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This thesis aims to survey the music of the various peoples
that form the multi-racial society of West Malaysia. The music
peculiar to each race and common to them all ig discussed, with
greater attention to the music of the aborigines and the Malays than to
that of the other communities. The music of the abofigines is indigenous.
That of the Malays belongs to the peninsula, although it is largely
derivative and reflects influences from several areas, chiefly the
Middle Ee%-st, Thailand and Indonesia. iyo comprehensive study of
the music of either the aborigines or the Malays is at present available.

The music of the Chinese and Indian communities, in contrast,

. was brought to the peninsula by the immigrants. It has been diluted,
but it remains closely related fo the music still performed in the
homelands from which they camé. As authoritative studies already
exist of Chinese and Indian music (both North and South), only details
immediately relevant to West Malaysia are included here.

Although the pfimary concern of the thesi.s is music, the
close association of much of the peninsula's traditional music with dance
and ritual made it impossible to write exciusively of that one art. Some
account of the social and religious environment of the music ha,sf seemed
important as has also descriptions of performances, now obsolete, which
© are known to have included music. In this way an attempt has been made
to provide a representative survey of the place of music in the lives of the

peoples of the peninsula in the past as well as at present.



The survey is still incomplete. Its area has proved more
extensive than at first appeared, and every aspect of it warrants further
investigation. It is hoped that this introductory study may indicate

possible lines for future research.
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Chapter I
West Malaysia and its Peoples .

West Malaysia is the most recent name given to the long
narrow peninsula which stretches southwards from Thailand
almost to the equator. On its east coast is the South China Sea,
and on its west the Straits of Malacca which divide it from the
Indonesian island of Sumatra. At its southernmost tip lies che
island of Singapore to which it is linked by a causeway across
the Straits of Johore, but from which it is separated politically.
Before the Japanese occupation of 1941-1945 there were
three distinct groups of states on tlle"peninsula - the Federated
Malay States of Bhang, Perak, Selangor and Negri Sembilan,
the Unfederated Malay States of Johore, Kedah, Kelantan, Perlis
and Trengganu, and the two Straits Settlements of Malacca and
Penang. ' Such a loosely knit group of states was ill ~equipped to
meet the post-war problems of South-East Asia, and in 1946 a
plan was drawn up with the aim of promoting political unity., This
envisaged a Malayan Union in which the Malay states, together
with Malacca and Penang, would be merged into one unified state
under a Governor-General. Such a union would have removed many
of the powers of the Malay rulers and so was completely unaéceptable

_to the Malays. Instead, in 1948 they agreed to a Federation of

1
N

~ States under a High Commissioner. On 81st August, 1957, the

situation changed again when this Federation of Malaya became




15

an independent monarchy with a sovereign elected quinquennially
and a federal structure of government with a bicameral legislature.

Nine of the eleven states of the Federation had its own
Malay ruler, the other two, Malacca and Penang, had governors.
They all owed their final allegiance to the Paramount Ruler, the
Yang di-Pertuan Agong, elected by and from the Malay rulers, and
to the Federation's Parliament in Kuala Lumpur. Malay was the
national language, with English as a second official language until
at least 1967. The official religion was Islam, but freedom.. of
worship for people of other faiths was guaranteed by the Constitution.

Six years later, on 16th Septembkar, 1963, this Federation
of Malaya joined with the three neighbouring British colonies of
Singapore, Sarawak and North Borneo (the name of which was changed
to Sabah) to form a larger unit - the Federation of Malaysia. From
this Federation Singapore withdrew on 9th August 1965, leaving
Malaysia as a federation of thirteen states. The following year,
5th August, 1966, the Malaysian Government in Kuala Lumpur |
announced that the Federation of Malaya would henceforth be called
West Malaysia, and that Sarawak and Sabah together would be known
as East Malaysia, All the peoples in the Federation were now
Malaysians.

In this thesis ' Malaysia ' is used as the name of this
largér federation as it has existed since 19652and 'Malaysian' for
all its peoples irrespective of their racial origins.3 The word

4
'Malay' refers to the members of the largest racial group.
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Their language, which is the national language of the Federation is
officially termed Bahasa Malaysia.

It is with the music of West Malajrsia,, the former
Federation of Malaya, that this thesis is concerned.

The Peoples of West Malaysia,

The position of the Malay peninsula, about mid-way
between India and China and on an important trading route between
East and West early made it the home of a variety of peoples.
Later, the need for workers in the tin mines and on the rubber
estates brought more immigrants into the country, with the result
that West Malaysia now has a multi-racial population, with the
Malays, Chinese and Indians (with Pakistanis) forming the three
largest racial groups , and with several other small communities
composed of aborigines, Eurasians, Europeans and members of
other races, e.g. Jews and Filippinos. ‘ | |

Although similar in area to England, 50, 915 square miles,
the peninsula is comparatively thinly populated, for about four fifths

of its surface area is covered with mountains, tropical forests,

jungles and swamps.
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The Malaysian Year Book 1970 gives the population as

8, 665,299, distributed as follows:

State: ' Population:

Johore 1,326,772
Kedah 936, 825
Kelantan 684, 6564
Malacca - 416, 795
Negri Sembilan 517, 451
Pahang 431,747
Penang with Province Wellesley 761,194
Perak 1,656,985
Perlis 118,987
Selangor 1,431,707
Trengganu 382, 282

Although the Malays just outnumber the Chinese in

the whole of West Malaysia, the Chinese are in the majority in
Penang, Perak and Selangor. They tend to live in the states of
the west and the south where the towns are found; the Malays are
concentrated in the predominantly rural areas of the east and
north, In all areas both races live side by side with each other
and with members of other races, mixing together for many
social, educational and trading purposes.

The Malays:

The word 'Malay' is an umbrella term given to all
the people in the peninsula who profess th2 Muslim religion,
conform to Malay customs, and speak Malay as their first language.
They may be racial Malays, or people of other races who have

~‘entered the Malay world' (masok Melayu) , by accepting the

conditions just referred to, but especially that of becoming a
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Muslime., The Malay is an orthodox Muslim of the Shafi'ite school.
The present day racial Malay has been described by Dr.R. O. WinstedtG
as |
......... the Proto-Malay plus many foreign strains derived
from intermarriage with Chinese from the Chou period

onwards ; with Indians from Bengal and the Deccan, with
Arabs and Siamese.

The original home of the Proto-Malay was most probably

in thé neighbourhood of Yunan in China. From there it is thought
that he migrated between 2,500 and 1,500 B.C. and spread down
the peninsula to the southernmost coast. Some of the migrants
remained, but large numbers crossed in outrigger craft to the
Indonesian archipelago and some travelled as far as Easter Island
and Madagascar. This theory 7'is largely based oh the quadrangular
adze culture, accom panigd by unglazed cordmarked pottery which has
been traced from China southwards, from the simple adze-type
with qﬁadrangular cross-section and semi-circular edge found in
Laos fhrough an intermediate type freque nt in the Malay peninsula,
‘to the highly specialised pick-adzes of Java and Sumatra.

From about 300 B.C. the Proto-Malays who rerhained on
the peninsula were pushed inland by new immigrants, also from the
Yunan area and basically of the same race. That these Deutero-Malays
had acquired a knowledge of metals can be seen from the bronze drums

and bells found in Klang, Selangor. Like the Proto-Malays, many of

.+ themw moved on from the peninsula to the islands of the archipelago.

To the descendants of these early settlers were added

succeSsive migrations of Malays from the Indonesian archipelago

Al
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‘who came back and settled at convenient harbours like Singapore

and Malacca, or followed the rivers inland and formed the river
states and settlements which are still the distinctive Malay portions
of the country. In the 1947 census when the Malays(then called
Malaysians) were separately tabulated for the first time, they
included 188, 000 Javanese, 20, 000 Bcyanese, 11, 000 Menangkabaus,
15, 000 other Sumatran peoples, 62,009 Banjanese and 7, 000 Bugis.
This was out of a total of 2, 544, 000 for Malaya with Singapore.
The diversity of their places of origin does nct however, affect the
social solidarity of the Malays in the politicai sphere - although
this solidarity is of a fairly recent growth.

The majority of Malays still live in village communities
called kampongs , earning their livelihood from the land and the

sea. They continue to work at a number of crafts, e.g. weaving and

~metal-work in gold and silver, and they form the largest number of

people in administrative posts and the army.

Islam was brought to the peninsula from North Sumatra
early in the fifteenth century, and took root there when Mega'f
Iskandar Shah, the first ruler of Malacca, became a Muslim in 1414,
It is now the state religion, but below the surface of the Malays' Islamic
faith can be found strong strains of Hinduism, and deeper still, traces
of the animism or shamanism of the earliest inhabitants of the
peninsula,

Tl}e Chinese:

The fact that there are nearly as many Chinese as Malays

in West Malaysia (37 per cent of the total population) is oné of the




major factors influencing the political thinking of the area. The
Chinese arrived in the peninsula at a very early period, but the

first Malay mention of their presence is found in the Sejarah Melayu,

the 'Malay Annals ', a mixture of folk-lore and history from fifteenth
century Malacca. The Annals tell how the Chinese Dmperor seit to
Sultan Mansur Shah of Malacca a junk fuill of as many needles as
there were people in China, and how the Malay sultan sent in return
envoys with a cargo of sago, every bead of which was rolled by one
of his subjects. For Mansur Shah they biought home a bride,
Hang Liu. The five hundred gentry who accompanied her settled in
Malacca, and gave the area of Bukit Chiua its name. °

| At first Islam was not sufficiently strong amongst the
Malays to prevent them from ;narrying with the Chinese. But when
they became strict Muslims, the attention of the Chinese turred
to Balinese and Batak slaves, and these became the mothers of a
'Baba' race. The Babas maintained their Chinese customs and kept
their distin;:tive dress, but they lost their own language and spcke
a pidgin Malay instead.

The basic insterest of the early immigrants from China
was trade, and most of them lived in or near the main ports, hoping
to be able to return to their homeland when they had made sufficient
money. Increasing numbers were attracted by the development of
the tin mines, particularly in the mid-nineteenth century. As the

numbers increased, so also did the variety of their occupations.
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They have made a great contribution to the economic growth of
West Malaysia, and most of the commerce is in their hands. They
are the bankers, bus’iness meﬁ and shopkeepers and they cwn tin
mines, rubber plantations, bus companies and factories. From
the humblest of beginnings many of them have become millionaires.
They are also well represented in such professions as medicine,
the law and education.

Nearly all the Chinese immigrants originated in the
South-Eastern provinces, Kwangtung, Fukien and Kwangsi,and
represented a variety of linguistic groups, Hokkien, Cantonese,
Hakka, Tiechius, Hainanese, Kwongsai, Hokchiu, Hockchia and
Henghwa. Kuo Yu is the official spoken language today. Their
religion tends to be a mixture of Confucianism, Taoism and Buddhism,
together with homage to local deities (shen) which do not exist in
China.

West Malaysia is now their home, but for some of them
there remains a conflict of loyalties - loyalty to their ancestral home
and its customs, and loyalty to the country of their adoption. With
a decrease in the number of China-born Malaysians and less contact
with the mainland of China, this conflict may be eased.

The Indians:

The third largest racial group, although considerably
smaller than the previous two, is made up of Indians and Pakistanis.
About nine-tenths of these, Tamils, Telegus and Malayalis are from

South India; the remaining tenth come from North India and Pakistan —




Sikhs, Punjabis, Pathans, Bengalis, Mahrattas and Afghans.

- To the local people all Southern Indians are called 'Klings' after
the mediaeval kingdom of Kalinga, north of the Coromandel coast.
Although the term is really a tribute to their past greatness, the
Southern Indians dislike it and regard it as a term of abuse.

Other Indians tend to be thought of as 'Bengalis’, irrespective

of their geographical or racial origins.

India was the first foreign couniry to make its influence
feltﬁ in the Malay peninsula; this influence remains strong and through-
out this thesis references are made to traces of Hinduism still
found in Malay traditions and ritual.

During the first centuries A.D. Indians arrived from
the ports of the Coromandel coast for the purpose of barter and .
trade. ’ Through their contacts with these visitors the local Malay
rulers, who already had an established socio-economic organisation,
began to realise that Indian concepts could help them to legitimize
their political status, and to their courts they summoned brahmans
and holy men skilled in protocol and ritual. It was this small but
important group who introduced the Hindu culture which has had
a lasting influence upon both the spiritual and material life of the
Malays.

Not only Hinduism came from India. Buddhism was known

in the north-west of the peninsula as early as the fourth and fifth

centuriesas isproved by inscriptions of Hinayana and Mahayana Buddhists,

together with a bronze Hinayana Buddha in the Greek style of Amaravati

found in Kedah, and two Buddhist images of Gupta style from the Kinta

yr—=
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valley in Perak,

At first the Hindu and Buddhist contacts were liraited
almost entirely to the courts of the rulers and the ports, but their
influence gradually spread f urther a-field, to be reinforced later
by the establishment of the Mahayana Buddhist kingdom of Sri Vijaya,
in the eighth century and Hindu Majapahit which conquered Sri Vijaya
about the middle of the fourteenth century.

During the fourteenth and fifteenth centuries merchants from
Gujerat and Bengal began to infiltrate into the Straits of Malacca with
 their trade and the teachings of Islam. Then, several centuries later,
with the establishment of Penang by the East India Company in 1786,
and the return of Malacca to Britain from the Dutch in 18 24, Indians
again began to settle in the peﬁinsula. But it was not until the end of
last century when British administration had provided a measure of
stability, and rubber planting was becoming a new industry that
Indian immigrants were attracted to the country in large numbers.
They i:endéci to stay for an even shorter time than the Chinese, and
until recently the Indian population was very fluid. ‘

Nowadays, most of the Tamils, Telegus and Malayalis
work as tappers on the rubber estates, on the roads and railways
and in the Public Works bepartment. Sikhs can be found everywhere
as watchmen. Increasing numbers of both Indians and Pakistanis
arve entering the professional classes as doctors, lawyers and school
teachers.

