colour throughout their length: Some-
times short lengths of the yarn are tied (in Malay ikat) round with dve-proof strips of banana tree fibre
and then immersed in the dye The position ol the bindings may be changed after two or three successive
dyeings: The authines of patterns created with such partally dyed yarns are shightly fuzzy or blurred
This eftect is created because the edges of the bindings are never completely dye-proot, and dye seeps
nto the bound sections meant to resist it The skilled weaver puts this etfect 1o good use: A modern
simplitied techmique s where sections of the warp are in lact painted with dye

Iban women in Sarawak weave on a bodv-tension loom with a continuous warp A blanket called
pusi 1 formed by stnching together side-by-side the two webs of the woven twbe (which were orginally
omed end-to-end i In warp-ikat pua the threads of the two webs have been tied wogether tor the dyeng
process. resalung i ther having mirroramage patterns 1t halt a mout reaches the edpe of a web it
completed when the two webs are jomed together. These hlankets are usually tringed at hoth ends This
s because gaps were left i the weaving, at the two joints of the upper and lower webs Woven pua
termimate with ane or two rows of coarse twining so that the edges do not tray

The import of silk yarns and the local manutacture of ailk later, marked a milestone in Malaystan

d or comb was introduced for the warp

textiles To facihitate casier handling of the tiner silk threads. a re
threads to pass through Associated with the use of silk s a techmique called weltikat, and sets of
patterns very ditferent from the patterns ot Iban warp-kat Weftakat i similar to the warp-ikat technique
except that itis the wett threads which are patterned i the ikat method betore weaving The weaver
interlaces the patterned welt threads with the plain warp threads on the loom The height of wete-ikat
weaving in Malaysia s expressed n a Malay courtly dloth aalk tabric called ko hmar The background
or held wermed tanah (ierally carth’m Malay | on some Malay wett-ihat cloths sull retains the stripes
and bands of carber tmes Made from natural dyes, bmar comes 1n shades of dark or purplish red Less
common are green and orange Old texts mention that court dyers were expected o dve lmar i at least

five colours: But by the carly 20th century imar producuion had dwindled tailing off by the 1960+

Supplementiary wefts
Besides it two other Ihan decorative techniques are sungkit and pilib bath of which are supplementary
wetts: The former means o sew or to embroider with a special tvpe of tlat bamboo needle cbang

which s similar to a net-maker's needle but smaller With the help ot this needle the supplementary wett

1 sewn or woven. usually between two wetts of the main cloth ctfectvely wrapping the main wetts i
means ‘to choose ar prick. i this case to pick out the warp threads to be passed over The introduced
supplementary wetts torm patterns on top of the maim weave

The Kadazan are the largest indigenous group i Sabah Ther tadinonal woman s length of hand

stal and vertical senps of multucoloured woven

woven skirtis coloured black and decorated with honz

reomenc designy Today these imtncate bands. called Lingkit. have been largelv replaced by appliqued
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gold and silver braid The Rungus, a sub-group of the Kadazan, continue to weave a cloth called kam
pudang. which 15 an indigo-dyed black cotton of about 45 ¢cm in width Supplementary weft threads are
added to the base weave to form tnangular and zig-zag patterns. These bands may be further tlanked by
narrow stripes ol arange and yellow The woven kam pudang 1s made into skirts. bodice wraps and shawls
The Dusun people (sometimes called Lotud) weave a cloth which is very similar to kam pudang 1t 1s also
black but has red selvages decorated with bands of orange or white stripes. Bajau women weave on a very

mogal The most tamous Bajau textile is

wide body-tension luom and their striped material is called kain

the destar. a square cotton head-cloth patterned in mulucoloured supplementary wetts on a black ground

Songket 1s cloth decorated with gold and silver thread and i the pride of the Malaysian weaving
industry Its output. however, 1s not as large as that of Malay plard cloths A simple tradiional loom with
treadle-operated heddles and hand-thrown shuttles 1s used Almost always on a background of silk
songket s created from a supplementary wett of metallic threads While the word songket is related 1o

the word sunghat. which 1s welt wrapping songket brocade 15 1n lact compased by the pilih techmque with

the supplementary welt floating over the warp Sometimes the introduced welt passes on top ot as

many as five consecutive warp threads although it is more common to have three

Bamboo sticks are inserted through the warp according to a plotted pattern and are hited ina set
sequence during the weaving process: Sometimes the pattern to be created with the supplementary
metallic thread s tacked on to the warp with white corton thread betore the shed sucks are placed For

aving process are plotted on graph

less experienced weavers. motils that are to he created during the wi
T »
paper as a puding sample. very expenenced weavers: however work from memary The metallic thread

v which starts at one end and doubles back and forth over and under the warps untl the mout s tormed 1

then cut off The thread s caretully twisted round those of the main coth when the edges are reached o

ensure irmness. When enough matenal for a complete sarg (a wibualar skire formed by jormng the ends
ob a length ol clothy has been woven a short length of the next sanon s done betore the cloth s cut
Because of ns high quality gold threads the best songket is not sutt: The threads can be unravelled
and re-used when the silk base fabric has worn out Due o the lavish use of metallic threads and the
resulting weight some somgket pareh Clull songket. where gald or silver threads cover the whaole surface of
the base cloth) have a combination of cotton warp and silk wett allowing tor a irmer toundation weave
The Malays of coastal Sarawak alvo weave songket on a frame loom: Their songket are of two mamn
types distinguished by the kepala: or head panel The less prestynous cloth has a floral panel kepala. while the

songket Bruner — named atter neyghbouring Bruner — has a tumpal or pucuk sebung (hamboo shoot) pattern in the

kepala and i considered a full songket: Another name for this latter tvpe 1s jong sarat fully-laden junk A
relauvely modern songket has a plain ticld except for the border and is ormamented with mouts which are
repeated and spaced out at intervals. A less costly vanety wes threads. boig of hght grey or white silk to
torm the pattern instead of the gold or silver thread of the old songket 1t is thus called sorgket bewang kilat thilat
means shining) The patterming ot this type of songket is much simpler with regular geometnc patterns and

bhands of parallel ines Such a simplified pattern facilitates transter onto a power loom
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Printed and pamted cloths

Some woven cloths are further decorated with patterns stamped in gold leaf (perada). Plain cloths,

dark coloured cloths, those with subdued designs or even the small checks of kain Bugis are used as

bases: The matenal is usually calendered before gilding. The pattern is first stamped in gum arabic which
has been applied on finely carved wooden blocks. While the glue is still wet, a gold leaf pattern of the
same block 1s placed on 1t The moufs of these gluework cloths are almost always floral, often a rosette
or Hlower In Java and Bali. these gilded cloths are called kair perada, in Malaysia, it is called kain telipuk.

A modern and moditied version is where paint of bronze or aluminium colour is applied by means

of a stenail or brush to the cloth, often to coloured satin.

Pelargi is the tie-and-dye technique applied onto finished cloth instead of unwoven threads. Areas
to be left undyed are tied. sewn or wrapped up tightly, so that the dye cannot penetrate. Random ab-
stract shapes can be created in this way, but the Malay practice s to use floral scrolls or geometric
designs: These designs are often first stamped in water-soluble red fermuginous carth on the cloth, the
carth washing away duning dyeing. The edges of the designs made by the wooden stamp are stitched
ught so that the doth puckers and the stitched area of the pattern protrudes as nodules. These nodules
or pockets of cloth are bound with thread or with banana leaf or tree fibres before the cloth is immersed

i a dvebath: The white areas of the cloth which had resisted the dye may later be coloured by hand.

Earlier pelangi were obten embellished with a border of biku perak, silver-thread lace of E ropean import.

Insofar as the principle of batk is resisng the dye, it is similar to lmar and pelangi. The resist
method i bauk, ke pange 18 carmed out on already woven cloth. The word batik is derived from two
words the lavanese word amba. 1o write' and the Malay word for dot, ttk: Thus ambatik, shortened to
bauk means to write dots Patterns are drawn in wax on the cloth by means of 1 canting, a metal stylus
with a reservorr for molten wax, or stamped i wax with blocks carrying patterns

The labour-antensive stylus method as practised in Java was never popular in Malaysia, even from
the carliest years of the industry here, in 19205 Kelantan: The block method, cap (‘chop’, or stamp) was
adopted in Malaysia at the same ume that it gained ground in Java: The carliest batik made of repeated
patterns stamped out using wooden blocks was known as kam pukul ‘stamped cloth’. As the people of
Kedah were the most avid consumers of this cloth, it was also called kain batik Kedah. Sometimes the
hackground cloth was dyed while parts of the pattern were painted in by hand. After an inital import of
copper blocks trom Java. subsequent hrass and tin ones were modelled locally. The pekalongan bouquet of
lavas north coast came 1o Kota Bharu in 1948 and the bauk industry was revived The outline of the
tloral spray was composed by stamping several blocks in wax outline and filling the colours in by hand
In Terengganu in the 1950, samng in the style of Lasem (also on Java’s north coast) were popular; such
saning ot cream-coloured backgrounds supported creeping vines flanking a kepala filled with pucuk rebung
Sometimes. when a hand-drawn design was transferred to blacks, it was reduced, as was the case when
the large cloud and rock patterns of Cirebon, in Java, were adopted in Malaysia. Again, Kelantan and

Terengganu lead in batk production, although Kelantan outstrips the latter in this arca
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More commercially-oriented production of batik by the metre alo uses the discharge method
The cloth 1s dyed a dark colour and the outlines of the monf registered 1n wax applicd by metal blocks
The colour 1s removed by dipping the cloth in an acid bleach solation. Pastel shade batik was first
created this way In dischare bauk the outlne of the pattern stands out more prominently

Larger batik factories transtormed the hatk process. rephcing the blocked wax with screen print-
ing technigques, begmning with one colour on white coron. In this process. the doth s strerched out on
aframe of the same size as the stencil The clath w positioned below the framed mushn stenal and the
dve rubbed swittly with a roller acrow the framed screen, the blocked-out areas of the screen resist the
dye One stencil i required for each colour This tme-saving process produces many more sanom n 3
wiven time than stamping or hand-drawing a resisting wax A later development i this method was to
add a layer of wax o obram the crack lines Characterstic of traditional wax-drawn batik

By the 1960 a Malaysian style of batik emerged as batkkers deliberately abandoned lavanese
influenced designs New motils were tried out and 1 new hand-drawn batik evolved charatensed
by the use of the canting to outhine the design with a hine wax Iine and a spread of Hatcolour covering

large arcas. Animportant new element was the addinon of shading and dimension achieved by

urs by hand this way s wrmed contorg. lnerally: doodling This

blending shades and hues Applying cal
new stvle may he considered tabric pamting as much as for more thant bauk Ac an alternauve 1o
mmersing the cloth moa dyebath colours are applied with brushes: This experment mto creating new
batk tvpes was tist known as alpha bauk Cloths used were vorle wlk and cotton lawn not tor the
traditonal sano but tor batk by the metre By the 19704 hatk tor the tounst market became a new
motvaton This tvpe of batk goes through very simplified processes and the patterns are much less
comphicated Colour schemes are muted and very otten monachromauc

lavanese one

The Malaysian detimition of bank thus acaured a much larger meanimg than the
ot resist-dverng with labarnous commg - drawn wan Tines or stamps Today bauk m Malavsia has come to
bhe detined by certam design styles and sensibilines and by the high percentage of tHoral mouls. more
than the process used At the same tme: hauk has became more than ¢ Malay cath s 2 Malavsian
cloth With diminshing anstocratic patronage and the transtormations of a modern cconomy testile

producers have evolved a viable imdustry along modern Tines free of older radinons and using laboar

saving mass production techmaues up o and icludimg photographic printng The old system of

ananymous artisans s giving sway: before a new sevle and vrganisation ot the industry that stresses

W designers I a turther development

individual talents and promotes recognised batik artists

Perengganu recenty produced Malaysias hist pure sk bauk trom Tocally manutactured lk

EMBROIDERY

Embrandeny s a quicker and less costly means of decoratimg testiles conpared o/l telifuk and

songhet Malav embrondery sulim uses gold paper apphique and metallic threads i groups of three

or hive strands couched down with small stitches of coloured threads Sametmes the satin sutch

18 The Crafis of Malavsia
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used, especially in a particular type of embroidery called tekat, where templates shaped from layers
of paper are completely covered in raised relief (refer to page 139 for a lengthier treatment of tekut
embroidery) Appliqué work includes the use of mica or mirror chips Generally, the peoples of Sarawak

and Sabah include beads and shells in their appliqué work

PATTERNS AND MOTIFS
Iban patterns in weaving vary from the naturalistic, (or as naturalistic as can be achieved within the limits.
of the threads crossed at nght angles) 1o designs so abstract that only the weaver knows what they really
represent. Through many generations, the meanigs of moufs have altered shghtly. two weavers may
interpret a given design differently. Woven motits which symbolised an event thought or even a dream
have become through time only designs with names and by now simply impersonal ormamentation Iban
designs were the property of the individual weaver and were handed down from mother to daughter
Generally, human figures represent ancestors or detties In design layout. a crecper pattern wsually joms
varying forms into a coherent whole (refer to page 151 for a more detatled treatment of Ihan textiles'
People in Sabah prefer o decorate their cloths in stripes and geometrics