A variety of languages is spoken by this community- Tamil

(the most common), Gujerati, Hindi, Marathi, Oriya, Malayalam,
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Punjabi, Telegu and Urdu. Most Indians are Hindus, although there
is a fair sprinkling of Christians. The Pakistanis are Muslims and
sometimes marry with the Malays. |

In population statistics the Ceylonese are generally included

~ with the Indians. Their occupations vary: some are clerks, others are

jewellers, carpenters, barbers and labourers. The younger generation
is well represented in administration and the professions,

The Aborigines:

The next largest group, estimated to be about 50, 000 in
number, is composed. of the aborigines (orang asli). Their greatest
concentration is in Pahang, Perak and Kelantan, but they can be found
in smaller groups throughout the country in every state, with the
exceptions of Penang and Perlis.

They are usually divided by ethnologists into three main
groups, each with subdivisions. About these divisions there is not
complete agreement, and in any case there has been considerable
intermarriage amongst members of the various tribes and sometimes
with the Malays. Nor is there one accepted set of names for the
three- groupings. The word sakai is frequently used by European
writers, and indeed by the Malays themselves, as a generic term
for all the aborigines or for one particular group of them - the
Senoi; but the meaning of this Malay word 'dependants', ' retainers',
subjects', makes it unacceptable to the aborigines themselves.

In this thesis the names ulsgd are those given to the three main groups

by P.D.R. Williams-Hunt 3 Negrito, Senoi and Aboriginal Malay.
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The Negritos:

The Negritos are considered to be the oldest and racially
purest of the aborigines. They are chiefly found in the northern and
eastern parts of the country, Perak, Kedah and Kelantan, Although
they form the smallest of the three main groups, their estimated
number being about 3000, they subdivide into even smaller groups
including the Kensiu, Kintaq, Jahai, Mendriq, Bateq and Lanoh.

Small, dark-skinned and woolly haired, they are nomads,
with no buildings more permanent than the leaf wind-shelters of their
family groups. Their communities are small, varying from a
single family of four or six people to a group'of related families
numbering thirty or forty. They move over a large area, some of
them ranging from North Kelantan through North Perak to South
Thailand and back again. During their journeys they hunt small
animals and gather jungle roots for food. Occasionally they find
jobs for a few months in remote Malay kampongs, and some of them
are beginning to practise agriculture. They are shamanists.

The Negritos are related to small groups of people found
in thé Andaman Islands, the Philippines, New Guinea and various
parts of Indonesia. Their dialects have affinities with the Mon Khmmer
family of languages. |
The Senoi:

The second main group, the Senoi, live in the central
mountain range and its outliers, and number about 26, 000. There are
two main tribes, the Temiar in the north of the area and the Semai

in the south, with other smaller sub divisions.
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Amongst them are many different types, but generally
speaking they are slightly taller than the Negrit‘os, with cinnamon-
coloured skins, wavy hair and finer features. They live in family
units, sometimes in separate houses, sometimes with related
fanflilies in a long house, and grow rice, millet, tapioca;, bananas
and perhaps a little sugar and tobacco in clearings called ladangs.
When the soil is exhausted, they move and make another clearing
elsewhere. They hunt animals which they catch in bamboo traps
and snares, or kill with the darts tipped with ipoh poison blown
from hollow bamboo pipes. They eat jungle roots and berries, animals,
fish and their own crops. Like the Negritos they are shamanists.

The Senoi are thought to be related to primitive peoples in
various other parts of South-East Asia - Laos, Vietnam, Cambodia,
and the Indonesian archipelago. They are basically Mongoloid, although
they display varying traits including Melanesian, Australoid and
Nesoit. Their languages are propably related to the Mon Khmer
family., |

The Aboriginal Malays':

To the south of the Senoi, stretching down as far as South
Johore are various tribes, the Belandas, Besisi, Mantra and Jakun,
whi ch make up the third group, the Aboriginal Malays, sometimes
called Proto-Malays or even, Jakun. They have Indonesian and
Mongoloid strains, and some have Melanesoid blood. There has been
considerable intermarriage between them and other aborigine groups,

and between them and the Malays.




Some of them live in the jungle on fruits and wild game;

| some,the Orang Laut, ' the people of the sea ', live in huts on the

sea-coast or on boats and depend on fishing for a livelihood.

Others follow a more settled way of life on rubber and tobacco
plantations, and even enjoy such luxuries as radios and motor-
cycles. They are animists, but from their neighbours they have
learnt to invoke the Hindu deities, and some have become Muslims.
Many of the Aboriginal Malays, whose basic language is an archaic
form of Malay, have forgotten their original dialects and speak
modern Malay.

A number of smaller tribes whose music will be
mentioned later do not fit easily into any of the three main groups -
e.g. the Semelai of Negri Sembilan, and the s&ah Hut, Che Wong and
Semoq Beri of Pahang.y.

Eurasians and Europeans:

The remaining large group of people in West Malaysia is
made up of Eurasians and Europeans, in which, for purposes of
statistics citizens of the USA are included. The majority of the
small Eurasian community are of Portuguese descent and live in
or around Malacca. This rich port fell to a Portuguése fleet led
by Alfonso d'Albuquerque on 8th August '1511, two years after the
first attempt to capture it by Deige Lopez de Sequeira had failed.
The Portuguese needed Malacca in order to gain the monopoly of
the trades in spice and silk based in the Moluccas and China, but

they also had another aim - to convert the Muslims to Christianity.

1
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Their rule over Malacca lasted about 130 years and their descendants
still speak a patois based oﬁ mediaeval Portuguese, and practise
the Roman Catholic faith.

Cther Eurasians are of Dutch descent. In 1641 the Portuguese
lost control of Malacca to the Dutch who came to the Malay peninsula
with a single objective - trade. Their aim was to control all Asian
trade by means of their sea-power, and for this they had to remove
their one serious rival from South-East Asian waters. They
remained in Malacca until 1795 when Hoiland was completely oversrun
by the French armies, and its ruler escaped to England. In the
so-called "Kew Letters", he agreed to let the English take over all
dependencies in South-East Asia to prevent the French from getting
them. As a result of this the British occupied Malacca., The port
was returned to Holland in 1814 by the Convention of London, but
the Dutch did not take it back for four years, and then in 1824, it
- changed hands again when it was finally ceded to Britain by the
Treaty of London.

Like the Portuguese, the Dutch were largely confined
to Malacea and had little direct influence on the rest of the
peninsula. Today their descendants do not form a separate
community, but can be found scattered throughout the population.

The largest group of Europeans in West Malaysia
consists of the British who have had close relations with the
peninSuIa since Francis Light was appointed Sﬁperinfendent of

Penang by the East India Company on 17th July 1786. Nine yeai's

later British troops occupied Malacca , and as has been seen, this




port was finally ceded to Britain in 1824, In 1826 Penang, Malacca
and Singapore were combined to form the Colony of the Straits
Settlements, and in 1867 their adminigtration became the
responsibility of the Colonial Office. }-E-rom 1873 onwards, British
residents were appointed in Perak, Selangor, Negri Sembilan and
Pahang to advise {he Sultans and chiefs on all matters other than
those relating to Malay religion and custom. English gradually
became the language of government and business, and an English
education was coveted by members of all races. With the
declaration of independence for Malaya in 1957, Britain's role in
the government of the peninsula came to an end. Today the British

are chiefly employed in business, planting and mining, or in

professional posts as doctors, lawyers , accountants and journalists.

Although the number of citizens of the USA living in
West Malaysia is small, American influence is prevalent in many
aspects of life, particularly in the south and in the ‘urban areas of

the west.

29
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West Malaysia and Its Peoples ‘

Footnotes

1. the island of Singapore was also a Straits Settlement

2. the word ' Malaysia' was originally used to refer to
the whole area covered by the Malay peninsula and the Indonesian
archipelago

3. in references and quotations which pre-date the formation of the
Federation of Malaysia the word ' Malayan ' has been used to
describe all the peoples of the peninsula

4. in the past the Census Reports of the Federation of Malaya and
of Singapore used the term ' Malaysian ' for this racial group -—
including both the Malays who regarded the peninsula as their
homeland, and the Malay-speaking Muslims from Sumatra, Java
and elsewhere who had become absorbed into this Malay population

5. pub.by The Straits Times Press (Malaya) Bd.
6. The Malays, A Cultural History, London, 1355, p.15

7. this theory of Dr. Heine-Gelciern and Dr. Van Stein Callenfels is
quoted by Winstedt, op, cit, p. 11

8. quoted by Winstedt, Malaya and Its History, London,1958

9. Winstedt, p. 26, suggests that it was probably an Indian ship that
brought an Attic vase of the 5th century B.C. to Perlis

10. An Introduction to the Malayan Aborigines, Kuala Lumpur, 1952,
p.1 . Williams-Hunt, an Adviser on Aborigines, married into a
Temiar community.

- 11. often referred to as the Semang. Some writers sub-divide the
group up into the Semang - the Negritos of the east of the peninsula
and the Pangan- those of the West, 3ut 1. H. N. Evans, The Negritos
of Malaya, CUP,1937 p.311, considers these terms confusing, and
prefers to use the one word 'Negrito' for both. The terms Semang
and Pangan have been retained in the section on the Music of the
Aborigines when quotations from earlier writers necessitated it.
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Chapter I

" The Music of the Aborigines

Music occupies an important place in the lives of most of

" the aborigines (orang asli ) of the peninsula. They have songs

about their ancestors, their environment and their daily activities,
songs for recreation and songs closely associated with their religion.
Some of these are traditional, others are improvised to suit
particular occasions. They often sing to themselves as they move
about the jungle, and at night mothers lull their babies to sleep with
a combination of humming,rocking and singingl. Hoth men and women
gather for communal dances in.one of their larger houses, and they
play a variety of musical instruments, almost all of which are made
from the bamboo that is an integral part of their culture.

This chapter contains a description of the music,dances and
musical instruments of each of the three chief groups of aborigines:
Senoi, Negrito and Aboriginal Malay, both at the present time and as
described by earlier writers. |
The Senoi:

" Both the branches of the Senoi group a) the Temiar and b) the
Semai have their own songs, musical instruments and ceremonial
and recreational dances which are accompanied by both singing and
instruments. The music of the Temiar is better knowh to me than that
of the Semai, and more of it is available on record and tape. Much of
the present intergst in the Temiar was first aroused by the late

H.D. (Pat) Noone who was the first protector of Aborigines for Perak

- — 3
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and through marriage a member of theilj community. He was greatly
impressed by the part music and dancing played in their lives and by
the close connection between these arts and their religion. From the
moment of birth right through their lives rhythm was of particular
significance tQ them. In a letter home Noone told his parents that when
a young child was born a rhythm was drummed close to its ear, softly
at first and then progressively louder until it breathedsg

Realising how important it was to preserve this music and
make it available to scholars, Noone arranged for a dozer or so of
the best known Temiar singers to meet together in a specially
constructed loag house at Grik, Upper Perak in 1941 to be recorded by
the Malayan Broadcasting Corporation's mobile recording unit. This
was just before the outbreak of the war with Japan when the future
of the aborigines and their culture was uncertain, There was a
degree of artificiality in the situation, for Temiar singing and
‘dancing usuailly go together, but for technical reasons counected
with the recording the dancing had to be omitted4. Since then other
examples of Temiar music have become available for study purposes,
and on 9th August, 1962, I was present at an evening of recreational
song and dance in the Temiar community of Penghulu Chawan é.t Kuala
Kenrap on the River Nenggiri in Kelantan.

This section concentrates on the songs and dances of the Temiar,
describes those of the Semai in less detail, and finally discusses any
instruments of the whole Senoi group not already mentioned in relation

to their singing and dancing.




a) The Temiar

Any study of the music of the Temiar involves some understanding
of the religious beliefs which provide much of its inspiration.
As shaminists they believe in the existence of a spiritual world
behind the material form. of their jungle surroundings. Some of
the spirits are associated with specific places or objects such as
trees, mountains, rapids and waterfalls, Others, like the spirits of
the dead, are free to wander about unimpeded. Some are evil, otbers
good. The evil ones cause disasters like floods, crop failure and
death; but the good ones are ready to act as man's guardiaus and
directors. The link betwe=n these spirits and huméﬁ beings is
a member of the Temiar community known as a hala. He can invoke
their protection through his Mg_, a spirit-guide whom - he meets
when , during sleep his body-soul goes wandering in the jungle. ’
This gunig , having chosen the hala as a medium, offers to become his
guardian , and give him a revelation of significance for the group. This
may include a verse of poetry, the music for a song and dance, and even
the decorations to be worn by the performers. If the hala performs
the song and dance according to the specific directions he has received,
he can summon his gunig to come and possess him. Some gunigs
confer on him special powers with which he can affect the bodies of
the performers, enabling them to withstand pain or uﬁdertake such feats
as eating fire. Others endow him with healing powers which he can pass
" on by blowing cold breath through his clenched fi_sts and slapping the sick
person's body with the fragrant leaves intimately connected with the

gunig. In exceptional cases the revelation may affect the future welfare
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6
of the tribe or even people further afield.

Although the Temiar's beliefs are the inspiration for much
of their singing and dancing, these activities are not limited to
ceremonial or ritualistic occasions. A successful day's hunting _
or the arrival of visitors,indeed, almost any event provides a
sufficiently good reason for them. At Kuala Kenrap singing could
be heard around the settlement at all hours of the day, and there
were lullabies in the long-house at night.

When the Temiar community gather together to sirg,
a fairly set pattern is followed. At one end of the house squat the
instrumentalists, Tgenerally the women of the group, playing their
bamboo stampers .I The bamboo stamper is a pitch percussion
instrument consisting of a section of bamboo, one end of which ig
closed by the node. Stampers are played in pairs, the smaller one
(higher in pitch) being held in the right hand, the larger and lower one
in the left. ;I‘hey produce notes which are often an interval of a 4th or
5th apart when their closed ends are struck on a log of wodd, the
bamboo floor or any other resonant materials. The inst:umentalists
begin a steady beating, the beaters being struck alternately with one
note, occasionally two notes, forming the basic pulse. Then from
somewhere in the group a male or female solo voice sings the
opening notes of a melody, and gradually the rest of the group join in
imitating this opening phrase. Sometimes the beginning of their phrase

overlaps with the ending of the previous one, and in so doing begins a
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rudimentary type of polyphony. This may have had its origins in
chance; it has now become a tradition. ‘
Much of the Temiar solo-chorus singing is basically simple

in its structure. Sometimes it is centred on a Single note as in
~ 'Hanjoi' (Temiar Dream Songs: side 1, band 1 ). Agove a fegdlar pulse
beat out by the bamboo stampers a fifth apart J 4 4 J .Jﬂnl
different rhy’uhrM created bm syllables of the words used:

8, £33,

L v o b4 4

The recitation of the words is primarily ‘?n one note but the voices

!