Awan larat means ‘protracted’ or ‘trailing clouds tawan 1 and s the Malay arabesque Swirling
cloud formations are evocative and conjure up vanatuons of the Sacroll in the arusts mind. These curves
pervade Malay art. The tendrils, vines and foliated creepers are i fact varations of the basic arcle

Anunsewn rectangular cloth called kam lepas untettered doth’. would inevitably have as barders on
the two shorter ends, called punca (begimning ) a row ol mosceles triangles vanously referred o as pucik
reburg (thamboo shoat) in the Penmsula and Sumatra and tumpal elewhere m Indonesia For a sanma the
kepalia almost always is filled with two confronting rows of these tnangles. In a turther claboration the
tmangle s timmed with ornate teathery ediges and becomes the plume of the strutting cockerel Ths
latter is the law ayam,. cockerels plume’ forming the borders or speaial pancls of Malav wilks and
brocades Less common s the ducks tail L itek which s broader and shorter

The interlocked cheveons and diamond end tormng overall patterns of bields are an interplay

ol geometnic torms Many kam [:

ar and songket are patterned thus The spaces enclased by these
overall patterns are usually hlled with stylised florals which are often eht pomted Such a contintos

ornate pattern is called teluk berantar Tinked or iterlocking bavs

USES OF TEXTILES

Malays use the word kam 1o refer 1o texules i general and the s in particalar The g has a hadu
orbody, a specially decorated panel called kepla head  and e edges o horders A woven rectangulas
piece s often used av a garment i itsell These untarlored gaments are folded draped wiapped and ted
i vanous styles. One does ot merely pukar ki wear clothes but one ikat kam ties Cosths. < round
aneselt) The versaule srung can be used 1n a varety of wavs as a shroud s a head wrap for protection

trom the sun or as a cloth for bathing Large preces of Labric are used as partnony and as sleeping tents
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Textiles are also used in ceremonies and rituals. During an important rite-of-passage, like a
wedding, a ritually ormnamented bed is usually hung with precious textiles and decorated with embroi.
dered cushions. Decorative panels for ends of ceremonial pillows and bolsters, called muka bantal, are

filled with sulam These panels in p

™S come mostly in rectangular or circular shapes; the latter sometimes
have scalloped edges. Hexagonal and octagonal ones are less common. The tekiat technique is still popular

on the Peninsula and is often applied 1o the surfaces of three-dimensional objects

Just as Malay embroidery 1s most often used for wedding ceremonies, full songket has become the

attire of bridal couples: High quality songket pieces were trad i

kept as family heirl handed

down through the generations. and used 1o be part of the bride price. Kam songket continues to be pro-

duced today in standard sarung lengths of 100 ¢m by 180 cm The cloth is favoured for social oc asions,
while its e in ceremonies, especially weddings, ensures its popularity. Sets of songket for the bridal
couple can be hired for the occasion trom a muk andam (mistress of wedding ceremonies)

A prewedding ceremony alo uses embroidered textiles. This s the tikar akad wikar (in Malay,
tkar means ‘mat and akad nikar promise of marnage, ¢ engagement) Squares of different sizes called
delamak are meant w0 cover and decorate comeal food covens (tuduny sajil woven from pandanus leaves
These embroidered squares are only meant tor ceremomial use

Sume of the warp-ikat pu of the Ihan are for special religious purposes. The pua kumbu are
used for detiming sacred space when they are hung up to surround an area where a ceremony s to be
perdormed As women's creative products textiles are often associated with fertilty and are used as

protective covermgs, in nee caluvation rials and for nites of-passage

THE FUTURE
Change in the pattern of e 1 causimg many handicraft skills to become lost arts. These skills are the
praduct of a group. not the possession of anindwidual Yet individual creatmvity and tashion are valued
ditferently at ditferent umes In the case ol hauk. for example. designens’ names have emerged from the
mass of nameless artisans Interaction between the preservation of anctent practices and innovations has.
resalted in a very wide range of coth forms and tunctions in this country Tradiional crafts have
always heen part of ntimate family or close-knit community activities

Anampersonal and expansive approach w preserving crafts will mevitably demand intelligent,
sustamed and concerted effort. At the same tme an arnficial preservation of hybrid horrors cannot be
aceeptable While subtleties of taste and style cannot be casily mparted, the basic qualities are obvious
dves should not run or fade varns must be of reasonable strength, and ulumately the hand-crafted

testile must be superion o similar one produced by machine
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THE ART OF EMBROIDERY

by Siti Zainon lsmail

The embroidery of gold thread by Malay women is an age-old art. The use of embroidered adornments
1s otten depicted and mentioned in classical Malay literary texts. For example, in the Salasilab Mdayu dan

Buans. the chiel attendant of the palace 1s deseribed “we

anng a brlliant shawl of yellow silk embroidered
with the Howers ot the angsana” Embroidery is also mentioned n the Hikayat Inderaputera, which describes.

the palace (ast turnished with mattresses decorated in a figured golden fabric and embroidery
teatunng swarling tloral designs on subtle patterned chintz”. Raja Chulan made reference to embroidery
n the M Mclayu “unturled at the top was a drape adorned with interlaced floral motifs heavily embroi-
dered m gold thread . adding nchness and splendour to the patterned velvet fabric*

Intekat embrordery. gold thread is embrodered on a base fabnc of velvet

his combination is

also known as s timbul trsed or embossed embroidery | o tekat bersuz. The term suji is also often associated
with embrardery done with silk thread  In classical Malay texts, the embroidered preces are referred to as
dewanga bald beremas (velver patterned or embrordered with gold) In short, the terms sulam’ tekat’ and ‘swji’ are
used interchangeably o refer w embrodery. but embroidery with at least one of the tollowing charactenstics
needlework in rehel raned from the surtace of the fabne with the embroidery threads sewn over a filling;
thickset layers of gold threads pressed dosely together and anchored 1o the base cloth by lighter threads; or
an embrordery-apphiqué kelmakan) which tixes gold leaf to the surface of the cloth,

The orgins ot these types of Malay embrotdery are uncertain: Based on the use of gold thread, and
on simtlanties of appearance and torm one could suppose that they began together with the weaving of
songket Traditonal embroidery of the Malay world includes royal paraphernalia of the istana (palace),
regalia and omaments embellishing the throne and roval bridal dais, for royal weddings and coronations
Windstedt saw m this a connection 1o the luxurious and prestigious textiles and embroidenies of India and
China The invanable use of embrordered claths at court as well as the Sanskrit name of the curtain
tringe probably pomnts to an Indian orgn for the art and the Chinese chronicles of the 10th century
speak ol ‘Hlowered silk adorned with pearls, and ‘canopies of teathers and embroidered curtains' .

Fmbrondery s ohten assocated with the garments of royalty. Court costumes tor men and women
were nchly encrusted with sttchery worked in silk, gold and silver threads, often studded with glittering
and arnate embellishments: The dothes worn by Anggun Cik Tunggal —a famous character in one of
the legends in the pantheon of Malay tolklore — are described as being brocaded with glass spangles
see Hikayat Awggun Cik Tunggall “Glass by the thousands at his waist, glass by the hundreds at his feet,
strung together i a suit of diamonds” What s referred to here as ‘glass” s the glitter of spangles sewn or
embroidered on the accessory worn around the waist (a belt, girdle or cummerbund) or on the pants or
wousers The sanullaung brilliance is produced by small, sparkling decorauve sequins labuci’, jemeks” or
spangles or gold thread covered with metallic speckles: The use of such matenals points to Chinese

intluence Such gold thread embrowdery. complemented by glass beads or sequins, is still made
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Like other crafts. embroidery was not practised 1n solation. The opening of new trade routes
hetween the Malay Archipelago and China refinement in the tield of art and aesthetic appreciation as
well as the tlowering of all the arts and cratis resulted in an exchange of decorative styles, matenals and
techmques During the golden age of Malay rule in Melaka. gold thread embrowdery in China greatly
inspired local craftsmen and women Numerous items of Chinese embrordeny tound their way into

Melaka, some as gitts from the Chinese emperor to the sultans of Melaka The texts record the Chinese

emperor sending the sultans “velvets silks and gauzes embrordered with gald  as well as the tamous
silken embrowdered dragon robes In the 1oth century the torms. designs and techniques which
crattsmen had imhibed trom China continued o blossom throughout the country in the new courts
that arose atter Melaka's tall to the Portuguese in 1511

In the context ot old court tradition. clathes embrodered with gald thread and sequins are strictly
torhidden to commoners: The hasic matenials used tar embroidery — velvet and gold thread — were
reparded as exclusive possessions of the privileged and wealthy and ordinary subjects were permitied to
wear them anly 1f they were bestowed as wifts trom the king

Centres tor embrowdery tlounished in Perak Tohor and Pahang [n Perak and Pahang. the art
of embrowdery s believed to have been fostered in the palace i Kuala Kangsar Perak n Pekan in
Pahang and Kota Tangar and Keluang in lohor The hertage of gold and silver thread embroidery as
atradivonal craftan Melaka was chronicled in 1880 by Ambrose B Rathborne  The women are dever
at embrordery . especially with silver and gold threads

In the late 19th century. gold paper applique was popular among the Malay community in
southern lohor and the lohor-Riau region This type af work known as tekat kefogban | was thought
by Brish scholars to have been mspired directly by the work coming from India and China, though
the mauls and desigos of this form are clearly more Arab in inspiration. Gold thread embrordeny
was papularin Perak and i Klang 1o Selangor Indeed . the Malays of Sarawak were well known at

this time tor both songket and embroidery work

THE CRAFT TODAY
The technique of embrordenng gold thread in reliet s sull practised today in Perak and Selangor In

rengranu. the art of embroidery ivolves the use of gold paper apphqued

the states of Kelantan and
ontovelvetorsilk I Sabah i Fast Malaveia particularly among the Bajau-lrranun people gold thread
embroidery 1w interlaced with layers of mulucoloured threads whereas the Malay - Bruneians i Sabah

rh

practine another vanation of this type of needlew

Fmbroery w alsa done with varous other matenals: For example. Sarawakian embrosdery

wes decorauve sutches ol thread made ot gold paper known as tekat e kelokar or kemkam

Sarawak ! Terckam Terontuanu uses a pure gold hlament thicker than other vanieties of bine gold thread

and worked on silk or georgette ta make vanous traditonal headgear such as scarves or stoles (selonding

and verls selayab L in Sarawak or manto (small stolet m Tohor Rya
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In Perak, the art of

was originally d by royalty. The Raja Permaisuri of
Perak (Permaisuri Sultan Idris Murshi du A'dzam Shah, 1887-1906) was not only a designer of decorative
sttching but a prolitic embroiderer herselt. A Brish contemporary, Leonard Wray, describing the work
of gold thread embroidery of that tume, pays tribute to Her Highness' crattsmanship: “The beautiful
embroidery was designed and worked by H H the Raja Permaisuri, the second wife of the Sultan of

Perak

These were the presents which the Sultan of Perak gave to H R H. the Prince and Princess of
Wiales when they visited Singapore 1in 1901, The Raja Permaisuri is acknowledged to be one of the most
artistic designens and workers in the country

Perhaps the best example of her creation at its most sumptuous is the ceremonial attire of Sultan
Abdullah Muhammad Svah 11 the 26th sultan who ruled Perak from 1874 0 1876 1t is a resplendent
outht adomed with gold-thread embraidery of tern- and dagger-shaped motifs. Worked on white fabric,
it combmed regular counted thread illing sutches and the swirling floral designs characteristic of many
ather creations of 19th century Malay embroidery

Other embroidery works praduced by the Raja Permaisuri of Perak included a square covering for
the roval dais praver mats numerous intricate and multicoloured tapestries, bolsters, crochetted pillows,
kns sheaths cushion covers kns holders and decorative or arnamental boxes She was also known to
have used her fine craftsmanship to make other traditional royal paraphernalia such as the au or cior, a
special three-lavered mat or divan embellished with gold or silver embroidery. and meant for the sultan

Though s sull an integral part ot roval pamp. splendour and ceremony. the art of embroidery
has since spread bevond the preserve of rovalty and is now enjoyed by the common people, who
pracuse the crattin their free time: Due to the meticalous and ume-consuming nature of the work,
embroidery is done only i stages, and only when required tor a special purpose. Young ladies who are
preparing for their wedding will work on their own trousseaux, making decorations for the bridal dais,

the mosquito net and awning elambu ) suspended over their matnmonial beds, curtains, door valance:

mllow vases decoratve pillow-end plates. hedspreads. hand-held fans, betel sets (tepak sinh), food
covers Ui sap ), shoes and many other ceremonial objects

Embrodery is almost always limited to decorating tuncuional articles, like clothing or furnishings
Embroidered preces are used as decorations i special nites and ceremonies, such as duning a wedding, a
marnage praposal, the birth of a child. aircumanion and the ceremany upon completion of one's

reading of the Quran therkhatam Ouran ). to name a few Because the basie materials used in embroidery

are costly s use among the local people is rather restncted . Great care and attention is also required
to mamtan and preserve an embroidered item of fine workmanship and delicate elegance, and this
makes tekat preces impracueal for everyday use