—ti
sometimes reagh up to it from below: Fy=lmg—=
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In ' Hanjoi' the response follows the announcement without a break and

or even;

with no-overlapping of parts..
Some melodies have only two notes, as in the following example

from Kuala Kenrap, the upper of the two acting as the focal point:
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Other melodies, with the same range of a third use three

notes, each a ton7e apart - e.g. ' Chinchem' (T.D.S. side 1, band 3);

_“WW‘_—.
w =g =
Here the xﬂroices move both by step and by leap of a major 3w :
1!\ — gy . T

N o ooV Fogv '
 and end their phrases on any of the three notes. At a later stage of the

song this melody is transposed up a perfect 5th (bands 4 and 5 ):
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This is a fairly frequent feature of the singing. Different
patterns are formed by the three notes of other tunes, one of the

. )
most common being: i
’ {73 e —r
7 o AT ] —
R £ 5
with the range of a fifth (e.g. ' Siku' T.D.S. side 1, band 6 ). From

the first note the m_elody leaps up a perfect 4th to the other two notes

which are a tone apart. The second note in this pattern is the focal

point, with the third acting as an auxiliary note. As the lowest note

is sometimes sustained by one voice whilst the other voices continue

to sing the melody, intervals of perfect 4ths and 5ths are formed.
Different patterns of three notes are heard in '"Telei Bah Peb’

‘and ' Dalam Guni' (T.D.S. side 2, bands 1and 3 ) . In 'Telei Bah Peb'

with a range of a fourth, the first and second notes are a tone apart,

~ and the interval between the second and the third is a minor 3rd -

an important interval throughout the melody. The middle of the three

notes is the focal note to which the others are drawn;

I

) T )
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In ' Dalam Guni' the range is a fifth, with the two lowest notes
a tone apart, and with a prominent interval of a perfect 4th. between

the note which carries the nﬁain. emphasis and the highest note:

i /
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'Bah Sain' (T.D.S. side 1, band 1 ) uses four notes over a range of a
sixth: ) D —

7 =
135 rA ) 4
[ ] o

J -
- Three of the notes, each a tone apart, form a cluster whose lowest note

is a perfect 4th above the first note. The middle note of this cluster
is the focal point, but there is also a strong pull downwards from the
lowest note of the cluster to the first note of the pattern. As this
initial note is frequently sustained beneath the rmoving notes intervals
of perfect 4ths and 5ths (and more rarely major 6ths) are formed.

A development of this pattern is a five-note melody with the
range of an octave (e.g. ' Alus' T.D.S. side 2, band 5), the octave of
the initial note being added. The third note in this pattern acts as the
focus of the melody, and the interval of the perfect 4th is strongly felt,
both between the initial note and the first of the cluster, and between the

middle note of the cluster and the highest note. The major 3rd is also

prominent: I e
Bt e

/'
) o) . - -

The Temiar nose flute melody (T.D.S. side 2, band 6 ) uses

the same note pattern but extends its range below the octave:

0 /‘\ ,
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Another five-note melody from Kuala Kenrap with the range of

an octave produces a strong chordal(second inversion) effect by its

Pt
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A six note tune from Kuala Kenrap is composed of three groups
of two notes, each a tone apart, with two minor thirds linking the groups
together. The minor 3rd is the most prominent interval in the melody,
but the perfect 4th is also felt quite strongly. The rhythmic patiern used
is more elaborate than others Quoted so far, and the manner of its

singing by the main soloist and female chorus produces an embryonic

canon:
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One of the most effective canons from Kuala Kenrap made use
of only two notes sung at the distance of a minor 3rd. After a short
break in the singing the opening note of the melody was pitched a major

3rd higher ,f with the interval between the notes becoming a major 3rd:
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A more elaborate canon from Kuala Kenrap was built out of three notes:
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The last two examples are both from Kuala Kenrap. The first
melody ' Ligloos' has a more complex rhythm than usual, and is built
on two minor 3rds., each linked by a tone, thus creating 2 minor 7th

between the highest and lowest notes linking the phrases:
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The secand example shows the structure of one of the song

performances at Kuala Kenrap:
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a - solo,A -all, B-all, C - solo, C - all;

Aii - solo, Aii -all, B- solo, B - all, C - solo, C - all;

Ai - solo, Ai - all, B - solo, B- all, C - solo, C - all;

Ai - solo, Aii - all.

The basic melodic pattern proves to be: a ABC ABC ABC A
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The following table summarises the note patterns from which

all the melodies just quoted as examples have grown, and indicates their

relationship to the pentatonic scale systems:
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The stampers uéed to accompany the melodies usually play two
notes at intervals of 4ths and 5ths. Although one of the stampers may share
a common note with the melody their performance seems to bear no
conscious harmonic relationship to it. The occasional chordal effect
they produce appears to be unintentional. Narmally they beat the pulses,
but when excitement increases in a dance they sometimes give two beats

to each pulse. Different patterns of accents and rhythms emerge during a

performance:
- - S a————— p———— T
JJ I JoJ S P S o L O s B

These. are comparatively few compared with the regular unaccented

pulse beating that continues for most of the performance.
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The songs have many subjects. An idea of some of them can
be gained from the recording made by Noone:
Bah Sain: this song given to the hala, Bah Sain, by the spirit of
the wind amongst the bamboos, tells the Temiar that the wind in
the bamboos is the force that moves the airplanes they see flying in
the sky.

Siku: a song from the spirit of the Siku mountains warning the

Temiar who are helping to clear the jungles for the hill station of
the Cameron Highlands of the possible daugers of contact with the
‘White Strangers' :

White Strangers come from Kuala Lumpus,

From Singapore they come

From Ipoh in their motor cars up the Batang Padang,

But with them comes disease.
Ajin: a song given by a tiger spirit to a chief in the Ulu Nenggiri
in Kelantan. - Ifs message led his group to make a new settlement in

Ajin, just over the border of the Cameron Highlands.

In addition to singing their traditional songs, most aborigines
are clever at improvising verses for an occasion. Some observers
consider the Temiar to be the most graceful of all the aboriginal
dancersg. Their dances take pll%ce at night, usually on the central

floor of the group's long-house or another large house. This

_, floor is made of thin strips of split bamboo laid criss-cross -

sufficiently springy to give lift to the dancing and yet strong enough

to bear the weight of a hundred or so people. Dancing for
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recreational purposes lasts for only one night: a ceremonial dance
may continue for three or four nights with the groupfs day-time
activities going on just as usual. After the death of a headsman or
elder, there may be dancing for as long as three weeks.

The dances begin in exactly the same way as the songs.
The bamboo stampers beat out a steady pulse and one of the community
starts singing, his (often her) phrases being taken up by the rest
of the group in chorus. In the recreational dances the soloist may
be any member of thé group: in the ritual dance it normally is the
hala . Gradually individual dancers come onto the floor and begin
circling around at a walking pace. This circular movement is usually
anti-clockwise. At Kuala Kenrap the majority of the dancers moved
this way. |

At first the stampérs beat out a fairly slow tempo, and the
dancers' movements are correspondingly slow. H Their heads often
droop, and at first they may show no signs of pleasure in the dancinglz
As the tempo of the stampers quickens, greater excitement is
conveyed to the dancers, and they begin to wave their hands and bend
and unbend their whole bodies. Often, becoming more abandoned,
they sway their bodies, shake their heads and stamp their feet without
any uniform pattern or repetition of gestures until the whole house
seems to be vibrating.

At this stage if, as at Kuala Kenrap, the dancing is for
recreational purposes only, the performance begins to fade out and
individuals leave the floor to make their way to bed. When, however,

the dance has religious significance, the excitement increases,

441




accompanied by abandoned movements and the frantic beating of the
stampers until the hala who is leading the dance suddenly leaps up
and then falls back to the floor in the circle of dancers. The dance
-has been performed accerding to the instructions received by the
gunig and the spirit has come to possess the hala who now has the
power to heal and perform other remarkable acts,

Sometimes it is one of the other dancers who falls down in
a trance and has to be revived by the hala who blows through crushed
herbs in half-closed hands onto his tense muscles, and beats his
body with palm leaves.

It is quite common for dancers in a trance to snatch the
glowing embers from fires burning on the family hearths around the
central dancing floor and begin fo eat them. Sizzling steam and smoke
pour from their mouths as they circle round, but no damage appears
to be done to their tongues and mouths ., This happens regularly in
the Jinjang, a dance first performed many years before the second
world war in a long-house in the mountains separating Perak from
Kelantan. The dance is said to have proved so beneficial to the Temiar
that it has now sp;ead over all the northern part of the country. Other
features of this particular dance are the movement pattern - two steps
forward and one back - the circular swaying movements of the body
with waving hands and stamping-feet,' and the way each dancer in turn

. bows with a flourish of ceremonial streamers in front of the drum.

Not all the aborigine dances have‘ as much movement. Some

of the women's dances e.g. theChinachit and the Chachi are little

more than hand and body movements with the feet firmly planted in
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one place to singing from the men and the beating of bamboo stampers.
For these movements the women often stand up just where they happen
to be sitting: sometimes, however, they combine them with a slow
-walk in an anti-clockwise direction.

In a male dance, the Kenanyar, a different step is introduced.

As they move round in their circle, the dancers stop every so often and
hop a few paces forwards before they continue in their circular movement.
They also perform various hand and arm movements similar to those

of the women in the Chinachit and the Chachi .

| That Temiar déncing can be merry as well as solemn is
indicated in Slimming's description of a dance for men and women at
Lambokm. In this the women, holding hands in a circle, moved around
in skips and jumps, whilst the men, also holding hands, formed an outer
circle and whirled around in the opposite direction. As they did so,
some onlookers began to chant, taking their time not from the stampers
but from the beat of a gong. The circle broke and re-focrmed as onlookers
joined in and tired male dancers extricated themselves, to rest against
the sides of the long-house. Enclosed within the men's circle the
women had no means of escape, and had to dance on until their foot-
movements became 'erratic and wild'. By three o'clock in the morning
their movements were losing grace, and there was so much shouting
and fun that the dancing was developing into a rough and tumble with
_ the dances becoming shorter, and with few people on the floor at any
~ one time. |
For their dances the Temiar paint their faces and decorate

their bodies in a variety of ways. Although their festive dress is not
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the chief concern of this thesis, it forms an integral part of the total
picture of their dances, and so some details of it and of the dance dress
of other aborigine groups are given in Appendix 3.

Accompanying instruments mentioned so far have been the
bamboo stampers and a gong. The gong is not an indigenous instrument,
When used by the Temiar it has probably been imported from a Malay
kampong where they have been on a bé.rt-\.-ring expedition. Other
instruments which are sometimes played to accompany dances are the
drum, the jew's harp and the bamboo zither. Of these the drum is the

instrument most freQuently used.

b) '.__l_?‘he Semai:

The songs 6f the Semai follow the same musical pattern as
those of the Temiar; After a short introduction of varying length from
the bamboo stampers a male or female soloist commences to sing,
this opening phrase being taken up by the chorus of mixed voices without
a break between the solo and the response. Like the Temiar the Semai
are shamanists. They sing about their enviromnentmy their activities
and their illnesses ; one of their songs being dedicaied to the Jungle
Spirit of Health. Their beliefs are, in many ways, similar to those
of the Temiar, although difierent terminology has been used by writers

in describing them. The terminology and transliteration of Semai words

in the next five paragraphs are those used by R, K. Denton in his case

study The Semai, a Nonviolent People of Malaya.

In this he states categorically " there is no question that the

) "
Semai actually do get melodies in dreams . An east Semai man feil

deeply in love with a girl living further upstream. She did not reciprocate
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his feeling, and he mooned in misery for weeks until he dreamed that
she gave him a melodj. His depression immediately disappeared.
"Another man has her body" he said, " but I have her ruai'’. This
concept of the ruai is fundamental to an understanding of Semai songs.
Bentan says that the ruai is located just behind the centre of the
forehead, and that it is described by the Semali in the following three
ways: 1) as a human being, the image of the body it inhabits, about
three quarters of an inch tall: sometimes it assumes the form of an
animal , 2)as a little bird, 3)as a timid child. At night ruai
leave the body and travel around. When doing this, they meet other
ruai , and their experiences are manifested in dreams of people,
animals or birds. Sometimes aruai falls under the sway of an 'evil
spirit' or'nyani'. Only people who are halaa'and so have the ability
to deal meaningfully with the spirit world, can send ruai to seek out
the nyani that cause sickness,

A man becomes halaa' by being given a melody in a dream:
the dream figure which supplies this melody is usually a ruai, but it
may also be a ksloog ' a.formless entity that maintains life, will,
vitality, consciousnessls, belonging to an animal or sometimes to a person
or ;_ng_gl_ Winds and rivers may give melodigs in dreams Sifll(:‘,ge ' the
wind is the airplane of nyani and the river their steamboat. The

giver of the melody then becone s the gunig of the dreamer, .and when

. the dreamer sings the melody, the ruai or kaloog of his gunig will
~ come to him. He can then ask it what nyani are causing a given
affliction, and speaking though or to him, it will give him the answer.