A number of surviving embroiderers skilled in the art sull deal directly with the Malaysian
raval courts and palaces They recave special commissions to work on embroidery picces for official
ceremomies at the istana. ar even tor the day-to-day needs of their royal patrons. In the state of Perak,

tor instance embrordery as a handicratt s sull very popular. The centres for Malay embroidery in
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Perak are in Kuala Kangsar, Sayong, Kota Lama Kanan, Kota Lama Kiri Kampong Belanja and
Kampung Sadang in Parit, and Teluk Intan: Several areas in Kelang and Jugra in Selangor are also

well-known for their magnificent embroidery and trad: | tinc ¢ F

THE PROCESS

The most important basic materials for embroidery are gold thread, white thread and velvet Apart from
these, other secondary materials like sega rattan, thick paper and starch (as adhesive) are used to make the
template. the padding or filling that produces the ‘raised effect’ which — as some traditional practitioners

of Malay embroidery would insist — is what the term sam tekat really refers o

Base fabrics are usually a matenal like velvet, lustrous and with a short pile. The velvet is usually
ot a deep colour — ruby-red, burgundy or maraon, or purple, forest green or black. Light colours are
someumes used 1o create efective contrasts. The use of velvet distinguishes the embroidery of the
Malays from that of the Peranakan or Straits-born Chinese of Penang and Melaka, who prefer silk or

mushin: The backing fabric. put an betore the actual embodery takes place, is usually made from cotton

or chintz placed i the centre of the stretcher frame (pemidang
Sega [ Caliimus vaesies s a type of smooth shiny rattan with a polished finish. It is used to make

the template or filling lor the embraidery: The sega is cut according to the pattern that is to be produced

Scaa v alvo wsed ta remforce or strengthen delicate work, for example the coilings around the edges of a
tood cover Thick paper or several layers of ardinary paper glued wgether with starch or other adhesives
can also be used o make up the backing for the embroidery. Many embroiderers prefer paper as the
template hecause 1t 1 softer. more pliable and easier 10 cut to shape and paste onto the fabric. Coarser
threads and other libres can be used as fillings for very delicate work

Woaden stretcher frames with or without legs or floorstands are constructed according to the
dimensions of the work t be praduced The embroidery needle (known as aibang or lakai) is a medium-
sized stylus used o twine the gold thiead This medium-sized stylus is made of bamboo strips measuring
approxmately 20 cm by 8 ¢ The two bamboo strips are crossed together and tied like a crucifix
Strands of gold thread are wrapped aver the pornt where the two bamboo picces intersect. The stylus for

embrodery can alvo be made of wood. copper. silver or animal horns

STITCHING

AND NE

"EDLEWORK
T'he gold thread from the stylus s stitched across the template or backing matenial from right to left. The
method s somewhat akin to a techmque known as underside couching, in which the fine thread used to

hold the

hicker couched gald thread i pulled with cach sutch, thus bringing the couched gold thread
down to the underside of the fabric at that pomt From the front none of the couching stitches are
visthle and the gold threads look asal they are sewn through the fabric. When the gold thread has been
securely sutched 1o the template 1tis fixed o the velvet with uny sutches: The white thread has o go

through the underside of the template without leaving any sutch mark on the surface. The joining
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stitches must be tight and secure. The gold thread has to be placed closely together cach tme it s laid
across the template so that no part of the template shows through This gives the embroidery a fine
beautiful finish with precise outlines: The embroidery is worked over the entire mout unul the template
is covered with stitches Sequins and beads are usually used o cover thread joinings or the empty spaces

created by broken pieces of the template. which usually occur at the joints of stalks of flower moufs

DESIGNS AND MOTIFS
The embraidery of the Straits-born Chinese generally employs amimal and bird mouls, whereas

Malay designs predominantly feature plant and toral mouts, calligraphic patterns and some stylised

wd geometrie bird designs usually arranged within interlacing patterns of corling stems. Regardless of
which motf 1s used to design Malay embroidery, all of them are organically-styled The thickness
and width ol the template will determine the suches employed

Popular plant motbs used include the puck paku (2 type of tern i bitter gourd leat Wawe peria) yam

Teal daun kelad 1, padi leat or grain and bambon shoots (puck rebung) The repertarre of flower designs
used include the four-petalled clove Blossom  the six-petalled mace or areca nut bloom, the hve-petalled
Iubiscus, the sunflower. orchid, buniga asan hatw, b tongken (@ type of climbing plant. Teosma cordata
butter gourd bud, white cempaka chrysanthemum and the pomegranate tlower

CGeometric designs mclude retculated tmangular and square patterns checkerboard lattice and

plated patterns. reculineal lines or Dongson-like S and double S shapes. Bird moufs are rare compared
10 plant and Hlower mouts OF the several samplers of embrowdery on display i the Muzium Negara in
Kuala Lumpur, only ance embrordered mat uses bird patterns as is primary mowt Bird motifs used in
Malay embrondery have been moditied 1 create the awan Lisat ar continuous Hoating clouds effect n
which the bird designs are interinked with plant and Hower motls w0 form a composite design

Meanwhile in Sabah calligraphic embroideries teaturing the words Allaly and (Prophett NMuhammad

have been known to adorn the hangings or drapes of bridal plattorms

LAYOUT AND ARRANG

MENT OF MOTIFS

Matibs are combined in a harmonious arrangement Geometne patterns and foliage mouts mingle

acetully in Malay embrondery works For example in a door valance plant mouts and geometric

F
patterns ke the swastika — two designs which would normally be mcompatible with each other — are
mtegrated with the sharp stndent geometne hines muted by the orgamcallv-styled curves ot the plant
motls Similarly tnangular patterns are trequently arranged i andem with plant motifs. enher as a
composite mout or as decoratve borders i the puck rebung design Here: the basic tnangular patterns
give a geametnic teel while foliage details create flowimg curves

There are three tvpes of lavouts 1in which the motifs can be arranged in single formation susun

tunggal | i crockets or sprawling formaton tsusan sulur bayiong 1 and the mtertwining formation known as

susun awant Laat In the single formation lavout the leat bud. blossom and stem in a tlower motit are
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combined to form one whole flower stalk’ This type of arrangement is normally used for embroidery on
square or rectangular surfaces, like cushions or pillow cases In the crocket arrangement, the mouts are
arranged in sprawling formation akin to the creeping and spreading tendnls of a plant. Howers, leaves
and shoots can also appear, but what 15 important is that cach stem, stalk and Icaf must be arranged
symmetncally For example, if a flower 1s placed in the centre of the design area, 1t must be flanked on its
nght and left with leaves. tendrils or creepers which unturl and twist upwards and downwards to give the

design a sense of balance, proportion and congruity Embroidery works which often have moufs arranged
laman) and the

in this type of formation include door valances, the thresholds of the bridal dass (ber

tive- or seven-layered multicoloured embroidery designed peterana (plattorm) or tikar panca Imarriage mat|
rat usually cover the enure design arca

Moufs arranged in the intertwining formation of awan
The pattern s interconnected in such a way that it s almost impossible to trace where the embraidery or
sutchwork begins 1t s because of the ditficulty of discerning the representations of Hlowers and other
natural objects which make up the overall convolution that the pattern is termed awan larat As the term
suggests, the pattern s compared to moving clouds bultetted by the wind, evershitung and dithcult 1o
read. Works of this design are among some of the most highly esteemed examples ot Malay embrosdery

larat has declined, and such works are rarely undertaken anymaore

Untortunately. proficiency in anwd
In conclusion. gold - thread embrodery s an itegral aspect ot the Malay decoratve arts Its

nch and sumptuous etfect s reflected through a techmique which demands fine and meticulous cratts
manship Although it lacks vanegated colours, Malay embroidery waork remains outstanding in its use ot

acetul nataral mouts and subtle orgamc styles: The use of ghttering gold thread couched work i

the finest sttching techmique juxtaposed with dark-coloured base fabricy to delineate the intricate

patterns, gives the embroidery a magnihicent shimmenng appearance The pieces embellished by

embrandery are in themselves unique creations that epitomise the distinctive culwral identity of therr
creators and embody the nich acstheuc hentage of the Malay community It nothing else, the crattsmen

and women wha dedicate themselves to this art have. through their imaginative interpretation. trans

tormed the beauty and majesty ol their natural surroundings into a worthy art form

WIS TUE PATTIRS
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THE PUA KUMBU: SACRED BLANKET OF THE IBAN OF SARAWAK

by Vernon Art Kedit

To the Iban of Sarawak. the pua kumbu is not just a blanket. It is a sacred ceremonial and ritual textile.
The word pua in Iban means ‘blanket; kumbu means 'to wrap’ Together, the two words mean a 'grand
blanket” However the pua kumbu is very seldom used as a sleeping blanket. It is reserved tor the times
when men and women seck an encounter with the spiritual

Commentators often miss the point that the weaving of an Iban textile, especially the pua kumbu,
represents a deeply spintal and socio-relious undertaking. 1t is a sacred activity that is incumbent upon
every [ban woman. so as 10 establish her womanhood and worth in a society where gender roles are
specitic, and where spintuality 1s intninsically linked to every aspect of daily life. As a weaver, she takes
her place in the spinitual regencration of the traditional values and religious norms of her people.

Iban oral history. mythology and cosmalogy reverberate with the use of textiles as sacred cloths.
Iban adat or law preserved and embodied within Iban oral literature, prescribes the use of textiles as
sacred accoutrements at nitals and ceremonies: The carliest mention of the use of textiles as sacred
objects appears in Iban creation myths, the first man and woman who were brought to life by the shouts
of Raja Entala Kery Raja Petara. the Ancient Creator God, were created under a pua kumbu. According to

this account, the pua kumbu 1s believed to have already

xisted at the beginming of ume, even before man

was created and ity use as a sacred ntwal object throughout ban history preordained

IBAN TEXTILE CREATION
The ancient Ihan wove their daily ceremonial and ntual textiles on the simple back strap tension loom
Rough threads or whong of home-grown cotton called taya empelar were the only material available. To-
wards the end ot the nineteenth century. Chinese boat hawkers or lampu cina began trading pre-spun
cotton threads. both coloured and clear. along the nvers of the 2nd Division in Sarawak The availability
of such threads contributed signiticantly o the weaving ol textiles of finer quality

The Iban tradinonally colour therr threads with natural and vegetable dyes obtained from the
raintorest Leaves barks. root scrappings. vines. seeds. tlowers, wood ash. palm salt, nut ail, chalk-lme
and truits of wild and cultivated plants were ingeniously used to extract colours ranging from the lightest
berge and pmk 1o the darkest blue, chocolate brown and ash black The Iban, however, are famed for
their unique deep maroon red colour which is obtained trom the root scrappings of the atgkudu tree
maronda atnfolucspr - The work o dyeing texules takes many days. sometimes months, and is principally
the wark ot women The method s laborious, and as vegetable dyes never give a consistent result, it is
the expertise of the weaver in preparing her concoctions and blending her tones that determines the
shades and hues ulumately achieved  Dye recipes are dlosely guarded family secrets

The principle weaving techmique employed by the Iban is layered warp-ikat or kebat enggau pampul

Lt 1s the resst-dyeing process inwhich designs are reserved in warp yarns by tying off small bundles of
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the warp yarns with beeswax-coated fibres of a palm leat to prevent the dye from penctrating. For
cach colour, addimonal tying or partial removal of the bindings is required After the last dycing, all
bindings are removed and the varns are ready for weaving (Maxwell 1990 417)

The Iban are also familiar with other methods of weaving, especially vanations on the
supplementary welt techmque Textiles especially ceremonial dress, are also additonally decorated with
bells, buttons, beads, cowrie shells, fish scales, comns or amulets: A warrior may sew onto his ceremonial
vest the hair of slan enemies as a mark of his explons. In the old days. vests and loincloths were

fashioned from barkcloth extracted from the bark ol the pedalai tree

Gold and silver threads are reserved for the finer ceremomal textiles Rich anstocratic Iban families
of the 19th and early 20th centuries, particularly of the Batang Saribas river system could attord such
luxuries and there began the fashion of using such threads as demonstrations of wealth and status This

display of lavish opulence still prevails today

STATUS AND SPIRITUALITY OF WEAVING
Creating textiles 1s a dncipline governed by specihe mules of ancient omgin revealed 1o the anaent Ihan
by the Iban goddesses of weaving, Kumarg and Lidong The making of all Than texules in particular the puia

kumbu takes on a nwalised form: The Iban believe that every pus

abu Contains a spint which generates a
supernatural force, imbuing the cloth with spintual potency. When a weaver begins work on a pua konba . she
enters a precanous spintual state where her sprit s in contention with that ot the pua kumbu she s creaung
She must Capure’ the spint of the pa kumbsu. which had its spintual birth in the ban Hades: Sebavan and
must altimately translate’ it onto the fimshed work, where e will have i nataral birth When the weaver has
successtully completed her pua kumbu she s deemed o have trumphed over s spine With every pui kimby
she successtully creates. the weavers spinal strength s enhanced

However it a weaver transgresses. willully o ignorantly any nitual or technical sule of weaving
she may ncur divine displeasure: To contradict the preseribed order and tradivon of texule creation s
expressly forbidden The unfortunate weaver i then said o be spiriwally vulnerable and may be visited
with nightmares ll-health madness, or in the extreme. death. The only solution s immediately to

abandon work altogether for a peniod of tme and make sacnticial offerings o the goddesses

The Ihan further helieve that a weaver with a weak spint may alvo be vulnerable 1o personal
tragedy, as a consequence of her spint beiny ‘comumed by that ot the pra kumbu she s weaving

This concept of being spintually defeated or made impotent s termed liyu hiterally 1o wilt” The
unfinished pua kumbu must be completed by another woman of greater expenence and spiriual strength
Throughout this entire period of creatng texules: dicams have an important role o play A weaver

would stop all weaving acuvity if she were to have a mightmare Conversely, 1 a weaver has a dream

encounter i which one of the goddesses of weaving instructs her in some aspect of the art she will take
this as an endonement ol her growing spirtual maturity. The Ihan believe that any dream encounter is

spiritualand all such encounters are acknowledged as dangerous: Thus to survive such an expenience s
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percerved as a mark of spiritual strength. 1t is also through dreams that mature weavers are sometimes
inspired to compose original designs, which are regarded as especially potent as they are the result of
powertul encounters with the spintual. Thus, when an iban woman undertakes to learn weaving, she is
embarking on a road that signals her inttiation into the realm of the spiritual, discerning the deeper
dimension of adat or Iban law and gaming a deeper appreciation of her peaple’s tradition and culture
Every hinshed pua kumbu bestows upon the weaver spiritual enhancement and improved status
within the community. In the old days, the traditional Than woman regarded the discipline of weaving as
an endorsement of her worth. Depending upon the spiritual and technical maturity of her work, it was
the principal way by which she obtained and enhanced her status within the community. Thus, the
traditional Iban woman viewed her success i life by her status within the female prestige-system

[his prestige-system was a hicrachy ot ascending degrees of staws-rank based on weaving achieve-

ments. Each woman was valued according to her merit as a weaver The highest status-rank was that of the
sdu tan akar L ngaror She Who Knows the Secret Measurements and Leads the Ritual of the Dew’. This THTAIL OF A SURGEIT

NANGE USING THE WEFT
highest status-rank could re:

lly anly be achieved by women who were bom to it into families of ‘inherited’ Jos S
spirial suengh and the highest social position. Women from these families guarded the ritals of the T BACK FORTION
mordant hath and the secret methads by which they achieved the elusive neh burgundy colour of their pua ,'”‘\'
Kb 1t was not unasual for certain families to have hoasted unbroken lines of master weaver-creators. Not s oW oY THE
only would such a master exhibit unmarched technical skill and spintual matunity in her weaving, she would :”H‘m: R
alsar be thoroughly conversant with Than oral lierawire and would lead i the chanting of esoteric rites in SARIBAS. ANV RECOUNTS
major ceremonies. Such a supreme woman would often be the recognised authority in matters feminine and I‘“"“
supernatural — a position of much honour which every traditional lan woman aspires to achieve. TALE A BAUCE BIAKING,

SUCH AN IMACE ON A

TACKIT ASSURES 18

"HE SPIRITUALITY OF SYMBOLS OENIRENIANCED

. SHIRITUAL POTERCY
The repertarre of images and designs found on Ihan textuiles s extensive. The flora and fauna of the
ANE

fomen provide the keen mind with wild ammate images. allowing the mature weaver to TRON BANCER

TECTION

ramnforests of
draw spiravon from both her world view and the Iban pantheon The heavens and all their inhabitants
would hind themselves captured onto cloth: ther reflections caught and harnessed to sustain power

Ditterent symbaols and designs have evolved through the centuries, cach one invested with meaning and

potency In the Batang Saribas niver system: the depiction of actual deies and personaliues are restricted
to only the most experienced and spiritually mature weavers of the anstocracy. Fanulies with ancient
weaving traditions own motts that are ‘copyrighted and whose use speak of kinship, ancient power and
privileges: Plagiansm s torbidden, the penalty a termble curse on the offender

A novice weaver may copy the simple designs of textiles previously woven by her female ancestors
and close contemporanes without much danger to her spimt: She has the freedom to compose and
expross her ownanterpretation of a classic or famous design, so long as the basic design bears some
semblance to the origimal On the other hand, the mature weaver may compose a completely original

design. moul or symbol although she risks being penlausly exposed to the powerful spirit of the new
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design Spinitual maturity 15 a necessary prerequisite. The only overniding onus on all weavers,
whether novices or master weavers, s that they ensure that the use of symbaols and moufs in composing
the overall design s conventional. and in keeping with the ancient rules of weaving

Nevertheless. one must be emphatic in stressing that patterns, motits and symbols by and in
themselves are largely insignificant. Simply alienating and identtying specihic mouts for the purpose of
attributing special importance to them without fully grasping the whole compositional design. 1s as good
as not being able to see the forest tor the trees Moreover, such callousness simply oftends the very
heart of the rason detre ol weaving. which s principally a spiritual undertaking

Therelore, o appreciate the ‘story o any pua kumbu tully. one must fully appreciate the life of its
weaver-creator, the times in which 1t was created and ulumately possess a comprehensive and near
encyclopacdic knowledge of Iban history, pantheon mythology lore and law A pua kumbu can thus be
perceved as one large canvas upon which its weaver has given expression o her peronal understanding
of her relavonship with the spimwal realm In short, every design tells a tale be it a pictorial poem. a
legendary narrauve a spirual offening or even a wild tantasy on a conceptual theme  The weaver

er archivist. histonan and commentator

becomes not only an artist but also a storviel

THE RITUAL FUNCTIONS AND USES OF PUA KUMBU

Iban mythology recounts that ancient Ihan were taught by a culwral hero called Sera Gunting the use of

the pua kumbu i receming head trophies: Sera Gunung especially prescribed that women . where possible

wuse the great pua kumbu called Lebor Ape Mansawe Tase Dilab Kendawang or The Blazing All-Consuming Fire
with Edges Coloured Iike the Tongue of the Krait fin shore febor api. when ceremonially receving
treshly smaked head trophies from therr warnor hushands or surtors on thesr retarn from successtul war

expeditions: The power ot the consuming hre harnessed within such a blanket s believed to have been

so potent that st would have disarmed any malevolence emanatng trom the head trophies. which were
themselves potent symbaols of the Than ferulity cult and male martial ageression: Only the most spinit
ally powertul master weavers would have braved the challenge th weave the ominous lebor apr
Althaugh the lebor api s rare. most anstocrauc han tamilies hoast at least one hereloom
lebor apr which would have been used for its intended purpose i the old davs of headhunung The
lebor apr is ditterent trom other pua kumba in that it is not made by the tkat method but i laboriously
woven by the sungkit (welt-wrappingt method. Although lebor apt may come 1n many ditterent prctorial
designs their one common charactensuc s the nich maroon red colour of the makudu dve reterred
o as mamsau by the Iban. a representation of the consuming fire
Besides harnessing supernatural torces and turnishing spinal protection upon mdividuals or
tamilies, pua kumbu also provide a tanscendental element in creating a hnk between the human and

spintual dimension duning speaibic occasians: This s given expression by the concept ot sacred rial

IR PI .
space Pua kumbu are used to detime sacred nitual space at any number of ceremomes — marnage feasts
AT

s s o luneral and morary nials padi caltivation reaals. and rtual punitication and healing In all these
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ceremonies, the pua kumbu serve to protect and strengthen those whose souls are undergoing a dangerous
wamsition or journey — such as the recently deceased, the dirge singer who accompanies the departed on
part of his journey to the afterlife, the bridal couple embarking on a new journey through life. Indeed,
the pua kumbu hiterally accompanies the Iban throughout his entire life, fram birth to death and beyond.
by virtue of their potency and value, pua kumbu are also used as ritual currency. The Tban manang
almost always requires an kat skirt called kam kebat, or a simple pua kumbu, depending on the ritual per-

tormed. as pavment far his or her services Ihan fines, both nwal and legal, include the use of pua kumbu

as pavment 1n the case of major offences. And the dowry of a bride is never complete without textiles
As the possession of pua kumbu in tradivonal society demonstrated wealth, status, prestige and
power it was incumbent upon the women of anstocratic families to create new cloths of the finest
quality. Pu bionbu and other Than texules are passed down through the family, to be used and treasured
as hetrlooms In today’s world . they have become relics of the past, of the colourtul ceremonies
and sacred ntuals once celebrated by renowned ancestors
An example ol such a ceremony is the esotenic Gawar Burong, or Fesuval of the Bird of the lban

ot the Batang Sanbas niv

er system Pua kumbu bearing graphic representations of palm-like trees are

displayed around a shrine made ot a post symbolising the exghth degre

of the Gawai Burong, which is

called tamt ranyan tthere are altogether mine degrees of the Gawa Burong, each degree reflecting the

spintual maturnty of the celebrants The ranyai is the great sacred palm that flourishes in sehayan, the Iban
afterlife s a recurning symbol ot suength and presuge A celebrant wishing o sponsor a Gawar Burong
must be a brave warnor or an anstocratic leader of great prestige, and he may only sponsor the Gawa
Hurong depree by degree unul the evcle of nine 1 complete

Likewise anly women ot parallel status-rank would dare weave-create pua kumbu bearing sacred
motts and designs ot the mine degrees of the Gawar Burong, especially the sacred design of the ranya
The mnth degree. called Geras Papa or the ravenous gant demon’ of the Gawai Burong, is rarely ever

achieved or celehrated Its expression onto cloth by great master weavers s very rare indeed

MODERN TRENDS AND THE DEMYSTIFICATION OF IBAN TEXTILES
The social politcal and economic structures of the Than of Sarawak have seen much change during

the latter part ot this century. The modern waorld with its promise of rapid progress and development,
has given nise to an instant materahism culture which exposes traditional [ban practices to rapid

mployment oppartuniies, spending power and education have, in part,

socio-culral changes
alienated many Ihan trom their tradiional pursuits

The contemporary Than woman also regards the traditional system of status enhancement through
weaving as an archaic and redundant acuvity: University degrees and corporate firms are now her chief
concerns Even when a woman elects to remam in the tradivonal longhouse commumity, weaving is
relegated tosecondary importance atter cash-cropping or some form of wage employment, though it

must be sard that in some instances this is due to cconomic necessity
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In short, pua kumbu weaving, with all its attendant ritualism as a sacred feminine activity, has
Iierally gone out of vogue With the advent of Chrisuan missionary acuvity, which dispels behief i the
old gods. the link with the spintual 1s being eroded in many Ihan communtties: The increasing disintegra
ton of tradinonal culwre and religion has rendered nitals and textiles redundant Consequently. the
necessity tor contempaorary Ihan women to weave sacred ceremonial texules is no longer there

In the tew places where Ihan texules are sull woven and the old tradition practised, ancient motits
and designs have been preserved and sometimes renterpreted to accommodate and encapsulate modern
portrayaly of tradiional Iban values The work of master weaver Nicholas Bryan Entarey tone ol the very
few contemporary Iban male weaverst retlects his concern for the tradional His intrusion into an
otherwise female domaim in a society where gender roles are detined has not been ndiculed but
welcomed He has resurrected and highlighted the importance of the tradional valiies and methods of
i kumbu weaving among his contemporanes: Although his designs draw trom classical themes his
unique modern mterpretation of them expresses and radiates exuberance. boldness and imtegnty

Nevertheless, there 1s an alarming tendency amangst many contemporary weavers w oversimphiy
designs as well as methods Pua konbu ol handspun cotton dyed with natural vegetable dyes have given way

i chieap instant aniline dyes This dilution in

w synthetc cotton varms and modern colours brewed te
method i probably due to the constramts of ume and an unwillingness to work the laborious and menculons

bat method of ofd but it also betrave a disturbing lack of interest demonstrated by contemporary weavers in

the esatenic knowledge and nwals of tadivonal pua kumbu creation

Souvenir type testiles are produced i bulk at cratt centres and adopted villages: These jomt-ventures
are sponsored by concerned agenaies i the hope al preserving traditional handicratts, sustaiming ethnie
entreprencunship and markeung tmibal art oo wider audience: The recent innovative praducton of contem
porary quality Than sk textiles employing tradinonal methads by Than weavers of Rumah Atong Batang
Rejang has generated imerest within the fashuon ndustry: both Tocally and abroad In <hort commercial

trontiers are hemg explored for Ihan textles It uncertam and questionable whether such ventures will be

ntradiction

able o stmulate and sustam the pure sacred tradiion of weaving as the two methods are 1in ¢

with cach other The contemparary method st mass produce ethnie texules for a large tournst market

where commercal viability i the doving force while the tradiional method s a sacred expression of Than

values demanstrating status and spirital maturity with no thought of profic marging

caving however, does not look oo bleak Tt not

The tuture for than vadinonal textle w

of traditonal Iban textle weaving as a sacred spintual

unrealintic to envisage that the mass restorat
undertahing amongst Ihan women can be realised through and with a renaissance of Ihan cuilure

as a whale This can be achieved through o tue understanding and appreciation of Ihan traditonal
values and litestyle by the Ihan themselves: There s no need tor a return to the old religion However
there i an urgent and dire need tor the Than to lve the tradimon and values so deeply held by

his ke s toretathers Test bis mich culture pass him by swallowed up by the msant and

impressive highetech hfestvle of the 218t century

The Cratts of Malayaia
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he most abundant metal tound in Malaysia is tin, the richest deposits being in the Kinta valley
of Perak and the Klang Valley in Selangor. Base metals like copper, lead and zinc have been
discovered in Ulu Sukor. Kelantan and Tasik Cini and the Mengapur area in Pahang.