When a halaa' dies, his gunig looks for a new 'father’,
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Frequently, the gunig appear in the dreams of a brother or son of the
dead halaa, and ask him to ac-cept them by holding a special sort of
performance called by Dentan ' a sing '. 'Sings' which also include
‘dancing, a.re; arranged in order to bring about cures, when home
remedies and other efforts have failed. They take place at night so

that the ruai gunig will not be afraid to come, and usually last for

two nights. The halaa'leads the singing, accompanied by the women
striking their bamboo stampers against a log of fire-wood or house-pole
in much the same manner as the Temiar,' although only a relatively
small proportion of those present join in the singing,

It is essential for one or more of the dancers to go into a
trance. In the east of the Semai area it is the adolescent men who dance
until they fall into a trance, and remain in it until the halaa' sprinkles
them with water from his magic whisk. In the west, the halaa' himself
may go into a trance, with the gunig speaking through him in strange,
strangled voices and aiding the diagnosis and treatment of the sickness
in the person awaiting a cure. If the two-nights 'sing' fails to cure
the patient, one lasting six nights is held. |

Ceremonial dances are perfofmed less frequently by the
Semai than by the Temiar. Two of the best known are Domber,named
after the spirit of a rocky pool in the mountains of north-west Pahang state

and Jenu-Lak Timok, given by the spirit of a waterfall on the Telom

river. Their chief dance, Ba Asik, is for recreational purposes.
" The men begin to sing first, followed by the women: in the same order
they start to dance, both sexes moving around in their circles. As

each dancer places his or her hands on the shoulders of the person




there is little of the hand and arm movement so characteristic of Temiar -

dancing.

A Semai dance from the Batang Padang area of Perak has been
described by Williamé—Huntans the'nearest approach to a rugger scrum'
.he had seen. Its accompaniment was provided by a Malay gong and
drum. Two or three girls with their arms around each cother's necks
moved in an anti-clockwise circle with a running, hopping movement
with one short step and one long. Other girls joined them and then
the men clung onto the outside, pushing one behind the other until
there were up to fifty people all whirling around together. From time
to time individuals lbst their grip and were thrown off with considerable
violence : Williams-Hunt himself was once badly winded by a large girl
who landed on top of him! ’

It is interesting to compare these descriptions with that of a .
'Sakai' dance in the Ulu Kinta area of Perak some eighty Oor SO years ago.2
After a drum had been beaten for five minutes, one or two men got up
and began a dance based on a curtsey to each drum beat, whilst making
'erotesque gestures' with their hands. After half an hour or so of this
the men sat down and began chanting a song which consisted of a
repetition of the names of a number of mountains, rivers, etc. of the
Kinta Watershedzz. This lasted for about an hour, and then the women
came forward to perform. They did not move about , but just went
. through certain movements where they stood. They first clapped their
hands in time to the beats of the drum, repeating cries that sounded

like ' sough, sough, sough! and then 'chaep, chaep, chaep' , with deep

curtsies at every drum beat. Then dropping their hands to their sides

T .



they turned their bodies from the hips upwards from side to side,
swinging their arms round loosely once to every beat, and making
deep curtsies as before. After this had been repeated 4bout six
times, they stood still except for the curtseying, and placing one
hand akimbo, held the other out with its palm open. The forearm
was now turned in time to the drum beat, presenting the palm
alternately upwards and downwards with a very slight and graceful
movement which continued until the end of the song.

All dances, together with their singing accompaniments and
special facial decorations cease for the mourning period of one to
two months after a Semai's death. Nor are the dead person's close
relatives or fellows from the settlement allowed to pla.y_ musical
instruments , especially wind instruments which are said to resemble

the voice of malevolent nyani associated with death and graves.

Musical ins’cr{:ments of the Senoi:

Both the Temiar and the Semai have many musical instruments
in commony four of these have already been mentioned in connection
with the songs and dances, the bamboo stampers, the drum, the jew's
harp and the bamboo zither, Of these only the stampers and drum are
used with any regularity.

The drum :

Nowadajrs the drum found in Senoi settlements is often the
Malay rebana , probably obtained like the gong on bartering expeditions
to local kampongs. The indigenous Temiar drum was made frprn a

hollowed~out tree-trunk, with the skin of a gibbon(siamang) or some
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other small animal for its single head . According to Hale the

hollowing of the barrel of this type of drum was effected by burning
as well as chopping, the process being continued until the barrel
was about 172" inch thick, The skin of the head was stretched and
tightened up to the required pitch by means of ratan cords and
wedges. No measurements are givea, but those quated hy Blackingz5
of a Temiar drum with a head of monkey-skin in the Perak Museum

are;for the oval top 30.5 x 27 cm., and for the height 50 cm.

The jew's harp:

The jew's (or jaw's) harp - sometimes called genggong -
is made of bamboo, with a frame and tongue in one piece up to 20 cm;’
long. Its sound is produced by ¢ausing the small free tongue of the
instrument to vibrate, either by jerking a string attached to one end
of the frame, or by plucking the end of the frame itself. Attached
to the string there is often the small bone of an anima126 or a porcupine
quill, To these methods of sound production Blackingzqadcis a third -
twanging the 'tongue’ with the finger. The air in the hollow of the
" player's mouth acts as a resonator, and by varying the -amount of air
in the mouth, different harmonics are reinforced.

Another simple Temiar instrument called rangoin and
similar to the jew's harp in construction and playing is made from the
outer shell of the mid-rib of either the bertram or langkap palm.

The bamboo zither:

28
In its simplest form the bamboo zither consists of a

large segment of bamboo from which narrow, parallel strips of the

bark are cut out lengthwise so as to remain attached at both ends.

&l




Over each end of the bambceo tube there is a strong ratan ring, partly
to prevent the instrument from splitting, partly to stop the sirings
from breaking away at their extremities, Each of these strings, which
vary in number from one to seven, is given the necessary tension by
raising it on two wedges acting as br idges, one at each end. The
instrument is tuned by moving the wedges about.

In rather more sophisticated examples of the instrument the |
ratan or fibre strings are attached to the bamboo tube by the method shown

29
in the following illustrations:
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Balfour describes the ends of the strings as being 'finished off
ornamentally in a scroll', and adds the following note from Annandale:
'The ornamental scrolling of the strings is very characteristic of
the instruments of the Sakais and Semangs, differentiating them from
those of the Malays, Siamese or Samsams'’,

There are small holes beneath the pair of strings in the cavity
of the bamboo, and small pieces of wood stuck onto the bamboo act
as frets. The number of strings is usually two, but there are instruments
with one string and bthérs with three. Most of the strings are of
ratan, but four of the Ple-Temiar instruments from the Piah Valley in
the Perak Museum éollection described by Blacl<ing31 have strings made
of resam, and one in the Muziumh Negara has tviro wire strings. Although
the strings are usually plucked, they are sometimes beaten with pieces
of bone or hard wood. In the Pitt Rivers Museum at Oxford, one zither
has a small crudely fashioned bow, made of a slender and much bent
slip of bamboo with a single fibre string roughly fixed. ?c? it.

A variety of names is given to the bamboo zither. Two zithers
in the Williams-Hunt Collection in the National Museum, Singapore,

(49111 and 49.116), both two-stringed, are labelled kerim, and a third,
(Z.1969) which is three-stringed is labelled buloh hérchiipi. As all

these instruments came from Pahang they are likely to be Semai

instruments. Another fairly common name is keranting . All bamboo

. zithers in Muzium Negara are called kereb.

Skeat's Cambridge collection has a simple 'string' instrument
) 33 S
called suchok aribong | This consists of a bamboo joint for a sounding-
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board, along which three strands are strung.

Flutes:

Bof;h groups also have transverse mouth and nose flutes made
of bamboo. The distal end of the transverse mouth flute is always open,
its proximal end being closed by the natural septum of the bamboo.
Although the flute's size and diameter variesgz4the number of 'stops'
(holes other than the blowing hole) is always three. The two Semai
transverse mouth flutes in the Williams-Hunt Collection in the

National Museum, Singapore, have different names - Panyong and
35

Lei'o Bangsi , the latter being played only in the fruit season. The

Temia:r transverse flute in the same museum has no special name.
The transverse nose flutes are also made of bamboo with

their blowing holes in the node at the proximal end. They usually have
four stops. Skeatsesays that the holes in the nose-flute were made
by taking a small dry stick, lighting one end in the fire, and then blowing
out the flame.and applying the glowing charcoal point tc the bamboo,
blowing with the mouth meanwhile to keep it alight. The flutes are held
so that the air from the nostril passes almost at right angles to their
length. Foi‘ the purpose of playing, one nostril is often plugged with a
wad of tobacco, grass or leaves. Nose-flutes listed by Blacking, BZ.II
from Senoi groups, vary in length from 30.4 cm. to 43.2 c.m., and in
diameter from 1.1 cm., to 1.6 cm. Both the Semai nose flutes in the

. Williams-Hunt Collection:}? are decorated, and both are called pensol.
| It has been suggested by Wiuiams-Hunt3t%at the pensol nose-flute may

40
possibly be unique to the Semai group. This is not so. Slimming says
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that the nose-flute was particularly common amongstfhe Temiar
of the Betis valley, and includes a picture of a Temiar playing one.
The recording 'Temiar Dream Songs from Malaya' also includes
an example of nose-flute music on Side II, Band 6.

Two other wind instruments are played by the Senoi:-
a type of bamboo recorder and a smaller transverse mouth flute,
The bamboca {ecorders have seven to ten holes or more, and according
to Blacking produce a series of notes similar to a '"typical Western scale'.
Thé smaller transverse mouth flute has one stopping hole only at the
proximal end made by piercing the node. ] Blacking says that by
stopping this, or leaving it open, two notes,usually a fourth apart can
be produced, but Slceat43 claims’that it can produce three notes, and
that it is played by holding the palm of one hand over the open end, and
the thumb of the left hand over the small hole in the other end. rI:he
two flutes of this type in the Williams-Hunt Collectior144 are both
described as whistles called TE:@E.-_ . One is I1.8 cm. long and 2.2 cm.

in diameter, the other, 11.7 cm.long and 1.7, ¢cm in diameter,

Dercussion:

A éimple percussion instrument of the Perak Sakai (Senoi)
described by De Morgan45 consisted of two small slivers of bamboo whose
flat sides were clashed together to make a sound like that of castanets.
Called sok yet, they were 38 cm. in length by 3 em. in breadth. 16
~; The Sakai claimed that this custom was borrowed from the Siamese.

Wind organs:

Some of the Senol devise instruments upon which the wind can

play. Those of Selangor and Perak have a 'wind organ' made of a long
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bamboo with a slit in each internode. These bamboos are lashed to the

top branchqu of trees and give out ' musical notes when the wind blows
over them .

(i1 )The Negritos:
‘ Both branches of the Negrito grbup , the Seixéang and the
Pangan, have their songs, their dances with singing and their
instruments, but less of their music is available on tepe. They told
Evans49that musical entertainments were only indulged in during the
fruit season, the time for rejoicings amongst the Negritos in general.
At other times they had few instruments in their dsvellings, those of
the previous season having been broken or thrown away.
Like the Senoi they sing as they move through the jungle, °0

and when they gather together for their communal singing many of their
songs, like those of the Sénoi, reflect their shamanistic beliefs. ’
They fear the spirits of the dead, and when the Semang bury a corpse
they hope to avoid trouble from the departed spirit by singing the
following prayer:

.Go first

I afterwards,

Do not give rain,

Do not give storms, 02

Do not give lightning or thunder .
Schebesta53 tells how when he was camping close to the old graveyard
in a deserted Malay village one of his Jehai men sang throughout the
night because he was afraid of the ghosts of the dead Malays.

A dozen or so Semang songs were recorded on a phonograph

54 : .
by Skeat , and with the aid of Dr.R. J. Lloyd, he made a study of

them both from the phonetic and musical point of view. The Semang
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themselves said that their song-dialect was different from their
spoken language , and Skeat found that the words were frequently
lenghtened by one or more syllables to fit the music. When the

songs were repeated, the singers freely altered the order of the lines,
inserted new ones and omitted others. Their love of repeated words
and soundﬁ showed itself in one way or another in almost every line,
One of the songs sung to Skeat by an old Semang, To'G8lugor, was
about a monkey called 'kra': this name ended every line.

Another song, 'The Song of the Ripening Fruit' , had six
accents to the line, four belonging to its variable part and two to fhe
invariable refrain, Thé versification was always based on a given
number of accents and nearly always upon the repetition, either at
the beginning or end of the line of certain variable words or phrases.
Lloyd points out that the final syllable of a word which seldom carries
the accent in Malay here carries it more often than any other, and that
although the li_nes oftseél end in identical words actual rhymes do not
appear to be sought. 56

He thought the music of the songs was very simple , and
described one of them, 'The Song of the Fruit-buds', as ' simplicity
itself'; with the time well kept and the four accented syllables of each
line coming in on the exact beat of the music with the regularity of
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The Perak Negritos had a habit of singing words strung

together at random, their pleasure or sorrow being shown only by
the nature of the words and melody., If they were feeling miserable
they would just go through the names of-all the rivers, mountains
and hills. This practice is already noted amongst the Senoi. If
they were happy they would sing about flowers, birds and small
insects . On returning from hunting they sang appropriate words
about wild animals; the forest, their weapons and their captures.
After a death in the tribe, they repeated words meaning 'death’,
'decay! 'fire’y and the name of the dead person. Often they would
string together words with reference to the sound only. If the
word was too short fbr the measﬁre, they prolonged it by adding long
drawn-out nasal syllables such as ang, eng, ong, ng. ! Sometimes,
during their social gatherings they sang about the pursuit of a particular
animal as a sort of charm, hoping this would help them to catch it in
the future. % |

It would appear that the way in which the Negritos perform
their songs resembles that of the Senoi. Maxwell, 59describing a
performance of songs by the Perak Negritos says that five male singers
sat together in a circle facing imﬁzards, one man leading the singing,
and the others following, usually a note behind. He found the general
effect monotoﬁous as the performers sometimes chanted together
-* rapidly on the same note for nearly a minute, with the range of the
whole melody probably not exceeding three orfour notes. %0 Three

of the men played accompanying instruments. One struck bamboo

stampers (green and recently cut) on 2 wooden log, and the other two
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each struck a piece of bamboo in his left hand against one in his right,
'after the manner of the Malay 'cherachap' or castanets '61Their
singing like that of the Senoi, often develops a rudimentary polyphony.
M. Kolinski gives an interesting example of this from the Moni, a

62
Negrito tribe from the North of the peninsula .
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Sometimes the subjects of the songs force the singers to
become actors identifying themselves with the beings they sing about,
In one song supposed to be sung by the Chenoi, divine beings who
work in nature and are the powers behind many growing and acting things,
the singers deck themselves with garlands of flowers and move round

gaily and boisterously as they sing:

They hang down, hang down, the leag garlands from the brow
The young man runs the children vun. 5

The voice of the nlghtlngale sounds , the nightingale on the gopal,
White and dappled.