Currently, the largest copper mine in Malaysia is situated in Ranau, Sabah. Small veins of gold

have been tound along the central axial belt from Kelantan through to Pahang, Negri Sembilan and
lohor. and gold 1s presently mined at the Bau District in Sarawak. Iron ore is mined on a very small scale
n Pahang, Kedah. Perak and lohor, while the Sarawak niver delta in East Malaysia exported iron in the
10th to 14th centuries: Metal working has heen an established industry in all parts of Malaysia for several

centuries i forms ranging trom heavy weaponry to the most delicate jewellery. In all arcas of manufac-

ture local cratismen. although using simple wols, have achieved a high standard of workmanship

BRASS
The orins of brass, which 1s an alloy of copper and zinc. can be traced 1o the carlier art of casting
bronze. a mivture of copper and tn. Bronze working in Southeast Asia dates back to about 3,000 BC,
trom the evidence of archacological tinds i Ban Chiang and Non Nok Tha in northern Thailand. The
methods employed by these ancient craftsmen eventually spread across the Malay Archipelago

I'he art of casting brass was most hikely introduced into Malaya trom Thailand about three

crengpanu. Traditionally, cottage industries

hundred vears ago. and was centred m and arodund Kuala T
like gold and silversmithies thrived under the patronage ot the Malay royal households who required
domesuc and ceremonial abjects made trom these preciaus metals. The brass industry, on the other
hand owes 1s existence more 1o ordinary villagers who, being unable to atford precious metals,
used nbiects made from brass: These included Kettles large serving trays, bowls, large cooking
pots with lids and heavy buckets tor raising well water

As ume progressed. the art of brass casting evalved into a craft industry producing smaller
domestie preces of traditional design for decorative use and tor the domestc religious ceremonies of the
ardinary Malay household These mcluded such ems as candlesticks and candelabras, flower vases,
ashtravs incense burners dispensers for scented water and sireh sets which are made from white brass
irass was also used to make moulds for casting tin currency

The wrch set — composed of vanous small containers which hold the ingredients for the betel
chew — was ance the pvot around which Malay social ife wrned Ina Malay house, the sire set was
placed hetore visitors whenever they called. and they would then be joined by the host in the informal
nwal involved i preparmg the chew Sirch sets and atems such as incense burners and perfume sprinklers
were used i the ceremonies performed during Malay betrathals, weddings and funerals It was therefore
uncommon to find a Malay houschold without these brassware items

One ut the most celebrated preces made by Terengganu cratismen is the incense burner which is

now part ot the Terengganu Museum collection Tt was designed and made by two local artisans, Mat bin -
PRECEDING PAGES

Omar and Abdullah bin Hapr Aliaround 1940 1t was made in tour separate parts. the cover, charcoal A MALAY BRASS CONG
FROM SARAWAK
FACING PAGE A
BONGSON ERONZE ML
I8 MUZIUM NEGARA
ONE O THE 1INEST EVER
FOUND N MALAYSIA
THIS FAGE & sCuLP
TURLE BRONZE 1GURE

OF A BRAHAMIN SAGE
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contaner, the main body and the base. [t measures 119 ¢m in height and 72 5 cm across and was
onginally a gilt from Sultan Sulaiman Badrul Alam Shah of Terengganu (1920-1942) to Masjid Abidin

Early bronze cannons can also be attnibuted o Terengganu crafismen The manufacwure of such
cannons later Hlourished in Bruner as a result of Terengganu brass-smiths, who went over to start foun-
dries It was in Bruner that the Malays began to develop an artistc tlair for decorating their cannons.
using intricate designs based on local moufs, dragons and other beautiful patterns along the muzzles
From Brunci therr wark was imported into the neighbouring districts of Borneo. Much later the Ihan, and
to some extent other ethnic groups, began to learn casting methods and created their own styles —
cannons with dragons, crocodiles and many other similar designs — for their own purposes

The Maloh another indigenous Sarawak group. were well known for therr brass-making tech
mques and habitually travelled along Borneo's nvers offenng their services. Among the many items they
made were heavy brass carrings traditionally worn by the Iban, Kayan and Kenyah groups Such carrings
which extend the carlobes of the wearer were usaally cast n sand moulds: Among many Bornea peaples
bronze and brass gongs and cannons were highly prized as family heirlooms and were often presented
duning betrathals as badal gifts. Amaong the Melanau of Sarawak 1t was once customary to bury brass
objects, together with beads and ceramic obiccts. as grave goods

The dilference hetween hrassware fram Sarawak and Terengganu is readily apparent Sarawak brass
objects are usually decorated with figures of real or imaginary ammals like the dragon. similar to the
hrassware attributed to neghbouring Bruner By contrast, Islam protoundly influences art of the Pemin
sula, where geometne, toral and calligraphic decoranons predomimate Alternanvely the cratsman left

his work completely devand of decoration as can be seen in the smooth shiny brasses of Terengganu

TYPES OF BRASSWARE
There are two types of brassware made 1n Malavaia taday, vellow brass for more utihtanan pieces and
white brass — with a lusunious mirrored himsh — for more decorative items. Both types of brass are
mainly castin the are perdu or lost wax method Orginallv. beeswax obtamed from the wild was used for
thes purpose bu i more recent times wax has heen purchased from commercial supplicrs in Singapore

Betore the crattsman begins casting an item he needs o make a model of the wtem or a
section of 1t to serve as a master pattern This is either shaped trom a lump of clay or carved out of
wood The model is then immersed several tmes in hot wax which is allowed to cool between
each application until a covering of the desired thickness has been butdt up In order 1o accelerate
the hardening process the model is dipped into cold water atter each coating of wax When the
way tormation is thick enough the model s removed trom the wax shell The shell s then hand
turned to the required shape or thickness on a simple foot-operated string lathe

The wax shell s then covered with three ditterent layers of Tocal clay The finst laver 1s
unadulterated clay, the second a composition of clay and hine beach sand and the third Clay mixed

with nee husks The moulds are dned i the open tor several davs between each application Each of the

[
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three layers of clay is applied for a specific purpose. The initial layer is best suited for retaining a clear
impression from the wax; the second offsets shrinkage in the final layer when it is fired, and the mixture
of clay and rice husks prevents cracking when the clay dries out.

When the moulds have dried they are heated for about an hour in a charcoal-fired pit furnace,
together with the crucible containing the molten metal. The furnace, some 60 cm deep and measuring
from a half-metre to a metre in diameter, is normally made of ordinary bricks and is worked by manually
operated traditional bellows or an electric motor blower. The heat of the furnace causes the wax to melt
and drain away Molten metal is then poured from a crucible into the hollow moulds via the hole
through which the wax escaped. Any leaks in the clay are immediately sealed with fresh wet clay. After

the moulds have cooled and the baked clay has been broken off, the cast brass is examined for any flaws,

which are then removed and tilled with tin or lead solder. In order to disguise the repair work, a m

ture
of gold and aluminium crystals in varnish is rubbed into the spot. Articles which have been cast in
separate pieces are assembled by soldering: The items are then polished manually on a simple string
lathe The fine shine on white brass 1s achieved through the use of emery paper.

The composition ot local brassware is not uniform and varies according to family formulae, from

A LARGE HLUTED.

between one to four parts ot brass to one of nickel and one quarter of zinc. Yellow brass is composed of MASS SOWLITHIS

one part zinc to every cight parts of scrap brass: The better quality white brass contains more zinc and a ~ OWFCT 5 usuaiey
USED DURING KOYAL
quantity of nickel In the last two centuries, the supply of metal to craftsmen has been errauc. Formerly,

COURT FUNCTIONS
Chinese traders who sailed along the coast of Malaya imported the metal or sold strings of old Chinese
cash’ coins tor the purpose. In more recent times the metals used were obtained from Singapore, but in
umes of scarcity 1t was denved from spent brass cartndges and shell cases, ship piping and scrap brass

Most of the items produced today are bought by the local population and tourists. Although the
demand for brassware sull exists, supply cannot meet demand. This is due to several factors, one of which
1 the irregular supply of raw matenials: The method ot manufacture, too, is laborious and outmoded, but
craftsmen are reluctant to introduce new pracesses and techmques This has created an apathy among the
vounger generation. who see no tuture in the business. Unless something can be done to inject new life
into the industry. the carrent decline will lead 1o 1ts eventual demise

The most established crattsman in the traditional brass industry 1s Wan lsmail bin Osman, whose
tamily has been in the same business lor hive generations. His operation in Terengganu, which is a typical
example ot such localised and small-scale busimesses. 1s centred around the family home under which his
workshop is situated The forge is located a sate distance away in a corner of the compound. Most of his
waorkers are family members or neighbours, many of whom help out sporadically in between their own
domestic chores His most recent commission. ordered by the Ministry of Culture, was for several sets of
small brass gongs for the ciklanpong, a percussion instrument which forms part of the orchestra used by
local gamelan groups The manutacture of these instruments died out many years ago, but with the recent
revival of traditional Malay music. there is a new demand for them. With the commission from the

Ministry of Culture. an age-old tradition of patronage has been re-established
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IRON
For the past several hundred years, in Peninsula Malaysia and the states of Sabah and Sarawak in Borneo
iron has been used predominantly for the manufacture of blades, for weaponry as well as for domestic
use For at least seven hundred years, Malay blacksmiths have forged a varicty of weapons of war, includ
1 cannons, slashing weapons. knis and short daggers of vanous shapes and sizes In Borneo, to,
metalsmiths have been making fine weapons comparable to those of Furopean manufacture, for example

the Kenyah and Kayan swords from Sarawak Some of the very old parang made by the Iban and the

orang ults in Sarawak akso demonstrate a high quality of workmariship

In the past, since iron ore was not mined in commercial quantities Tocally. blacksmiths bartered tor
slabs or strips of the metal from foreign traders: Twentieth century smiths, however tound that scrap
iron such as old car springs made an ideal substitute from which to shape a strong and rehable blade In
the carly days a homemade domestic torge existed in most rural villages. where the ransmiths worked in
their spare tme when they were not occapied i the padi hields or with tishing

In order to fan the fire in the torge. blacksmiths used a crude torm ot homemade bellows niten
operated by children or a village elder Aur s torced down two hollow logs or large bamboo tihes by
means of a piston ughtly bound with strong cloth or layers of feathers: The bellows worked along lines
similar to a parr of bicycle pumps working i tandem to produce 2 continuous stream ot air On the
downward stroke, the pistn rods oree the air uecupying e logs down and el theough el tibes infe
the charcoal fire, while the upward stroke sucks in a fresh supply ot air with cach intake Another tvpe ot
bellows once i use ok the form ol a wooden rectangular box which was placed alongside the hire and
separated from it by a clay wall It worked on a similar principle wherehy a square piston was pushed in
and out to create a gush of air mto the tire: Unlike mudern hlacksmiths who use conventianal iron anvils
and who have an armay ot up-to-date tools at therr disposal, the brst ironsmith s anvil was simply a large
slab ot solid rock, while his hammer was just a stone lashed onto a wooden tlexible handle

A fine example of a blade trom a bygone era s the headhunter's parang dang from Sarawak These
were forged in the usual manner by repeatedly heating and tolding the red hot slab or rod and hammer
gt anto the shape of a blade. When the desired shape had been achieved. the blade was hardencd by

as accomplished by chiseling

plunging 1t into water The curly decoration on the back of the blade
notches it the hot metal, then torgani the points longer and bending them with pincers. As an added
embellishment a pattern was nlaid in silver or brass The most exactng part of the process was grnding
and polishing the edge with sandstone untl it was razor sharp Finally. wsing a composition of various
materials like wary. bane, horn and wood. a decorative hilt was carved and atied o the hlade, which
was then encased 10 a scabbard made from the same elements Today. the panang ilang 1« made only for
the tounst market and is highly prized as an authentic souvenie

The use of metaly differs from ane blade to another A good example is the kris blade. which s
normally composed of between two to seven thin layers of ditferent types of o Occasionally there

might be ay many as twenty-one ditferent layers: The blade which i believed ta have belonged to the
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legendary 15th century hero Hang Tuah, in the court of the Melaka Sultanate, was said to have many

blished a Tor 1

more ditfcrent layers of metal. The Malay craftsmen of Melaka
fine metalwork in a tradition which can be traced back to the Majapahit Empire of Java in the 13th
century. When the empire collapsed two centuries later, many craftsmen migrated to other parts of the
Malay Archipelago and later to the Malay Peninsula. Melaka then took the lead in producing the kris.
During the Melaka period. the kris developed into something more than a lethal weapon: it became a

prestigious status symbol of the upper hierarchy, an ttem of adornment and a token of spiritual strength.