They hang down, hang down, the long scattered rain-clouds,
They drift, the unmarried man runs, the maiden runs

The married man runs, the old man runs, »
The garlands drift and tuln 63
The young6r4nan runs, the maiden runs, the young man runs.

Bowra shows how the art of dramatic song among the Semang
is closely allied fo religion so that the singers take the part of the minor
deities called Chenoi, a higher God called Chemen, a shaman or bidog
who is thought to be a tiger acting as an intermediary between gods and
men, and a lesser Chenoi who appears as a pheasant, Within the main
structure of this religious drama at its mast elementary stage there is
room for a certain amount of improvisation and adaptaton.

Bowra concludes his study of Semaug songs by saying:

The strength of such songs comes from an unquestioning

belief in the presence of divine beings on the earth among

men and women, whose actions are inspired and guided by

them and receive through them a divine sanction. The
primitive conviction that divine beings are at work everywhere
is displayed in a concrete form, and we see what advantages it
brings. Such songs are to prumtlve peoples as indispensable as
the myths which they represent, just because they show what the
imminence of gods and spirits means to the sentient and
sensitive human self. They catch aspects of divine activity in
the world, and what begins by being a myth and therefore Sometimes

obscure and remote becomes part of human experience and
displays its worth in the setting of mankind. 65

62
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During his period as Adviser on Aborigines, William-Hunt
noted that the Negritos seemed to have lost their own characteristic
dances and to have picked up those of the Temiar, by whose standards
they were clumsy performers, Even the descriptionsof Negrito
dances by earlier writers do not suggest any really unique features,
although both the dances witnessed by Skeat 66a,nd called by him
'choral dances ' (siwang) , were performed by a very small number of
women. The Kedah Semang told him that only their women were in the
habit of dancing, 67a,nd dancing also seems to be confined to the women
‘of the Perak and Kelantan Negritos.

The dance he éaw at Sungai, Mat Sam, a tributary of the
Kelantan river, was performed by two Pangan women to the accompaniment
of singing - ' a somewhat monotonous chant' - and a bamboo 'guitar ',
the keranting, played by one of the men. At Siong in Kedah the |
performers were two or three Semang women and a girl, but there was
Quite a large gccompanying group - two men playing the bamboo stampers,
a nose flautist, and one or two men beating time by knocking sticks
together. Sometimes the musicians sang songs, sometimes they
just played an accompaniment on their instruments. When they sang,
it was in the way already described, with a solo voice to begin followed

15y others taking up the words which wewre evidently well known,
The women's steps in both dances are described by Sikeat
as graceful,' the knees being bent, the body turned partly round, and
g the arms either hanging loosely and slightly swaying from side to side,
or else stretched forward and swayed in time to the music'. The Pangan

women moved to and fro and round in a small circle, but the Semang
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women of Kedah did not move from where they stood. Although
the Semang dancé took place during the daytime at.Skeat's special
request, the night is regarded as the correct time for such dance
performances.

Williams-Huntﬁgsa,ys that the Lanoh Negritos attribu te
the outcrops in their district to a group of their ancestors who danced
in the day-time and were turned into stone, and AnnandaleGgwas
told by a group of Negritos that they were ashamed toc dance by daylight.
When I visited a Negrito settlement in Kuala Lah, Kelantan on 5th
August, 1962, the women could not be persuaded to sing or dance. They
must wait, they said, until their men-folk returned from hwting in the
evening. -

A dance witnessed by Annandale at Grik in honour of the
wild areca palm was performed by men only. Six men squatted on the
ground, two playing 'bamboo stringed instruments'(bamboo zithers)
and the other four beating the ground with bamboo pipes. Two others
wore dancing crowns made of alternating bands of rhiz\.OiJ_:n orph (urat batu)
and strips cut from a green pandanus leaf, plaited in such a way that
a broad fringe was left standing up above the plaited part. After
squatting fora.while with the rest and joining in their 'monotonous’
singing in which Annandale failed to distinguish any rhythm or tine,
these crowned men began to dance. The chanting of the chofus now took
~on a sense of time and rhythm, but there seemed to be no co-ordination -
- between the two dancers who used only a very limited .space as they

moved their arms in the air and swayed their bodies from side to side

to the time set by the stringed instruments. When one or other of them




knelt on one knee or squatted on the ground, their hand movements
continued. They had no fixed steps in common, but one of them
usually advanced with two long paces and a short one which was
abruptly terminated by drfawing the toe of the right foot up to the
left heel. From time to time they joined the musicians in their
singing. 71

Skeat suggests that the most remarkable dance performance
of the Perak Semang was the dance-drama witnessed by De Morgan.
A young girl began to dance in the middle of a circle., At first she
moved slowly with a sort of polka step, but without turning round, and
then began to wave her arms an d direct her hands behind her back.
She went two or three times round the circle, indicating by this that
she was looking for a husband in,the forest. A suitor soon appeared
and danced round her, singing of flowers, birds and insccts. As
she moved backwards the suitor followed her, asking for her hand,
but to no purpose. He was followed by two more suitors, but they,too,
were refused. At this point three other young girls arrived and the
three suitors quickly deserted their first love to flirt with them. They
were promptly accepted and danced around with their cdnquests. The
first girl then went from group to group trying to regain her late
suitors, but with no success. She stopped in the middle of the circle 79
crying loudly, and repeating such words as 'Death' and 'Maledication'
After dancing round for about ten minutes one of the men of the rival
_ groups returned to her; and she was obliged to accept the humiliating

_ 3
position of a second wife .

aen)
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Musical instruments of the Negritos:

Three Negrito instruments which accompany dances have
already been mentioned - the bamboo stampers, the nose flute
and a simple percussion instrument consisting of two sticks

similar to the Malay cherachap .

Percussion:

Another percussion instrument producing a pitched note
and used in the accompaniment of their songs by the Semar of Siong
was a1l ong bamboo internede, 1.5 ¢m or 122 cm. in length and
7.7 cm or 10,2 cm. in diameter, whose open end was beaten with
a palm-leaf fan. The lower end of the bamboo which rested on the
ground was closed by the node, and the upper end, evenly cut off,
was left open for the beatei'. This was made by folding the leaf of
the palas (licuala) palm into the shape of a fan, measuring about
30.5 cm. in length by 12.7 em. at the broadest part, and then lacing
and relaéing it across with a strip of ratan to stiffen it and keep it
in its proper shape. This beater was struck gharply against the
upper end of the bamboo which usually rested on another piece of
wood or on the performer's knees. "

An even simpler percussion instrument for accompanying
the singing and dancing of the Menrik Negritos of the Nenggiri Ri{rer,
Kelantan, was a beam about four yards long, hanging up at both ends
_and struck by 'cudgels' . This produced a high-pitc hed note. 75Bal;four 70
. describes a percussion instrument like the movable toy animals of
the Malay and Siamese children in the Patani states which was used by

the Semangs of Rhaman in their musical entertainments, for beating




67

time to the music and setting the rhythm. This he calls a Toy Squirrel
(tupai) . It was made of light wood to represent a squirrel with |
movable limbs, mounted upon a stick. When the stick was waved to
and fro the squirrel flew backwards and forwards, striking the stick .
The stick could also be struck against the palm of the left hand.

How far this was used by the Semang of the peninsula is not known.

Bamboo zither:

The bamboo zither, described in connection with the Senoi
is also occasionally used, to accompany singing. It is usually a
two-stringed instrument with the strings attached as in the illustration
on p.b53. 77

Jew's Harp:

8
The jew's harp of the Negritos is quite small, but.is

sirnilar in construction to the jew's harps already described. The

string attached to its handle is generally made of twisted vegetable fibre,
and the handle itself is often the small monkey's rib or a porcupine
quill, e

Flutes:

The Negritos have both transverse mouth and nose flutes.

The mouth flute is made fromBa segment of bamboo and has three stops
0
in addition to the mouth hole. As in the Senoi mouth flute the distal

end is usually open and the proximal end iglclosed by the natural septum
of the bamboo. Both ends may be closed. It is often decorated with

- incised patterns, and is sometimes called peningyong. Annandale

mentions that on several occasions he noticed young men with a

transverse flute stuck in their belts when they were travelling, and




that he heard the Negritos playing their flutes in the jungle. At a
dance he attended at 'Grit' (Grik?) however, they did not play them,
but used them as percussion instruments , beating them vertically
on the ground in time with the bamboo zithers.

Blacking lists no nose flutes amongst the Negritos and
Balfour83 also discovered none. ©Skeaf, 84h0wever, describes the
nose flute of the Kedah Semang as being about ¢wice the length of
the mouth flute, although it had the same number of stops - three.
Evansssagrees that the Negritos had a nose flute and describes a
Lanoh tra.néverse nose flute with three stops and a hcle of similar
size and in the same line for the nostril. This was close to the
proximal end which was open., The distal end was partially closed by
a node, but a hole had been roughly broken through the septum of this..
When Evans asked a young Kintak Bong if he played the nose flute,
the boy just transferred the transverse flute he had already been
playing with his mouth. to his nose, using one nostril, the other one
not being stop:ped in any way.

An instrument described by Evansags a type of flageolet
with five stops which he found amongst the Kintak Bong in 1935. This
appeared to be a composite instrument made up from two sections.

. Of these the proximal portion was the shorter, and from its darker
colour seemed to be the older of the two. Evans thought it originally
had no connection with a musical instrument, but was the short

' outer-tube section attached to the mouthpiece of a blow-pipe. The
distal length with the five stops on its dorsal aspect‘.had been somewhat

flattened by paring the outward surface with a knife. The end had been




shaved down to fit into the proximal. tube , and the splice was
covered with gum to prevent leakage of air. The instrument's distal
end was open, and its proximal end was closed by a wooden piug,
except for a slight passage which led to a newly cut whistle-like
opening on the ventral surface.

Other instruments:

87
Two other simple instruments are described by Evans.

One was a type of 'earth drum' used by the Negritos (probibly mostly
Lanoh) of Ijok, Selama, This was made by digging a hole about a foot
and a half square in the ground and stretching over it a piece of tree
bark tied between two short posts driven into the earth on either side
of the hole. The other was the hull-roarer of the Kinta Rong , used

as a toy by the children. This was called by them bebaling, a version
of berbaling, the name giveh by the Malays to their musical windmiils.
The Kinta Bong ggld Evans that this was the 'ghosts' jew's harp.

Ba]fopr describes another instrument which he calls a

musical clapper( genggong Sakai) , made by a Malay whe said that it

was used by the Orang Sakai (i.e. Semangs) of the district in conjurction

with their bamboo zithers and toy squirrels. It was fashioned from a
cylinder of bamboo ,38.8 cm long and 3.5 cm. wide. For half the
length two portions of the bamboo were cut away to leave two long
and nearly flat vibrating tongues. On either side of the cylindrical

part of the bamboo an elyptical hole was cut through about 11. 4 cm.from
| the end, and at right angles to the plane of the two tongues. The bambeco
between the holes and the bases of the tongues was split. When the
instrument was struck upon the thigh, the split edges jarred together,

and the two tongues vibrated. The sound was modified by closing one




or both of the lateral holes. It rather resembled a tuning-fork in

principle, but was peculiar from the fact of having stops.

Balfour says that an identical instrument érom the Philippine
9
Islands has been described by Dr. A. Schandenburg under the name

buncacan, and Annandale adds the following note:
‘Should it prove to be a real Semang instrument and to
be peculiar to the Malay peninsula and the Philippines,

it would be a most interesting link between the Semangs
and.the Negritos of these islands.

(iii) The Aboriginal Malays:

This group is made up of a number of tribes, but information
is available about the music of dnly a few of them, chiefly the Besisi,
the Mantra and the Jakun. 90Also included in this section are some |
details about the music of the Semelai, a difficult tribe to place ethnically
as they have physical affinities with the Aboriginal Malays but speak
a language akin to that of the Senoi. From the small amount of information
that exists, it would appear that singing and dancing play an important
part in the lives of many of the Aboriginal Malays. They too have
musical instruments. According to Skeat, 91the songs of the Besisi were
often acted by the singers, and from them he was able to form a good
general picture of the life , ideas and customs of this tribe. % Their
melodies were very simple, consisting of three or four notes only,
and were sung with spirit and verve. Unfortunately Skeat has left no
transcriptions of these tunes.

He was told that the songs should be sung in a certain order,

but no-one could give him this for more than the first ten -
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1. Siamang, the gibbon; 2. Pulai, a soft-wood tree;

3. Merbau, a hard-wood tree ; 4. Kuang, the flying fox;

5. Bangkong, a wild jungle-fruit; 6. Gabang, ditto;

7. Redan, ditto; 8 Kledang, ditto; 9. Kabau, ditto;

10. Mah hedet hum, the little folk's bathing song. To these Skeat

adds another list of twenty songs all about animals or birds with no
ascertained order, except that the one calied Lang, the kite, always
came last, together with the names of twelve more - but he had no
words for these.
The subjects and words of some of the sougs of the Besisi
and Mantra (who also acted their songs), logether with the dress of
the performers, suggested to Skeat that they might have been designed
mainly for the purpose of trying'to increase the kindliness of nature.
A different type of song was the Besisi Trumba, the Song of
Tribal Origin, an attempt of the tribe to keep a record of its history.
Each of its lines is complete in itself, so thet where there are two or
" more place names in a line they always occur together and in the order
given, but the order of the lines may vary. Part of this song seemed
to preserve the tradition of the old tribal boundaries and Skeat believed
that it supplied a clue to the long string of place names that often
occurred in the songs of the Negritos and the Senoi of Perak.
'I"he songs listed above were all more or less definite .
compositions known to every member of the group, but others were
.+ improvisations with no recognisable metre, e.g. Song of the Monkey-

94
Hunters. Some of these improvisations described in detail the various
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processes involved in the preparation of their game for food, and
of the different kinds of seasoning used, .

The Jakun of Johore also had songs which they had either
learnt from their ancestors or improvised themselves . In a great
ﬁlany of them Skeat says they proceeded by thirds and fifths, glfrobably
meaning that the melodies were built up from these intervals.