The kns
Although in modern times the ks 1s no longer associated with the rich and powertul, to some it
sull remains an obect of mystery. believed to possess spiritual power, and to have the ability to protect
the owner from physical harm and mistortune: Tradiwonally, a kris of this description was revered
and treated according to certan nites and rituals in order to appease the spiritual element which, it was
believed inhabited the weapon 1ll-treatment or neglect might cause the guardian spint to depart
for s home in the spiritual world. leaving the kris powerless
Although some ks blades are made solely trom iron, most are alloyed with another metal,
usually mickel which is placed along either side of the ron and pounded repeatedly to produce a
damasked ettect The typrcal wavy edge of the kns blade is achieved by repeatedly reheating the metal
and hammenng the edges of the blade against the side of the anvil. Provided the blacksmith is well-
equipped, it takes him no longer than a day to make a good blade
The supertonty of the kns. particularly one believed to possess supernatural powers, is judged
according to the pamur or damascening ol the blade. and the quality of the allovs used. Importantly, the
kris must be compauble with its owner. The length of the blade should correspond to the distance
hetween the nipples of its owner, otherwise mistortune might befall him: A well-balanced mature blade is
considered more potent: Many: kris have become fanuly heirlooms, and are thought to be more powerful
by virtue of their association with previous generations
he comrect way o hegin measuning a ks 1s to press both thumbs against the flat surface at the
hase at the blade and move along. placing one thumb after the other along the blade, ending at the tip
Harmony between a kns and its owner would be judged by the number of thumb counts taken. The ideal
numher s predetermined by a medium who has been in contact with the spinit of the kris
A ko would not be complete without a hilt and sheath, requiring the skill of different craftsmen,
including the wood carver and the silversmith. Sometimes wory or horn are used to make the hilt and
scabbard swhile the other parts are covered with silver over wood Today, the most magnificent hilts and
sheaths mav he seen i the regalia of Malay royalty. Roval weapons are often embellished with gold

alia, the Sultan of Perak has the kns

and silver beautitully engraved with tradional moulbs In his re,
believed ta be the Tamig Sari. the famous kns Hang Tuah brought back to Melaka, The kris is now

beautitully embedded with gemstones on the hilt and sheath
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One look around a souvenir shop will tell you that the ks is sull popular, although now
simply as an item of decoration. Nevertheless, the persistence of the kns form s a reminder of the

glones of the olden days, when Malay warriors battled enemies using these umque yet lethal weapons

Onther weapons
esides the knis. many other types of thrusung and cutting weapons are found in the Peminsula
and in the states of Sarawak and Sabah. Some ol these are obviously torergn introductions of Arabic
or Indian design, while others appear o be of native ongin or mtroduced from nerghbouring states ke
Sulu. Celebes. lava and Sumatra All these weapons use iron alloy for the hlade

Another important ron weapon is the deor lotong. a Malay cannon whose name translates into
monkey's tail in Malay This cannon was made using the same cre perdu o1 lost wax process that was
used for similar brass weapons. Cannon balls were also made trom iron: Examples of some of these
cannons sull remain in the collecuons ot vanous museums throughout the country

The most skillful ironsmiths, who trace their descent trom a long hine of crattsmen, hyve in
Terengganu and Kelantan on the Fast Coast of Penmsular Malaysia: One ronsanth wha sull practises
the crattm Abu Bakar who hves in Pasir Pamang on the fninge of Kuala Terengganu From the day he
lett schaol at the age of twelve he became apprenticed to his grandfathers workshop By age twenty-one
he was already an established rronsmith in s own nght His workshop which s situated behind bis
home s a simple structure made from a few sheets of corrugated ron rooting

Although he s well-equipped with an array of modern tools, Bakar still uses the traditional
bellows, primanly for senumental reasons. as they belonged to his late grandfather His workshop is
very smalls with just enough space tar him to move trom right to left and arrange his work methodrcally
o that he does not waste time: The heating, beatng. shapig and polishing of the blades are all carned

out in this contined yet impeccably organised space The krs is Bakar's favounte weapon and although

the blades that he makes today are arnamental they are also fine examples of his umque skill and
a renminder of the bygone age of the Golden Chersonese In order to perpetuate his cratt: Abu
Bakar s now traming his son to follow 1n his tootsteps

During one of my recent hield trps, he was happy o learn that his products are accepted by
most ot the contemporary weapon collectors: This has encouraged him to reproduce other tvpes ot
traditional weapons He now preters to concentrate manly on producing short dagpers simply because
such weapons are fashioned easly and can be sold readily in the open market at reasanable prices In
order to keep hus craft gomg he also accepts speaial commissions: These may range trom a knis
mtended tor a brdegroom of a noble tamily. to wear when he sits in state duning the marnage
ceremony. o a kns meant to be presented 1o a forengn visitor as a bt trom royalty or from a minister
ol state: Abu Bakar tinds such commissions challenging as they provide him with the sumulus to further

pertect his skills Although hsted as among the best makers of traditional Malay weapons todav, Abu

Bakar clearly: has no intention of resting on hes laure
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GOLD
Owing to the nichness of its gold deposits, Peninsular Malaysia was known as the ‘Golden Peninsula’
and the land of the ‘Golden Chersonese’ by traders in the global network of the ancient world. Gold
flakes of superior quality were mined in Terengganu, and in Gunung Ledang in Johor and Gemencheh
n Negen Sembilan as early as 2,000 years ago

During the carly period of the Melaka Sultanate (1400-1522), payment for goods, particularly
tin and spices, was mainly in the form of gold dust which was also brought in from Sumatra, India, Goa,

the Middle East and China. Gold comns were not introduced into the Peninsula until the 16th century,

when Kelantan issued a coinage bearing the kijang or barking deer and floral motifs. Johor and Kedah
followed surt with gold coinages of their own a little later. It was these coins that were used by Kelantan
and Kedah to make the sheets of gold from which the bunga mas, a small golden tree, was fashioned. The
bunga mas. which stood about onc and a half metres tall, was made by the states of Kedah and Kelantan
and presented to the King of Siam as an annual tnbute. Of the few remaining bunga mas, two (one in gold
and the other in silver) both of which were made in Kedah, are in the Royal Palace in Bangkok while
one other, believed to be of Kelantanese origin, is in the National Museum, Bangkok. A miniature

version i gold s in the palace of the Sultan of Kelantan

The devel, of the craft of fash @ gold ornaments during that period owed much to the
patronage of Malay royalty in the caprtals of Kota Bharu, Kuala Terengganu, Kuala Kangsar and Pekan.
Goldsmiths who enjoyed privileged positions in the courts often lived with their families near the royal
palaces: Gold jewellery and ornaments, exquisitely made and often set with precious stones, reached their
peak i populanty during the 17th and 18th centuries

Pure gold s soft and malleable. so ornaments made from pure gold are casily damaged. Most court
jewellery theretore was made from gold which had been mixed with an alloy in order to strengthen it

The goldsmith usually melted his gold in a very small crucible over a charcoal fire which was maintained

at a constant temperature by a pair of | de bellows. Most of the articles were wrought by hand,
ustng simple implements modihied to suit the idwidual goldsmuh's taste and style. A conical shaped
mallet or small hammer made of butfalo horn — with a layer of soft alloy on the face — is the best type
of tool for torming circles. accomplished by bending the metal on its point and beating it with a hammer.
Probably the most prized of all the goldsmith's possessions were his handmade punches, which became
his signature and the means by which other crattsmen were able to identify his work

Other important implements included various chisels, tweezers, files, pliers and needle-sharp
engraving tools known as scribes In order to make gold wire, drawplates were used. These were thick flat
sheets of metal with graduated holes through which the wire was pulled using a steel mandrel rod.

Though having a number of techniques at their command, traditonal Malay goldsmiths were
particularly adept at repoussé work and  granulation. Repoussé — the art of embossing a pattern in relief
ante a thin sheet of gold — was widely used to decorate a varicty of ornaments. Granulation, on the

other hand. 1< a laborious and tme-consuming method of applying tiny grains of molten gold to the
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surtace of an ormament. Granules are added to provide decoration as well as to help secure individual
preces of gold in place, parucularly when an ornament has been composed of several segments, cach
embossed separately, cut out and soldered together In Malay work the granules vary 1 size the largest
measuring approximately 1S mmon diameter In many cases. betore the decoration is applied. the surface
ol each granule i hammered with a fine Hat-upped punch to produce a faceted etfect designed to give
added lusre: Galdsmiths also produced small tlat dises of various sizes that were applied i the same
fashion The granales and discs together with gold wares of vanious thicknesses. were commonly
used together to produce beautitul arabesaue patterns best illustrated i the necklace or dokak

Tinung the gold red or orange s another wehnique which charactenises Malay work Since gold 15
mpervings o most corrosves and never changes colour naturally: a comphcated method was devised to
produce this ettect: The obrect s fiest immersed tor one or two days 1 a day pot contaming a misture of
an saltand alum 1t then removed and cleaned betore being placed in hot embers tor about hive
minutes During the second stage o the process the gold abject is once agam immersed ina clay pot
contaming another mixture of ram . a teaspoon of sulphur and aslice or two of a dned acidic trut

iled for ten minutes and the gold then

Carconia atoriridis ) used i tlavouring carmies: The misture i b
taken out cleaned and heated once again over hot embers anul i changes colour

Gold rewellery and ormaments were usaally worn by the Malay anstocracy durmg oltical ceremo
mal lunctions: Animportant stem i the full ceremonial dress of Malay talers was the pordot or belt
huckle many ot which were enniched with precious gems Other tine examples of the goldsmiths work
are the pendants dokeh ) that were inspired by the shape ot the sk or breadinut Teal Many ot these
antique gold ormaments were covered with tny granules of gold known as telo ikan or tish egges. which
were caretully polished to carch the hight and highlight the prece Fach one took a long tme to complete
and it s evident that great patence and skhill went mta producing them

Oae ot the most unique ems produced i this region at that tme was the modesty dise or

wined ta cover the genitals of children: At one time these were especially

capiga heart-shaped dise de
popularin the north and cast of Permsular Malavsiaas well as Sabah and Sarawak Caping were
made from a vanety of materals including gold and coconut shell

Many of the ormamentation styles devised by Malav goldsmiths tor thewr patrons were adopred by
ather communiies Iike the Chinese Indians and Portauese: who migrated (o the Peninsala over the
ventunes. One o these was the habit of wearing the keosang a set ot three idenucal or matching

brooches used o secure an outhit consisting of a hlouse worn with a samma These broaches were otten

heavily engraved with difterent designs according to the wearers taste Malav women preterred those
hased ona vanaton of the breadtnnt leal design. whereas Peranakan women normally chose designs

¢ serond can be casily recopnined by

which depicted ammal torms or good omens The Peranakan ko
it distincive shape. and was often mounted with rough-cit precious or semi-precious stones
Mast ol the wealthy Malay. Portguese Indian and Peranakan women secured therr hair in a bun

with gold ar silver hairpins known as ek sanganl the longest of these measanng 15 cm- Ohnly one ar
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two would normally be used, but on festive occasions the pins were worn in graduated sets of three, five
or seven A bride’s formal wedding ature also included an claborate headdress, the crown of which
comprised a number of tlexible picces designed to quiver as the bride moved her head. Bracelets and
anklets, customanly worn in pairs, were made from thin embossed sheets of gold and were hollow inside.
The Malavs preferred these oraments to be decorated with foliated or geometric patterns, whereas
Peranakan women showed a preference for the sugar cane or bamboo design

The custom of chewing tobacco was introduced into this country centuries ago and became firmly
established among the Malay. Chinese and Indian communities. Boxes for carrying tobacco were an
important part of the Malay regalia, partcularly among the royalty and male members of the houschold,
who wore portable tobacco boxes suspended trom a chain around their waists. Another popular habit
among all the communities was the chewing of sireh leaves, a pracuce which is centuries old. Betel leaf
boxes fashianed trom gold and inlad with gems can be found as part of a sultan’s regalia.

The beginning of the last century brought about the dechne of local goldsmiths. This was partly
the result of gold jewellery bemg imported into the country. Today, only a few Malay master craftsmen
remamn as they struggle 1o mantan their skills. Today's gold 15 fashionable but not of the artistic quality
of the past: Although some of the modern craltsmen are na doubt capable of producing replicas of some

ol the tradivonal designs trom the past, their former beauty can never be entirely recreated

SILVER

Although silver obiects of religrous significance have been found in Peninsular Malaysia and Borneo
dating back to the Hindu Buddhist eras of the tirst millennium. silver, unlike gold, is not indig-
enous to Malaysia As a result silversmithing only evolved many centurnies later, as an offshoot of
an established gold working tradinon Raw matenals in the form of silver bars, mgots or coins were
imported into the country through toregn traders

During the 14005 when the Melaka Sultanate was at its zemith, silver, together with gold, became
2 svmbol of the wealth and pawer of the Malay aristocracy under whose patronage Malay craftsmen
tlounshed Among all the known methods of decoration used by Malay gold- and silversmiths, repoussé
was the most popalar. Embossed patterns were oten remimiscent of old Malay wood carvings, based
mainly on floral mouts i strict adherence to the teachings of Islam. which prohibited the use of
zoomorphic decorations: Amang ttems which have survived to this day are silver bowls, boxes, portable
tobacco containers. sireh sets, bolster ends and items of personal jewellery like belt buckles.