The songs of the Semelai are usually sung by a solo voice
followed by a chorus, but unlike the songs of the Senoi and Negritos
are unaccompanied. Into them topical events are introduced. One,
sung by men only, 97tells of the trouble caused by the Communist
terrorists who stole their animals and fruit and threatened their people:

We have often repeated our forefathers'stories of |
the trouble of their time. Now we have troubles of

our own which we can see for ourselves and we wonder
what is going to become of the Semelai tribe ?

Anothegrspopular song of the Semalai is The Song of the Burong Buay
Stewart Waveil says that he heard it sung many times by lone Semelai in
their canoes on the Lake of Changing Colours at Tasek Bera, and gives
the following translation of it:
We hear the bird's song in the jungle
And we call it the Song of the Burong Buay.
We do not know which bird is singing
But when we sing the same way
We call the song too - the Song of the Burong Buay.
From questioning the Semelai, it seemed to Wavell that the
- Burong Buay was "a wever-never bird, a symbol of fleeting happiness

?

a blue bird which entices the weary traveller ever onwards séarching

for the fulillment of his dreams. "

An interesting song sung only by Semelai men introduces
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99 .
frog sounds to establish its rhythm .

I have found no details about the songs of the Mantra which
were associated with dancing, but thid(:) Shey did sing on other occasions
is suggested by the remark of Logan  that when they were troubled
in mind their only resource was to comfort themselves by singing.

The Aboriginal Malays includea dancing at their fexsts . The
chief feasts of the Besisi were held annually when the rice began to
bloom, and then at the beginning, middle and end of the harvest. ol
The head of the tri%aé opened the banquet by burning incense and chanting
an invocation to the tribe's ancestors and *o the wild beasts and demons
that attacked the crops. Then the Besisi of both sexes decorated

themselves with flowers and fragrant leaves and sang and danced

throughout the night. The ceremony was called Berentak Balei -

"Drumming upon(the floor of) the Tribal Hall. ' This name pl;obably
102
came from the use of the bamboo stampers; elsewhere Skeat talks

about another ceremony, 'Rentak Balei,' Stamping on (the floorlof )
03

the Tribal Hall' where bamboo stampers called ding tengkhing

or 'quarrelling bamboos ' were used., Generally it was the Besisi men
who danced, although from time to time the women were encouraged to
join in. Many of the dances involved acting by the men who suited their
gestures to the words. ‘

ri_‘he Mantra had a special moxlw.i(:}lzf Jitnuary, when they gave
_; themselves up the enjoyment of music . A large balei was constructed
| for their wine feasts and to it all the members of the tribe from the

country around were invited. On entering the balei they danced around

three times with their hands akimbo, and then sat down to partake of

w
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betel-leaf. After a meal withliberal helpings of tampoi wine, the
dancing proper began, continuing all night and often to the middle of
the next day. One of the men sang a verse, generally impromptu,
answered by one of the women. Holding each other's hands the women
danced together in the centre of the hall with the men dancing round
them. The dancing consisted of a shuffling and stamping of the feet,
and the only noticeable difference in movement between the men
and the women was that the latter swayed their hips to and fro at every
step. The instrumental accompaniment was provided by tambourines,
drums and‘ flutes. 105 ,
: 1086

According to Williams-Hunt the Aboriginal Malays have now
adopted rather shoddy variants of Malay dances, but he mentions a
'‘purely aboriginal dance ' he witnessed in the Bentong district of
Pahang in 1950 when one man ran about on hands and knees making

dog-like noises.

Musical Instruments of the Aboriginal Malays.

Bamboo stampers:

The bamboo stampers, %tengkhing,have already been mentioned.
At a Besisi feast attended by Skeat  where these were played by two
performers there were two sets of three each, the sets being of gradually
diminishing sizes. The two largest tubes which gave the deepest notes
were called 1€mol (male) or kuyn (father) ,the two intermediate ones
kédol (female) or gendé (mother), and the two smallest , kénon(child)
" or kéntot(grandchild) . Skeat was told that these 'child' tubes were held
in reserve to replace any other that got damaged. One of the rhythmic

patterns played by the Besisi consisted of one high note struck by the




right hand, followed by three low notes struck by the left hand in
common time, the first note receiving the strong accent.
Drums:

Of all the instruments of the Aboriginal Malays, Skeat
thought that the drum was perhaps the most important. It was, he
believed, found only in the homes of the tribal chiefs, and could be
regarded, to some extent, as their insignia of‘ office. This Wmilgg
account for the extreme reluctance of its owner to part with it.,

Some Aboriginal Malay drums differ only slightly in material
and shape from Malay drums., The one in tine National Museum, Singapore,
from Tasek Bera, Temerloh, which has a diameter of just over 30 cm.
and a depth of 14 cm.is very similar to the Malay rebana , and is
in fact, labelled Rebanaq. Some Aboriginal Malays also use the gendang.
The Muzium Negara had a drum in its collection which is called gendang,
but which has only one membrane which is held on by strong ratan circlets
kept taut by a series of wedges.

In the University of Cambridge Museum of Archaeology and
Ethnology there is a double-headed drum like the gendang, purchased by
Skeat from a chief of the Blandasl.ogbout 76 ¢m in length and 12.7 em.
in diameter, it is made out of the trunk of a big screw-pine. Its two
heads of mouse~deer skin are held in position by strong ratan bands.
Ratan strings are fastened to the edges. of each skin and under these

1 edges there are wedges to brace up the strings and drum heads before
- playing. This drum was played by the hand only.

0 . ,
Blacking lists a related instrument; a 'tambourine' with a

fish-skin tympanum, the diameter of the membrane being 16.5 cms and

B e



the depth of the instrument 6.3 cms.
Like the Senoi and the Negrito, the Aboriginal Malays also play
the bamboo zither, the jew's harp and the flutes,

Bamboo zither .

111 .
According to Skeat , the Besisi maintain that keranting the name

of their bamboo zither, is derived from the name they give to a twig or
stick - ranting, but this derivatioia.lizs questionable. Amongst the Mantra
the instrument is called K ranti, and there are other forms of the name -
kei'untong and ker oton . It is quite likely, as suggested by Skeat, that

the word keranting, with its derivatives, is onomatopoeic, intended to

suggest a twanging Sﬁund. An Aboriginal Malay zither in the National
Museum, Singapore, \?fith seven’strings, i@ called Sirdam.,

The number of strings on the bamboo zithers of this group
varies: some have one, some three and some seven. The general
construction of the instrument is the same as that of the zither of the
other aborigines, except that more often there is a stroag ratan ring
over each end of the bamboo tube.

Jew's Harp:

Nor does the jew's harp of this group differ in construction from
those already described. On it the Mantra imitate the chebau bird and
with it the Mantra of Malacca attracted their game, The Jakun instrument

in the WiiliamSMHunt Collection is called geng-gong . The Semelai have

_+ a kind of jew's harp made from a leaf of the langkap palm called ginggong .

Another name often used for the jew's harp amongst the Aboriginal Malays

is rengoin.
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Wind instruments:

The transverse mouth and nose ﬁ_lutes, too,are similar in
115
construction to those already described. Of the three mouth flutes in

the Williams~-Hunt Collection, two are called nabat (one with five,

116

the other with seven holes), and the third, with five holes, Lei'o Padang.

Blacking makes no mention of nose-flutes amongst the Aboriginal Malays,
but Skeatlggys that the Besisi had a nose-flute which was very much
shorter than that of the Semang, the nose-flutes he obtained in Selangor
being little more than half the length of those from Kedah. |

Lilllcg the Senoi, the Aboriginal Malays play a form of bamboo
recorder,

The Semelai have a prihaitive type of serunai, a straight-blown
bamboo tube élmost 23 cm. long with a piece of grass wedged in one end
as aresd. Ona recbrding made by Radio Malaya (1953-5) this instrument
is made to imitate the crying of a child. i

"T'wo other blowing instruments listed by Blacking e pan-pipes
from Rompin River, Pahang, made of rolled coconut leaves pierced at
the top and joined by a bamboo sliver, and a trumpet of pandanus leaves
from the Orang Ulu of Johore.

String Instruments:

An interesting string instrument of the Semoq Semelai (Pahang)
in the National Museum, Singapore, is a primitive type of rebab with a
. half coconut covered by a prickly skin as its belly. It has a small foot
and é total length of 76.5 cm. This instrument may have been borrowed

from the Malays, but it is not common amongst them.
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The Aboriginal Malays alsolplay a type of violin . The
violin exhibited in the same museum iiocalled 'violah', and comes
fromtha Seremban district of Negri Sembilan.lzllt is carved out
of jelutong wood, probably with the skilful use of a parang This
relation of the western fiddle may represent cultural contact with
the Portuguese going back five hundred years: it retains the Western
name, violah, or its derivative, biola. In some cases it is a passable
copy of the violin, in others its resonating chamber is just a rectangular

Wdoden box.

Wind organs:

The Mantrés had an Aeolian bamboo instrument which they
placed on the tops of the highest'trees in January, the month when
they gave themselves up to the enjoyment of music and the wind blew
strongly. Made of long piéces of bamboo it had holes of varying sizes
between the nodes, so that different musical sounds were produced
when the wind passed over them. The larger the bamboos and the
stronger the wind, the louder was the music. At other times, the
Mantras made a kind of fife with small pieces of bamboo which they
also placed on the tops of trees like a Weathezc-c:oc:k.122

Similar instruments, variously called Aeoclian bamboos or
wind-orzans were used by the Besisi who lashed them vertically to
the tops of trees. The slits cut in them produced musical notes when
. blown on by the wind, and these could be heard for more than a mile when

the wind blew strongly. The wind-organs could be stopped at will by

turning them round with their backs to the wind. As well as provf%%ng

music they helped guide the aborigines home through the jungle.
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Another instrument of the same variety is the berbaling,

the musical windmill, made of szog and bamboo which has already

been mentioned. Williams~Hunt says that these berbalings are placed

on the highest trees around the ladangs and ' produce a " whoo whoo"
noise interposed with creakings , from the propellor's wooden spindle,

as they rotate in the breeze'. The Semelai musical windmill in the

National Museum, Singapore has a 'male' flute -ding senkiungrernol

at-one end .of its rotor blade(l55 cm) and a 'female’ flute - ding senkiung

kedu at the other . These berbalings are thought to be efiective in

preventing the entry of ghosts into a village.




\
-

80

Music of the Aborigines (Footnotes)

P.D.R.Williams-Hunt, An Introduction to the Malayan Aborigines,
Kuala Lumpur, 1852, pp.23

H.D.Noone, a graduate of the University of Cambridge was
appointed Field Ethnographer for the Federated Malay States
Museum in 1931 and first Protector of Aborigines for Perak in
1939. He married a Temiar girl called Anjang.

quoted by D. Holman, Noone of the Ulu, p.186

eleven songs were recorded: Bah Sain, Hanjoi, Chinchem, (three
songs from a cycle accompanying the Chinchem dance), Siku, Telei
Bah Peb, Bah Motoh, Dalam Guni, Ajin and Alus. They are
available on a commercial disc, Temiar Dream Songs from Malava,
Ethnic Folkways Library Album, No.P.460,1955.

. for further detail, see Noone's 'Introduction and Notes' provided

with Temiar Dream Songs from Malaya . These gunigs are available
to most Temiar men; some halas claim several. .

. Appendix 2 gives the origin of Chinchem, a song and dance which

affected the welfare of a tribe.

"vamboo stampers' or 'stamping tubes' are the names usually given

to these instruments by Western organologists, but other names are
used. Skeat and Blagden, Pagan Races of the Malay Peninsula , London
1906, Vol 1 p.411, refer to them as Kowelniss or tuntong (or more
correctly tuang-tuang). Both the names tun tong and tuang-tuang

are also given to a bamboo cylinder with a mouth-hole vsad as a

conch - Skeat and Blagden, op.cit., Vol 11,p. 855, In the catalogue

of Skeat's collection in the University of Cambridge's Museum of
Archaeology and Ethnology they are called ding-tengk-heng, and
another narse for them is chenatok (at the performance of Senoi dances
in honour of General Sir Gerald and Lady Templer, Kuala Lumpur,
12th May, 1954,)-yet another name is chat tong . This is the name given
to the stampers in the Muzium Negara. .

8.J.A.R.Blackine. 'Musical Instruments of the Malyan Aborigines,

9

Federation Museum's Journal, Vols T and II, 1954-5, p.38.Fn. 4 , says
that bamboo stampers are played by striking their open ends on the
ground or on some resonant material., That is contrary to my own
experience and all the pictures of performances I have seen clearly show
the open end at the top of the stampers (e.g. Skeat and Blagden, op., cit.,
Vol 11., picture opposite p.137). :

. J.8limming, Temiar Jungle, p. 61, London, 1958 had no doubt about this.




9 cont. As Assistant protector for Aborigines he sawthe dancing
of many groups. .

10, In recent years groups of Temiar have been taken from their
settlements to dance during the daytime at entertainments for V.I.Ps
or during national festivals.

11, Holman, op.cit.,p.58, quotes Pat Noone as saying to his brother,
Richard, ""The basic pattern of this circular type of dance is always
the same. It begins with a slow, rhythmic movement which relaxes
the bodies of the dancers and gives them the heightened co-ordination
and elation the Temiars call the hab of the dance."

12. ibid., p.54. "Several women were weeping as they danced, their limbs
heavy, it seemed, with an ineffable sadness.”

13. See E.D.Robertson, Foreword to Temiar Dreams Songs from Malaya.

14. Slimming, op. cit.,p.172
15. ibid., p.172

16. A.Hale, ' On the Sakais', JAI ,1886, Vol.XV.p.296,describes a
song from the Ulu Kinta region composed entirely of natural objects
and places in the area. Both'the original and its translation are given
by Skeat, Pagan Races of the Malay Peninsula, Vol.1, p.63C.

17. R.X.Dentan, A Non violent People of Malaya, New York, 1968.p.85
18. ibid, p.107

19. ibid.,p.85

20. op.cit., p.29

21. Skeat, op.cit., p.137, quoting from Hale. 'Sakai' seems to have been
a term used by early writers for the Senoi group as a whole. The
area in which this particular dance was sean suggests that it was a '
Semai dance, but certain of its features are reminiscent of the Temiars
Chinachit and Chachi.

22, cf.fn.16 above.

23.8limming, op. cit., pp.6l and 62, mentions a drum with a head made of
pig skin, played with flat hands.