Malay silversmiths also Tearned the art of making the enamelled silver known as niclloware
trom thewr Thar neighbours i Patant, where it tirst became established some time during the
twellth century In order to highhight the lustrous quality of the silver-embossed motifs, a black
enamel composed of metal sulphides s applied 1o the recessed parts of the silver's surface. The
item s then hred to tuse the enamel betore bemy ground to a smooth finish. Nicllo was most

commonly used an bowls kettles, betel boxes and belt buckles
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During the 1930's, the shortage of silver and the importation of cheap commercial products
brought about the decline of the silver industry. It was then that a group of European planters imported

silver through the banks and privately ¢ d Malay sil iths to produce Es style

tableware as a way of reviving the craft. Examples of these pieces, once owned by Datuk Blaney, are
now in the collection of the National Museum in Kuala Lumpur
Today, the silver industry has been reduced to a few families in the states of Kelantan and

Tereng,

nu Those who operate in Kuala Lumpur, like the Yaacob family who run Tuan Haji
Yaacob & Sons Sdn Bhd, have migrated from these East Coast states to establish businesses in the
aity Another such company run by Tuan Haii Bakri, called Perniagaan TABA, specialises in modern
made-to-order objects such as gifts and medals ordered by the states, and presentation plaques to
mark special accasions. In most cases a silversmith will accept a challenge to produce any form of
article or object. from the simple to the most intricate

Among contemporary Malay silversmiths, Kamaruddin Che Mat, who now works in the
comtort of the Malavsian Handicraft Traming Centre in Kelantan, is recognised among his colleagues

ter his excepuonal skills and experience He began waorking with silver at a ve

v young age and 1s
acknowledged as a talented designer. For the past couple of centuries, the methods and techniques of
manufacturing Malay silver have remained basically the same. Kamaruddin sull uses a common standard-
wize leather bellows which he operates with his nght foot. and a small blowtorch to melt the metal. Since
he only works on small items, he has not ventured into using complicated appliances. If the need arises,
he normally borrows any additional equipment he might need from friends

In accordance with tradinional methods. once the metal has melted Kamaruddin pours it into a
wooden mould which has been coated with domestic coconut ol When the silver sheet has solidified he
removes it with special pincers so as not to damage the surface and quickly plunges it into cold water to
harden it Once this has been done, the next step 15 to hammer and roll the sheet into a thin lamina so
that it is easily bent into shape Before an article 1s finished the silver sheet goes through several stages.
Kamaruddin usually prepares a hot mixture of molten resin, wax and a little powdered clay which is
poured onto the reverse side of the article. When this has set it provides a protective coating for the
metal while the silversmith works on the engraving process. Kamaruddin uses two methods to prepare
the surface for engraving he either draws a pattern directly onto the surface with the sharp edge of his
chisell or he draws the pattern on tracing paper and glues it on the convex surface of the silver. In most
cases, Kamaruddin uses only traditional motifs of petals. toliage and arabesque coiling vines

Most of Kamaruddin's engraving tools are modern, while some are those he has made himself
along the limes of tols used by Malay wood carvers. Other implements include a variety of small chisels,

punches hammers with selected heads. files. a goldsmith’s saw, scissors, pliers and tweezers. With all

these wals he forms curves, circles, lines, dashes, rosettes and uny stars
No two objects of the same type and stvle are ever the same, for Kamaruddin always varies the

paterns a hittle thereby creating umique works of art. Once the engraving and punchwork have been
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completed, he then melts the resinous base, cleans any flaws and polishes the arucle to a shine with
worn out emery paper before applying a high grade polish. Kamaruddin also recommends the buab sabun
juice of the Sapindas ranak frnt, 1o add shine o the silver object

Among the Chinese communities in Malaysia, silverware was most highly regarded by the
Peranakan or Straits Chinese: When the Chinese first came to Melaka in the 1400, they found brides
among the Malay community and settled down Over the centuries a unique blend of both cultures
emerged which was reflected in their dress, language, customs and tradivons. Although the Peranakan
used silver for much the same purposes as the Malays, Chinese silversmiths developed a distincuve style
of their own which was readily disunguishable trom the work of their Malay counterparts Untortunately
the old traditions have died out and there s no one among the Peranakan community today who can
produce silverware on a par with the work ol his ancestors

In Sarawak. people also pussess large collections of silver ornaments, most of which form an
important part of their ceremonial attire. Headdresses. chains of necklaces, brooches: bangles
bracelets, rings. buttons, pendants and pins tor the hair or clasps for securing blouses have. tor the
past few hundred years anyway, been lashioned trom imported silver: The main forms bear a
strking resemblance to those worn in Penimsular Malaysia

The best known silversmiths in Sarawak were the Maloh For many generations they mamtuned a
high standard of workmanship using traditional stvles and methods: Typical examples of Maloh-made
stlver apparel were the beautitul grrdles consisting of numeroas lengths of narrow rattan pieces covered in
silver nings and jomed together Similar methods were emploved 1o make claborate silver belts It s
interesting to note that silver helts and buckles were usually not worn about the waist but across the
chestand shoulders Silver omaments and jewellery were particularly worn by mardens on testive occa
stony In most cases. Maloh ormaments were embossed or incised with floral mouts tollowing a set design

By the 20th century the Ihan preterred o wear belts comprising traded silver coins and crown
preces, as well as smaller denoninauons of coms wsued between the regns of Queen Victona to
Elizabeth 1 Simvlar belts are also favoured by the Kadazan of Sabah when they wore therr tradinonal
costumes for ofhcial functions or at the weddings of close family members: The Sarawak Chinese wore
silver arnaments similar to those produced by the Straits Chinese ot the Pemnsula: Chinese workmanship
disuncuvely displayed patterns of symbolic significance Although the smith adopted the stvle ot orna
ments worn by the Malays, he embellished them with Chinese scrolls, mythical birds and beasts
Iike the phoenix, as well as the crab, stork, bish, plum blossom, peany. lotus and chrysanthemum
Some of the silverware ol old also displayed Tegendary Taosst and Buddhist higures

Hallmarking sihver has never been pracused in this country o guarantee the standard silver
cantent of the products However, a move in this direction has been made by the Malaysian Handicrabt
Development Corporation in order to comply with international standards At the moment a buyer has

no puarantee of the quality of Malaysian silverware and purchases it not tor the intrinsic worth of the

silver content but tor the skill that has gone into producing a prece of artistic value
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A SILVERSMITH, WITH

IS HOMEMADE TOOLS
AT HIS RENCH. USING A
SMALL HAMMIR AND A
PUNCH MADE OF STEEL
THIS TYPE OF WOKK
KECUIRES A GREAT DEAL
OF CONCENTRATION AND
FPRECISION 10 ENSURE
THAT A UNBORM
PATTERN IS ACHIEVED
AN ARTICLE SUCH AS
THIS MAY TARE THE
SLVERSMITH ABOUT A

WEEK TO COMPLETE
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PEWTER
Pewter is an afloy mainly composed of tin strengthened by the addition of small amounts of other metals,
and has been in domesuc use for thousands of years. After platinum, gold and silver, it ranks as the
world's tourth most highly prized commercial metal and has long been an important source of revenue
for Malaysia It has been mined in the Peninsula for over six hundred years, and has successively been
sought after by the lavanese Majapahit empire, the Melaka Sultanate, the Portuguese, Dutch and British.

The most highly concentrated tin deposits are located in the states of Perak, Selangor and
Pahang In the beginning, the ore was obtained by panning small recesses along riverbanks. It was
not until the 19th century when nich surface deposits were exhausted that miners had to resort to
mechanical methods The tirst major reform came with the introduction of pumps to force jets of
water on (o the pit tace to break up the surface into a slurry of mud and water. In order to filter the
muxture the slurry was directed onto a diagonal wooden ramp, with upright slats set at regular
mtervals As the mixture Howed down the ramp or palong. the un ore, which was denser, became
trapped n the slats, allowing the mud and water to drain away

The industry was later revolutionised by the ivention of the tin dredge, an enormous piece of
equipment the size and shape of a paddle stcamer. The dredge, which floated on water, was equipped
with a revolving belt of buckets which, as they rotated, scooped up the mud at depths of up to 42m
Nawrally, a machine this size produced an enormous increase in tin output

The early moneers. hoth Malay and Chinese, believed that tin was possessed by a spirit which, if
handled properly, would ensure a bounttul vield from the mine. The first metal obtained from a particu-
lar site was made into the shape af an ammal, for example an elephant After the appropriate rituals had
taken place these mintatures were burted undermeath the king post of the newly constructed kongsi house
w which the to miners would live It was believed that the power from this animal would draw the tin
towards the new mine The strength of the elephant, in particular, ensured that as long as it was under-
neath the king post the kongst howse and the tin deposits would last eternally. Other miniatures modelled
in the shape of the cockerel crocodile, rtorse and fish also played similar roles in mining ntuals

There are nowritten records which can establish beyond all doubt when tin was first worked into
articles for domestic use in Malaysia Sull it s clear that by the begmning of the 15th century, solid tin
ingots known as tampang were cast m several states and used as a form of currency . In Pahang, with the
passage of ume. the plam sohd blocks of un became hollowed out unul they eventually took on the
appearance af an angular shaped hat carming the name ‘tn hat money’ They were inseribed with Jawi
serpt and a decoratve floral pattern taken from the mangosteen fnnt

In Melaka, currency in the form of tin blocks became obsolete with the introduction of the first

un com that was minted instead of cast. This was the casha — a most magmificent tin coin, 1ssued during

the reign ot Sultan Muzattar Shah (1445-56) The coin was impressed with his name in Jawi/Arabic script

and an interlaced Arabic inscripuon. helper o the world and of the religion of Islam'. After the arrival

of the Partuguese m Melaka in 1511 a more cc - cotnage was blished, three of which —
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AN ARTISTIC DISHLAY OF
PEWTER PTCHERS THISE
1105 AKE EXFORTLD AND
NARKETED) WORIDWIDE
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the bastardos. soldos and dineros — were made in pewter. During the 16th century domestic pewter
was i popular use i all parts of Europe. as a substitute for silver [tis not unhikely, theretore, that the
Portuguese also produced utilitanan and religious articles made trom local pewter for their personal use
Sull, no evidence of this survives today.

Another type of pewter currency which was in use in Kelantan during the 19th century was cast
10 the torm of a money tree, indwvidually known as pitis. The name was derived from the method of
casting two rows of comns along a central duct which branched out along both sides The end product
resembled a tree with coins growing on the ups of the branches. In order to cast money trees, two brass
moulds engraved with 15 or more recesses were clamped together The molten pewter. when poured
1nto the mould. ran along each recess filling up each branch. When cool the coins were broken ot and
the trunk and branches returned to the melting pot In view of this, a complete money tree has become

something of a ranty, although an example of one may be seen today 1n the logo adapted by the
Natianal Savings Bank of Malaysia

Tin and the history of the industry hecame an important clement in the development of the naton
towards the end of the 19th century. when the discovery ot great lodes of the metal prompted the
migration of workers from China Among these mugrants was a young pewtersmith, Yong Koon, who
became the founder of Malaysis premier pewter manutacturer, Roval Selangor In Yong Koon's day
there was hardly any divistan of labour. as the craftsman was solely responsible for manufacturing an iem
from start 1o fish ncluding casung. shaping soldermg and polishing Initally the un ore would have
1o be mixed with lead, melred over a small charcoal brazier and manually cast into portable sheets The
sheet would later be cut 1 the requisite size or pattern with hand shears and hammered into shape with
a wooden mallet. The article would then be hiled and soldered twgether

Handles, spouts. pedestals and small decorative additons were normally cast using a
greenstone mould [n order 1o achieve satistactory resalts, it was necessary for the mould o reach
the correct heat before the molten tin would harden and retain the shape of the mauld The only
way 16 achieve this was to continue the process of filling the mould with molten metal and
discardimng it until the desired temperature was attained

Duning the carly days of the mdustry, Chinese pewtersmiths confined themselves to producing

domestic items such as teapots, ketdles, ugs, tobacco hoxes and religious preces made o the altar
However durmng the depression of the 1930 many small businesses collapsed The few surviving
pewtersmiths found that i order to stav ahead new markets had to be reached A vanety of new
designs for new purposes, mcluding cottee sets and other accoutrements of a more Furopean lifestyle
were imtroduced sometimes primanly for Bratish and foretgner vistors. but increasingly with themes
which reflected a Malaysian mult-cthme identty

By the mid- 1940+ lead allov in pewter was gradually replaced with anumony and copper
which rendered the pewter more tractable under high temperawres and made way tor the introduc

ton of spun pewter Taday. the production of crude tin for the pewter and other mdustries 1s
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undertaken by large smelting firms which mix the ore with limestone and anthracite before

heating the mixture at a temperature of between 1,200 and 1,400° Celsius. When all the impurities

have been removed, 1t is cast into 100 Ib (45.4kg) ingots with a purity of 99.8 percent, and mar-

keted as Straits Refined Tin. The alloying process of wrning raw tin into pewter is undertaken in

enormous cauldrons, cach with a capacity of half a ton of metal. |
A century after the amival of the young immigrant pewtersmith Yong Koon from China, his

legacy. now administered by his grandchildren under the leadership of managing director Yong Poh

Kon, has expanded to a full-scale industry employing over 500 pewtersmiths. Royal Selangor, from its

4 8 hectare location st outside Kuala Lumpur, exports pewter of the highest quality to over twenty

countries and is deservedly recagnised as the world's leading pewter manufacturer. A wide range of over

a thousand designs are available, ranging from tableware — with a gleam comparable to the finest

stlver — to hintle collecuble figunines from the world of fantasy {

Despite the expansion of Royal Selangor from a one-man business into a large-scale industry, the

majority ot its products are still handmade in much the same fashion as in Yong Koon's days, though on

amuch larger scale: The molten metal, which is now lead-free. is poured into preheated steel moulds,

whereat solidibies almost immediately. When the metal has cooled the item is removed from its mould s
and fhiled and polished by hand: As in the past. more complicated items are cast in several parts and o

soldered together so etficiently that one has ditticulty detecting the join. The finished article is then

polished. n some cases using the abrasive leal of a wild tropical plant, dawn wempelas (Tetracera scandens)
CONCLUSION
Despite the influx of modern factory made products, Malaysia’s handicraft industry is still very much
alwe In the Pemnsala, most of the home and cottage industries are still located in the East Coast states,
particularly Kelantan and Terengganu, where gold, silver, brass and wron are fashioned into various
ornaments and traditional weapons. Although modern tastes have had an influence on the handicraft ROYAL SELANGOR
industry tradinonal methods and designs have endured with the passage of time, as have standards.