. 24, quoted by Skeat and Blagden, op.cit., Vol.11,p.136
25. op.cit.,p.38.Fn.b
26. in Skeats: 'Sakei Series' Collection in the University of Cambridge

Museum of Archaeoclogy and Ethnology the cord of the jew's harp has
the rib-bone of a monkey attached to it. (Catalogue No. 978).
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27. p.43 |
28. called bamboo 'harp' or ‘guitar' by Skeat, Vol 11,p.134

29, this method of attaching the strings to the bamboo is illustrated
by Che' Abdul Ivahad in Blacking,p.39, 2A and 2 B - a Senoi
zither from Batang Padang, Perak, (No.190/Q4 A). The same
method is used by the Negritos: see photograph opposite p. 120

Eno. 8 ), of I. H.N.Evans, The Negritos of Malaya, CUP, 1968,
new impression).

30. H.Balfour, Musical Instruments,-Liverpool 1904, p.18

31. Blacking, p.40: instrument nos.1998/06A, 1998 /06 B, 1399/06 A.
1999 /06 B. -

324.'1\10. B.I.20 131 .. H.14,purchased from Leonard Wray Junior in Nov.1891.
33. Catalogue No. 974

34. the Senoi transverse mouth flutes with three stops listed by Blacking,
p. 47, vary in length from 38.4 cm. to 63.5 cm., and in diameter from
1.4 cm. to 2.2 cm.

35. 49.116 and 50. 205

36. p.135. using information supplied by Wray. As all the relevani
information about music in Pagan Races of the Malay Peninsula
was supplied by Skeat, his name only will be mentioned when material
fror;';l that1 b(ﬁsk is referred to. Unless otherwise stated, all references
are to Vol .

37. p.ol
38. 49.16 and 50/102

39. op.cit., p.30
40. op. cit., p.138; picture opposite 103
4]. p.51

42.flutes of this type listed by Blacking (p.50),all from the Senoi, vary
gnslength from 9.5 em. to 14.9 cm. and in diameter from 1.7 cm. to
.9 cm.

" 43.p.135
44. 49,116 and 50.116 both from Pahang.
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45, J.Morgan, Zeitschrift fur Ethnologie xxvi, p.172,quoted by Skeat,
p.134. De Morgan writes about the Sakai without distinguishing
between the two branches of the Senoi. It is likely that the
instrument referred to was used by the Semai.

46. Skeat.p.134 Fn.l, sees no reason for the Sakai to go to the Siamese
for so simple an instrument. This may be so ; it is nevertheless
interesting to see how closely the description of the sok yet {its the
Thai grap khd" , which consisted of a section of bamboo cut in half,
smooth and polished, 40 cm. in length and 3-4 cm. in breadth.

The pieces are struck together to beat the rhythm in certain songs and
dances, ’

47, H.S.Kelsall ' Wind-organs' JRASSB Vol xxiii ,p.69. These wind
organs are sometimes known as buloh perinder (i.e. the plaintive

bamboo ): there are two models in the Skeat Collection -Catalogue
nos. 707 and 708

48. Skeat p.126, and Evans, The Negritos of Malaya,CUP 1937, p. 120,
call these ' choral dances'

49. op.cit., p.118

50. Evans ' Notes on the Aborigines of Lenggong and Kuala Kenering'

- J.F.M.S.M., Vol V. No.2. pp.67-8,says that when they were walking
in single file in the jungle he sometimes heard them keeping up a
'rising and falling chant of cansiderable sweetness '.

51. see I.Evans, Studies in Religion, Folk-Lore and Custom in British
North Borneo and the Malay Peninsula.c,u,p, ,1923, pp. 158 and 171

52.C. M. Bowra, Primitive Song, London 1962, p.S1 , quoting from P.Schebest
Die Negrito Asiens, Vienna,l957, Volll 2,169

53. P.Schebesta, Among the Forest Dwarfs of Malaya, London,1929, p.119

54. see Skeat, p.127. Some of these records were exhibited at one of the
soirées of the Royal Society in 1901 - but I have been able to find no
trace of them.

55. the texts of the five Semang songs collected by Skeat in Kedah and Patani
are given in Pagan Races. Vol 1, pp.627-8 and in translation in Vol. 11,
pp.128-30. The phonetic transcription of these songs is also given
in Vol.1, pp. 627-8

'56. quoted by Skeat, pp.128-130

57, Skeat, p.133 quoting De Morgan

58. Bowra, op.cit., pp.157-8 ,quoting from O. Eberle, Cenalora, Ffeiburg im
Breisgau, 1955, 127-8,




99,

60.

61.

62

63.

64. ibid., p.5l
65.

66. op.cit., p.126
67. Maxwell, op.cit., p.48 agrees this to be so, =nd Schebesta, Among the

68.op.cit., p.28
69. N.Annandale, Fasciculi Malayenses Anthropology Pt.1 London,1902,
70, ibid.Grik is in Perak, so apparently it is only in Kedah that the dances

: 71.

. Kolinski: Die Musik der Primitivstamme auf Malaka , Anthropos

84

W.E.Maxwell, 'The Aboriginal Tribes of Perak,'J.R.A.S. 8. B.,iv. 1879,
p. 48, quoted by Skeat, p.131

the songs described by Maxwell on p. 49 were Lagu Gias, the tune

of the Gias (Gayas) tree, an enumeration of fruit-bearing trees, and
of the favourite mountains and forests of the tribe; Lagu-Chenaku,
the tune of the Chenaku (or B'lian ), the name given to a man who
conceals his identity as a tiger under the semblance of a human form;
Lagu Prah , the tune of the Prah, a song sung when the prah fruit

s ripe; and Lagu Durian , the tune of the durian fruit, a song in
praise of the durian. '

ci. Evans, The Negritos of Malaya,p.1l8, when he describes the use
of the 'castanets' at a singing performance by Kintak Bong Negritos
at Ulu Selama, Perak, 1971, "

Band xxv, 1850, p.6l2, e.g.9. Kunst, Metre, Rhythm, Multi-part Music,
E.J.Brill, Leiden, 1950, p.41. M.E. 35 quotes the sama example

at a different pitch but ascribed it to Marius Schuneider, and calls it
‘embryonal canonic polyphony of the Moi-tribe."

Sowra, op. cit., p. 239, quoting from Schebesta, Die Negrito Asiens,
Vol 11, 2. 23

ibid, p.243

Forest Dwarfs, p.273, says that it is the women only of the Menrik
Negritos, Nenggiri River, Kelantan who dance.

p. 21

are restricted to women,

p.135. quoting from De.Morgan ' Voyage d'exploration dans la presqu'ile
Malaise', Bulletin de la Société Normandie de Géographie, tome viii, 1886
p. 282, But Evans, The Negritos of Malaya, p.I2Z,thinks that this was
not a Negrito dance and says that De.Morgan's use of the term 'Semang'
(Negrito) was extremely loose. He does not, however, suggest any other
group of aborigines to which it might be attributed.
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73

74

75.

76.
7.

78.

9.

80.

81.

- 82

- 83

84

89

. this has a ring about it of some of the Perak Negritos songs.

. Evans, The Negritos of Malays , P. 250, says that amongst the
Negritos it is allowable, but not common, for a man to lave more
* than one wife,

. Skeat p. 122, Skeat gives illustrations of the fan-shaped beaters
opposite p.122, A picture of the instruments in use amongst the
Kensieu is included by Schebesta in Among the Forest Dwarfs ,
lower illustration facing p. 201,

Evans, op. ¢it. , p. 124. quoting from Schebesta, Among the Foxest Dwarfs

p.273
op. cit., p.14. (no.40) This instrument was actually made by a Malay.
the three Negrito bamboo zithers listed by Blacking, p.40,are all

two-stringed; so is the instrument described by Evans, op.cit.,
p.118, obtained from the Bateg Negritos of the Cheka River,and from

'Grit' (Grik?) Upper Perak, described by Balfour, Musical Instruments,

Pt.@r, p.18. In Musical Instruments, London, IQéG,Sybﬂ Marcuse lists
a heterochord tube zither with 2 or 3 stringsof the Orang Semang
under the name T'i. She quotes as her authority, C.Sachs,

Die Musikinstrumente - Indiens und Indonesiens, Berlin, 1915.

e.g. the jew's harp in the Williams-Hunt Collection (50.285) is
10.5 cm. long and 1.4 cm.wide. It is labelled ' Yanggoin'.

Evans, op. cit., picture opposite p.158,shows a Lanoh Negrito flautist
with a jew's harp hanging from his nose quill. This quill becomes the
handle of the instrument during playing. Blacking, p.45,lists a
Negrito jew's harp in the Perak museum from Ijok, Selama, Perak with

a porcupine quill attached which is used as a hairpin.

the three transverse mouth-flutes of the Negritos listed by Blacking
p.47, vary in length from 47.4 cm. to 54.0 cm., and in diameter
from 1.5 cm. to 2.1 cm.

Blacking, p. 47, lists a flute from Lenggong, Perak which was closed
at both ends, but thinks it was probably unfinished. However, Balfour,
op.cit., p. f5,describes one of the instruments from the collection of
Egnnanaale (no.43) as having its proximal end plugged with wax and its
distal end closed by a node; and Evans, op.cit., p.l19 says that the
transverse flutes he purchased from the Kintak Bong and the Lanoh
were closed at both ends by nodes. In the Kintak Bong flute, part of
the adjacent internodes were left beyond the nodes at either end.

. Balfour, op.cit., p.15, a note from Annandale.
. p.16 - |
.p.123
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91.
92.

93.

94,
95.
96.
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p.119

p.120 , but Schebesta op. cﬂ: , plate opposite p. 249 upper figure,
shows two short instruments held ﬂageolet fashion. These are
being played by the Mentri, Schebesta's name for the Kelantan Negritos.

ibid. , p.l7c.f. with this 'earth drum’ the monochord, gendang batak
of Balfour' s Musical Instruments, p.16 , no.45. It is formed of a
strip of cane tied at each end to a pomtea peg; below the centre of the
string is a pot-shaped hole, and over this a sheet of upik on which
rests an upright short stick acting as a bridge. A note from Annandale
says that this form of monochord was common amongst Malay children
in parts of Jalor and Rhaman, but that he had not heard of its
existence in any Sakai or Semang tribe.

Musical Instruments, p.14, no.4l

A. Schandenburg, Zeit,f. Ethn. XVill , p.550

the word Jakun is sometimes used to include all the Aboriginal Malays,
p.145

Skeat gives the original words of all the Besisi songs he collected

in the Kuala Langat district of Selangor, with line-by-line translations
in Vol.I.pp.635-674, and in translation only in Vol, 11, pp.147-164,

In Vol.I, pp.674-5 he adds an improvised song about the hunting of the
Coconut’ Monkey, and in both volumes, the Song of the Sick Child.

the or1g1na1 version of this song, with line- by line translation is
given by Skeat in Vol 1. pp.686-8. A freer translation is included in
Vol.II, pp.165-7. Skeat also found a few scraps of the trumba songs
of the Bélandas of Selangor, but he says (Vol.I.p.688) that the
Bélandas appear to have embodzed the facts they wanted to remember
in maxims and proverbial sayings rather than in songs.

Skeat. p.168
Skeat, Vol.Il.pp.123-4
p.172

recorded by the Malayan Broadcasting Corporation at Batang Padang,
Perak, in 1953.

S. Wavell, The Lost World of the East, London ,1958 pp.155-6.
The Smégs ?:)i the Burong Buay was recorded by Radlo N'alaya at Tasek
Bera,l
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99, recorded by the Malayan Broadcasting Corporation at ‘Tasek Bera,
S. Pahang, 1953 -5,

100. J.R. Logan ' The Superstitions of the Mintira, J'I. A,E, A, Vol.l.
Singapore 1847.p.330

101, Skeat, p. 144
102. p. 141

103. Blacking, p. 38. Fn. 4,lists two Besisi bamboo stampers from Tamboh,
Kuala Langat Selangor called Ding Teng Kheng . Skeat's catalogue
gives no. 9’72 ding- tengk heng , as a 'Sakei' instrument.

104.H. Borie, trans.P. Bourien, ' On the Wild Tribes of the Interior-of
the Malav Peninsula, TLondon Vol iii. 1861, pp. 79, 80

105.J.R.Logan ' The Orang Binua of Johore,' J.I.A.E.A. Vol.l.Singapore,
1847. pp.260, 261

106.Williams~Hunt, p. 30
107.p. 141

108. it would also be the counterpart of the nobat drums of the Malay .
rulers.

109. Catalogue no. 971

110. Blackmg,p 38. Fn. 5. does not distinguish amongst the groups within
the comprehensive category 'Aboriginal Malay', and so it is not
possible to ascertain to whom this instrument belouged. The
predominant group in the area from which it came -Rcmpin River,
Pahang, are the Jakun.

111. p. 142

112. Borie,' On the Wild Tribes of the Interior of the Malay Peninsuia’
pp. 79 80

113. Williams-Hunt Collection, 50.176
114, Williams-Hunt Collection, 50, 179; geng-gong is an onomatopoeic name.

115, Skeat, p.168,was informed by Logan that one of the musical instruments
of the Mantra was the salong. No details of this instrument were
given and Skeat wonders if it was another spelling for suling . If so it
would be a type of flute.

116. Williams-Hunt Collection, 50,174 and 50.15 - Nabat; 50.171,
Lei'o Padang.
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117.p.143

118 Blacking, p. 52 lists three recorders -two from Pahang and one from
Negri Sembﬂan.

119.ibid., p.45.Fn.1l. The pan pipes were in the Perak Museum , the
rumpet in the Raffles Museum, Similar trumpets are made on the
. island of Flores, and in certain Balkan countries -see J.Kunst:
Cultural Relations between the Balkans and Indonesia, Amsterdam,
1954, p. 4. Figs.1s and 14.

120, Williams-Hunt Collection 50.