Olall the varous metal mdustries across the country, one has set Malaysia on the world map
That of course. ts the pewter industry. notably Royal Selangor, which has become so well-established
that 1t is mternatonally recognised as a world leader. Although there are several pewter manufacturers in
Malavsia: none has acquired such a reputation for fine quality and workmanship. This can be attributed
to the conunuing research and development programmes that seek to provide excellence in content and

design and to the company's marketing strategies.

1N A SHOKT FERIOD,
OF SUIGHTLY OVER A
Mohd Kassim Hap Al HUNDRED YEARS. ROYAL
SELANGOR HAS CROWN
TROM A ONE-MAN
COTTACE INDUSTRY
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101 Tars Sosowardoye’ Muzim
Negara collection

102103 Abdal Halien Mohd Noor
Norharzsh Nordin« warkshop
N Rana fesst Terenugana

104 Tara Seneowardove: Keattangan
Regronal Centre Temerboh

108 (r0p » boramy Tacs
Sasrowardive: Krattangan

Rewwonal Cenre Temerlo
155 4 Abdul Halios Mohd Noo
ftara S Meranis Nexn
Sembilan
10 btz Abdl Halim Mohd
Noor {00 year old e at
Nilam Puri- Kelantsn
1057 Absinl Halim Sahd No
00 vear ld movae at Nilam
Fure Kelantan
108109 Absdul Fhali A
Bitah Songhet Nauald

it Noor

Tereneaans
o ,\Mlu”hhm Mohd Nooo teatides
b Azizs collection

12008 Hlustrstion by Avuse Abdul
Rahim

115 Conirtesy af lohn Falaner

10 Abdul Halios Mohd Nowr:
YM Tenghu yinal bin Tenghy
Sus gkt wirkshop,
Terenggarii

110 Theabim Abmad Muzim Nesara
collection

120 Cortesy il Joha Faluiner

121 Lawrence im Callea ian D,

Fadibs Lmpany labu

20 wamrtesy of Tohn falaner

134 Ihtahien Ahmad Musiuen Neyara
Callecion

120025 1 D e Muzim Sem
vt ollec o

126 thrahum Ahmad Muzim Negars
lleqtion

37 Ihvahim Ahmad Muznim Negara
Calleatson

125 129 Abdul Halim Mohd Nooe
Fubah Soagher. huila
Terengpans

40 Abdul Halim Mohd Noar
M Tenghus lmail bin Tenhu
Sus songhes callecton

41 Abdul Hali Mubd Noor Bibah
Sonahet Kudla Terengian

143 thrahim Ahmad’ Puan Azah Azizs
private callection

155 D LDA

14 Tara Sostoneardayin Penang Bank

Facony
35 Tara Sostowardivin Penang Havk

Vawsory
Fha Abdul Halim Sohd Moot Yuson
Btk Kelantan
147 Abdul Halim Mobd Nooc Y
fatik Kelantan
A8 Abdal Halion Mabd Noar Dr San
Zamon mail s private coliccton
141 Ihrahion Abivad: P
prvate gollecion
v Abdal Halim Muhd Ny
Dy Sy Zamon hmaily prvate

. Anzs

callexton

143 ihatiom) Tara Sosrowardaye’
hand of tekat maker Mrs Rofeah
bte Abdul Marial, Kusla Kanguar,
Perab

143 Abdul Halun Mohd Noor/ Dr S
Zainon lnails prvvate collestion

143 Ibeahum Ahmad Puan Azab Azizs
private callection

145 Mrahim Abmad’ Puan Azah Azizs
pravate collecton

147 Abclul Halum Mohd Noar/
Muzium Negara collectun

148149 Lawrence Lim Kedit
heirloom callection

150 Lawrence Lin Kedet herloom
collection

182 Lawrence Lim' Kedit herrloom

Hection

183 Lawrerce Lim' Kedit heirloon
collection

184 Lawrence Linv Collecnian Datin
Paduba Empiang labu

157 Lawrence Lim' Kedit heirloom
enllecton

1588 150 Lawrence Liny Beooke-Low
Frhnagraphic Collection. Sarawak
Musean

1601161 Tommy Chang wesser
Ky Tinangol Sabah

161 Tomemy Chang

162161 Lawrence Lim Sarawak
Museom collection

163 Tara Sossiniarduyol Mizium
Negara cuffection

105 Tara Soutiwardoys Muzium
Negara collection

106 coutey ol Kraftanga

1 Krattangan

107 oty

16K 16 courtesy of fohn Falconer

160 Tara Soswardoye’ Muzim
Negara collestion

170 Abdul Halim Mohd Noor:
Terenggany Museurs collec

171 Tara Soseowardivo’ Mazrm

Newara collestion

172 Absdul Halim Mobd Noue' Hap
Wan lumail s brassware workshop
Terenuuane

174 o & buttom) Abdal Halien
Mohd N Han Wan lsmails
brassware workshon Terenguanu

174175 Abdul Halim Mohd Noor/

Itana Tele Tereoumana
3 1op! Lawtence Lim Sarawak

Museum callection

bortom 1 Abdul Halim Mohd

Nt Muzium Negara collect

176177 Abdul Halim Mohd Noo
Abu Bakar Mohd Amins
workshop, Fase Panjang, Kiala
Terengy:

174 Wlusiration by Anuar Abdul
Rahim

181 Abdul Halum Mahd Noor” Abu
Hakar Mahd Amn's workshop,
Pavr Paniany Kuala Terengganu

183 courtesy of Michael Sweet/
Antiques ot the Oriene

152184 courtesy of John Falcuner

184 Abdul Halum Mohd Noor/
Abu Bakar Mobd Amins
workshap FPasr Panjang. Kuala

3

Terenggans
185 Dennn Law Penan trom Long
Abah Sarawak

186-187, Abdul Halim Mohd Noot/
tetiles from Puan Asah Anzs
collection and jewellery from
Muzsum Seni Asia.

185 Tara Sosrowardoyo! from Mny
Chin's collection, Jalan Pokok
Sena. Ayer Hitam, Penang

190, © Fdusons Gallimard

192, courtey of John Falconer

194, Tara Sosrowardayo’ Muzim

Negara collection

195 Tara Sorrowardayo/ Muzim
Negara collection

196, Abdul Halim Mahd Noot/
Terenggana Maseum collection

196197 Abdul Halim Mohd Noor/

200201 Abda Halim Mohd Nowf
Mazium Seni Asia collec

203 Abdal Halen Mo o Mk
Amin Tubang Emas, Kuala
Tecen

203 Abdul Halim Mohd Noor/ Kota
Bharu Permar Silverware,
Kelantan

204205 Tars Senvawardoyo’ Penang
Pewter & Metal Arts, Penang

206 Tara Sosmwardoyo’ Mazam
Negara collection

208 courtesy of Royal Selangor

209 courtesy of Royal Selangor

240211 courtesy of Ruyal Selangor

2110 Edwians Gallimard

212213 comriesy of Royal Selangor,

213 (1op & bottom) Tara
Sosrwardoyo’ Royal Selangor

314 Tara Sosowardayo’ Royal

L

ngor

215 courtesy of Royal Selangor

216217 Abdul Halim Mohd Noor/
wayang bt maker Harmzah
Awang Mat, Ky Cerong Palik
Bang Kelantan.

218219 Lawrence Liny Sarawak
Museum collecton

220-221 Abdul Halim Mohd Noor!
seayang bubt maker Hamzah
Awang Mat, Ky Gerong Palik
Bang. Kelantan

221 © Fdivons Callimard

222233 Abédul Halim Mo Noor/
Kute maber Sabe b Jusoh. Kg
Pauh. Kota Brar, Kelantan

123 countevy of Kraftangan

224 courtesy of Nehon Tan

324225 Abdul Halim Mohd Noor/
Terenygans Museumn cafleetion

226 courtesy of Juhn Falconer

227 Lawrence Liny' Sarawak Museum
collectian

228 Tara Sosrowardoyod Peranakan
beadworker Mrs Chin, Jalan
Pokok Sena, Ayer Hitam, Penang

220 Tara Soseowardoyn collection of
M Chin

230 Tara Sosvowarday Papercralt
maker, 7 Camarvan Sereet,

Fenang.
241 Tara Sovcowardoyw Papercratt
maber, 7 Carnarvan Stret,

Penang
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Muzium Negara
(National Museum
Talan Damansara
s0506 Kuala Lumpur
Malaysis

Tel (031242 6255
Fax (030 2K2 7294

Tunctions as a cepository for Malayaias
nch <ol
mare than 1000 items covenng

| hentage and contams.

ethnology archaculugy and nataral

history

Asian Art Museum
University of Malsya
SU100 Kuala Lumpur
Malavaia

Tel (030 757 1066 ext 208

Fabibits cover lacal and Asian art

sibiects

Baok Negara Money Museum
Coound Hoor Block A Hank Neyara
Bunlding

Talan Data Onn

0480 Kaala Lumpur

Malavsia

Tel 031 290 748 298 KO44

Fax (031291 2990

Collecton mdludes coms currency

nates tokens angd other acetacts

relatimg tthe money system

Pusat Islam Malaysia
lamic Exhibon Cenue
an Perdana

S50 Katala Limpuy

Fel 1031 274 4933

Hauses Ilamic art obyecis from
Malavsia and other lamic countries

Muscum of Aboriginal Alfairs,
Malaysia

Ko 24 Lalan Pabang

53000 Gombok

Sclangin

Tel 031089 2122

Displavs arts and cratts ubects and

musical mplements of the vanons

orang ash communities

240

MUSEUMS OF MALAYSIA

Forestry Rescarch Institute
Malaysia Museum

Survey Rescarch Institute
S210 Kepong

Selangor

Tel (031034 2033

Fax (030036 7753

Fxhibus the ditterent species ot wood

ther uses and prodiscs

Lembaga Muzium Negeni Selangar
Persiaran Perdagangan

40000 Shah Alam

Selangor

Tel (031559 704 559 0050

Fax (030880 1749

Displays tribal and ol s and
vty and ethnographic and
prehistone anclacis

Mara Insttute of Technalogy (MIT)
Museum and Art Gallery

10450 Shah Alam

Selangon

Tel 031356 4502

Ttems on display include warks ot an
by students and local arses

Muzium Perak
Talan Taming San
24000 Tarping
Persh

Tel (08 822087

Hlas extensive collections un zoalogy
anthrapology and local histors

Penang Museum and Art Gallery
Lebuah Farquhar

10200 Pe
Tel 613 144

any

Collection tocusves on Chimese
cthnography and customs and the
hertage of the Strais born € hinese

Kedah State Museum
Lebahrava Darlaman
Bakar Hata

OS 100 Al Setar
Kedah

Tel (a1 731 162

Exhibits include ceramies patteny
brass stems and wood carvings

Archacological Museum
Lembah Buang

K400 Merbuk

Bedung

Kedah

Tel 040472005

Collection mcludes archacalogical
finds and cultral objects of the Bujang
Valley excavation area

Negeri Sembilan Museum
TOSOA Seremban
Negen Seashilan
Tel o) 731 149

Dinplavs Malay antquities. particalarly
NMinanighabau and Neger Sembilas
artelacts,

Malacea Cultural Museum
Ramplehs Itana

75000 Mefaka

Tel tn6 220 7

Showeases the cultural hentage ot the
Melaka Suiltanate and the vanous
commimtes which have settled in the

tate

Malacca Ethnography and
History Museum
Stadhuys lalan Kot
TS000 Melaka

Tel 1o 241 934

Callection encompasses anhacalogy
art ethnographsanthiapologs and
Cratis depicting Melaki past as the
et of the Melaka Sultanate

Lembaga Muzium Negert
I'ahang Darul Makmu
260000 Pekan

Palang
Tel wosn a1 371

Showeases artefacts on natural histony
archaealogy eilinolagy andiiuyaliy

Terengganu State Muscum
Talay Cherong Lanpst
20800 Kuala Terenman

Displavs archacological ethnographic
and numismatic anctacrs and a

martime and roval hentage collecnion

?20CT 198

Kelantan State Muscum
lalan Hospital

15000 Kiota Hhar
Kelantan
Tel 109

o6

Showeases the state's nich range ot
handicratts silverware songket batk

and wood carvings

Sabah State Museum

Tslan Muzim

BE000 Kot Kinabalu

Sabah

Tel 1088 83 199 53 305 53 551
Fax 0881 240230

Cullections encompass prehiston
anthropoliogical artetacts of the varus

ethie groups of Sabaharchacology

ethnology and natural history

Sarawak State Museum
Talan Tun Abang Hap Openg
D3000 Kuching

Sarawak
Fel (820 244 232 244 2100
Fav (182 246 080

Callections cover the ethn
archacnlogy natural hstory and local
hastory of Sarawak

Sibu Museum

Ialan Tun A Han Openy
100 Box 1424

SO008 Sibu

Sarawak

Tel (0841331 315

Exhibuts degner the history and culwre
ot the ditterent ethme groups reswding
along the Rerany River

Bau Mini Muscum

Lot 121 Dalan Lee Kov Chun
4000 Hau

Sarawah

Tel (082 703 433

Artetacts tocus vn the lite calture and
tradivians ot the Bidayuh people
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