121. 8.Wavell, The Naga King's Daughter , Allen and Unwin, London, 1964,
p. 26. mentions aborigines in Nem { Sembilan who playved the home- -made
violin. It was well-shaped, and had fibre strings. See also Borie,
op.cit., p.294, and T.d. Newbold Political and Statistical Account of
the 4B1§ ifish Seftlements in the Straits of Malacca, Vol II, London, 1439,
pp. 4l5-414

122, Skeat, p. 171, quoting Borie, pp. 79, 80
123. Skeat, p.143, and Fn.l
124, Williams-Hunt p.30.
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1. The Nobat Bands

In four of the states the distinctive music associated with

the Malay court is that of the nobat or naubat, the royal band. There

-are nobat bands at Alor Star, Kuala Kangsar, Klang and Kuala Trengganu,
the royal towns of Kedah, Perak , Selangor and Trengganu,

The nobat instruments are regarded with respect by the
Malays, and only privileged people, usually with hereditary rights,
are allowed to play, or even handle them. This attitude of respect may
well be linked, albeit unconsciously, with their religious beliefs for the
royal band provides a ﬁeeting place for the three religious forces,
Islam, Hinduism and animism, that have influenced their thinking and
moulded their character. At present they are Muslims: the nobat
band has strong Islamic associations, for it had its origins in the Muslim
countries of the Middle East. Before Islam reached the Malay peninsula
Hindu influenqe was strong there, and traf.es of it still remain in many

areas of Malay life, from the bersanding - ceremony at weddings to the

elaborate ritual at a ruler's enthronement. In introducing the nobat

to their courts the Hindu rajas of the peninsula were following the

practice of rulers in India where the nobat instr;unents were used both

at palace ceremonies and in temple worship. Beneath both these layers

of Islam and Hinduism in the Malays, there is a strong stratum of a,nirlnism.
Many of them continue to believe in the existence of a variety of spirité

" and it 1s in the nobat that some of these are thought to live.

In order to understand the significance of the.nobat to the

Malays it is necessary to know something of its origin and history.
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The actual meaning and derivation of the word nobat remains
open to conjecture. One theofy traces it to two Persian words nau -
nine and bat - items , and accepts nine as the traditional number of
members of the band. These, in theory, were the players of the

eight instruments - one gendang nobat, one nafiri, two xlaegg;j_a , two

serunai, and two gendang, with one non-playing leader. There is
~ insufficient evidence to confirm this theory. As is indicated by the

following lists, the number of instruments in a nobat band varies from

state to state:

Kedah: one negara, (nahara),twn gendang, one nafiri
one se:cunaii2 one gon’g. An additional item 1S the
Maha Guru , an ornamental staff, which must
“always be present when the band plays ( 7 items)

Perak: one nenkara (negara), one gendang nobat, one
gendang kechil , one nefiri, one serunal (5 items)

Selangor: one lengkara, two gendang besar, two gendang kechil,
one nafiri and one serunai (7 items) 3

Trengganu: one nenggara, two gendang nobat , one nafiri, one
' serunai, one pair of kopok - kopok (6 items ).

In none. of these bands is there, at present, a total complement of
nine items. Moreover, it is unlikely that every Sultan's band would
have had exactly the same number of instruments if the ruler's status
was related to the size of his band. Will:inson4suggests that it was
unwise for one Malay sultan to bestow his full nobat on another, as the

ruler's dignity was measured by5the size of his band, and Professor

_+ C.Hookyaas pointed out to Kunst that the sub~rulers of the Malayan

peninsula were not allowed to possess the complete Malaka (sic)

orchestra, but had to ensure that their ensemble had at least one




instrument less than that of their overlord.

Nor had the number nine any particular significance for the
royal bands of other countries. In Egypt during the thirteenth century
the band of Sultan Baibars I {d.1277) comprised forty great kettledrums
(kusat), four dr%ms (duhul), four reed-pipes (zumur)and twenty
trumpets (anfar).

The imperial naubat band of India also contained a very much

larger number of instruments, as is shown 11}7 the list given by the -

sixteenth century writer, Abdul Fazl 'Allami : ]
Of musical instruments used in the Naggarahkhanah ,
I may mention, 1. the Kuwargah, commoniy called
damamah; there are eightéen pair of them, more or
Tess; and they give a deep sound. 2. The nagqarah,
twenty pair, more or less. 3. The duhul, of which
four are used. 4. The'Karana is made of gold, silver,
brass and other metals: and they never blow fewer
than four. 5. The surng, of the Persian and Indian .
kinds; they blow nine together. 6. The nafir, of the
Persian, European and Indian kinds; the blow some of
each kind. 7. The sing is of brass, and made in the
form of a cow's horn; they blow two together.
8. The sanj , or cymbal , of which three pair ar= used.

Over sixty instruments are listed there. Three ceaturies
9 ’ :

later, Willard lists the instruments of a full Indian'Noubut Khanuh '

as:

..... two pairs of Nugqgaras, one pair of large Noubuts
one Quna, one Toruy,one pair of Jhanjhs, two Surna, two
Nuy,two Alghoza , one Roshun Choukee Surna , and one
pair Qulum flutes, and flageolets.

Nine_ however. is a significant figure in the Turkish band.
i Dr. L. Picken of Jesus College, Cambridge, has pointed out to me that
from the seventeenth to the nineteenth century the largest out-of ~door

Turkish band for ostentatious display was nine-fold, with nine drums,
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nine shawms, nine trumpets and nine kettledrums.
A possible derivation of the word nobat, may 1091 (f)rom nauba

or nawba (pl.naubat). This has been traced by Farmer to the

Abbasid Court. In the Kitab al-aghani (Book of Songs) of Al-Isfahani

(d.967) the name, nauba, appears for a company of musicians.
The same name was also given to an important musical performance
and composition, consisting of a suite of movements performed by the

musicians in succession (nauba, nawba), at special hours on particular

days. Each of the musicians tended to specialise in one particular
type of music, and when these types were combined together, the
complete performance was known as a nauba.Up to the fourteenth century,

the nauba had four movements, gaul2 ghazal, tarana and furu-dasht.

A fifth movement, mustazad, was added in 1379 by Ibn Ghaibi, while

at the court of the Jalayrid Sultan of Ab 'Iraq, Jalal al-Din al -Husain.
Each of these were vocal movements preceded by an instrumental
prelude, tariqa, 1 |
Farmer suggests that the word nauba may also have
originated from the ciréumstances that the perf ormance\s of individual

~musicians or groups of musicians were given at specifi ed times.

Nauba was, for instance, the name given to the periodic playing of the

Caliph's military band at the five hours of prayer. It would appear,
that the one word nauba was used for the performers, their composition
and their performance.

This military band included among its instruments the surnay

(shawm) , the buq al-nafir (large metal trumpet), the dabdab (kettledrum)

the gas'a (small kettle-drum), the sunuj (cymbals) and the tabl al-markab
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or 'mounted drum " , which may have been similar to the naqgara.
Although these instruments were not always played together, a drum
was included in every combination.

This band was usually called tabl khan (khana), the first

element in the name indicating one of the important drums, the second
referring to the band's quarters in camp or town where it played.
A notable exception is found in the Alf Laila wa Laila (The Arabian Nights),

12
where the band is called the nauba . In times of peace, the chief

function of this nauba was to perform certain pieces of music at

specific hours of the day, to sound the daily time signals and to appear
at official ceremonies. During a war it played continuously throughout
the battles. Whilst the music lagted the armies fought on, and even those
" who had retreated are said to have returned to fight as long as the nauba

were still playing. Although the nauba of The Arabian Nights included

a variety of instruments -trumpets, horns, cymbals, reed-pipes and
drums, it was a drum (kusat, kettledrum or tubul, another drum)
that was usually given the most important function.

The military band, with its sounding of the nauba gradually
became one of the most important emblems(maratib) of the caliph's
sovereignty and was jealously guarded. Lesser rulers were,however,

beginning to ask for the privilege of the tabla-khana and the nauba s

and when the caliph conveyed regality on subject rulers it became
| customziry for him to present a kettledrum or other drum to them with

13
such symbols of authority as a diploma, banner or standard. = The

type of instrument and the specific form of the nauba was determined

by the recipient'ls rank. When 'Adud al-Daula, said to be the first




monarch to obtain these musical honours, was granted them by the
Caliph Al-Ta'i'in 979 , he was allowed only the three-fold nauba

at the obligatory hours of prayer-daybreak (subh), sunset(maghrib)
and nightfall('ashd) . The five-fold nauba was reserved for the caliph.
And when the Caliph Al-Muqtadi (1075-1094 )conferred on a provincial
governor the great kettledrums(kusat), he gave him permission to
sound the five-fold nauba within his province, but only the three-fold

one in the camp of the sultan. The large kettledrum kus (pl. kusat)

had now become established as an important member of the tabla khana .

In times of mourning it was customary to refrain from
sounding the nauba . When Caliph Al -Mugqtadi lost his son Mohamed in
1087 he forbade the beating of the drum at the hours of prayer, and
when Satah al-Din suffered a reverse at the hands of the Crusaders, he
abandoned the nauba until he had won a victory.

The nobat of the Malay peninsula is closely related to the

tabl (nakkara, nauba) khana of the Middle East in composition and

function. Both bands share the same basic instruments, and amongst

these a drum generally receives the greatest respect. The Malay

nobat has always been a mark of the ruler's sovereignty and an essential

‘part of his official regalia. It sounds certain time signals and performs

at specific places in court ceremonies, particularly at the installation

. of rulers. During periods of mourning its instruments remain silent.

The first lx.'e'cord of this nobat is in the Sejarah Melayu -
4

The Malay Annals , a partly fictitious and partly historical account

95
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of life in fifteenth century Malacga. This indicates that the nobat

was used there during the reign of Sultan Muhammed Shah(1424-1441).
, 15
The nobat drum, the drum of sovereignty, was an important item at all

the court ceremonial, and when it was beaten (mengadap nobat) the

major chiefs were placed to the left of the gendang drum , (gendang nobat?)

and the minor chiefs to its right. (Ada pun jika pada mengadap nobat

barang orang besar-besar dari kiri gendang: barang orang kechil, dari
16

kanan gendang). In the seated position the left of the sultan always

ranked higher than the right. In a procession it was exactly the
opposite, and so the kettledrums and other drums were on his right
and the trumpets on his left.

Rulers from other states came to Malacca to do homage to
the succeeding rulers and to ask for the drum of sovereignty (hendak

memohonkan nobat) , thus showing their allegiance to the Malacca

sultanate. Amongst these was the Rajah of Kedah:

Sultan Mahmud Shah accorded to him the drum of
sovereignty (di-anugerahi nobat) and at the same
time presented him with robes of honour as befitted
his rank. The rajah of Kedah then returned to Kedah
where he had the drum of sovereignty beaten !
(maka baginda pun nobat-lah di Kedah) .17

It appears that the nobat was not normally beaten for its
new owner until he arrived back in his own state.
Even when Sultan Mahmud Shah had been dispossessed by

the Portuguese and was in exile at Bentan, rulers from neighbouring

.+ territories continued to pay him homage. One of these was Raja Abdul

of Siak, Sultan Mahmud Shah had him installed as Raja ' by beat of dr1i18ns'
(di-nobatkan) bestowing on him the title of Sultan Khoja Ahmad Shah.




And when the Sultan of Pahang came to Bentan to marry the Sultan's

daughter he was at the same time procéaimed ruler to the beat of
1 .
the drum of sovereignty (di-nobatkan)

To the drum other instruments were added:

The Seri Bija 'diraja (was then commanded by Sultan
Mansur Shah to reside in Pahang and) was accorded
the privilege of the drum of sovereignty (gendang)
with clarionet (serunai) and trumpet (mafir)........

When he was outside the precincts of Malaka and had
passed (pulau Besarg he had the drum of sovereignty
beaten (di-nobat-lah) . 20.

Other instruments were also used ior the arrival and
departure of the envoys from princes. The Annals show that
Sultan Muhammad Shah had evolved an elaborate court ritual
prescribing, among other things, the honours with which envoys
from the princes and their messages should be received. When a
letter was delivered from a state of equal importance, like Pasai,

it was received with full ceremonial regalia (? big drum) trumpet,

kettledrums (nafiri, nakara ) as well as two white umbrellas and
other non—muéical items. To a letter from any other state less
respect was accorded - only the t;F drum (_ gerdang), the ‘clarionet'
(serunai) and a yellow umbrella.

For the installation of a chief the Raja gave én audience
such as was customary on the arrival of an envoy. If he was not
of the rank to be borne by horsg or elephant he came on foot with
umbrella, gendang and serunai 2 When he was taken home in

" procession a variety of instruments accompanied him :

...in some cases the only instruments used were
the drum and clarionet, in others the trumpet was
added, and in yet other cases there were kettledrums .
and white umbrellas as well (ada yang bergendang serunal
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23
sahaja, ada yang bernafiri, ada yang bernagara.)

The gendang seems to be considered an inferior instrument to the nagara ;
The text suggests that kettledrums (nagara) like white umbrellas , were
costly pieces of equipment, for it continues:

. ...though in former days it cost money to get

white umbrellas and kettledrums: even yellow

umbrellas and trumpets were hard to procure.
The silence of the royal band on occasions of mourning is mentioned
fwice in the Sejarah Melayu:

Sultan Muzaffar Shah was informed that the Bendahara

had taken poison and was dead nor for seven days and

seven nights did he allow the royal band to play.
(baginda tiada nobat) .24

And when. Sultan Mahmud Shah heard of the death of the Raja

of Pahang ' for seven days the royal band was not allowed to play

(baginda tiada nobat) ,

In both these passages Brown translated nobat as 'royal band'.
From the Malay text it is not clear whether it was just the nobat drum or
this drum with its accompanying instruments that was meant. As it
is likely to have been an instrument or instruments which played
regularly every day this points to the drum, even if other instruments
were added fo it from time to time.

A period of seveﬁ days appears to have been the usug% iength
of the silence, but in an eighteenth cenfury history of Perak mention is -
made of silence for twenty days ordered by the sultan as a mark of
mourning. A sultan may also order the nobat to be silent for five or

seven days after the death of one of his chiefs, This silence was originally

kept so that the dead man's spirit should not be guided back to

its home: it is now accepted just as a mark of respect.




In Perak too, there is a tradition that the Sultan must reréléa.in
motionless during the performance of the nobat at his installation.
It has been suggested %gat this tradition is connected with the Thai Buddhist
belief that an ability to sit rigidly for hours is the sign of the commencing
deity of a king. But in Perak the tradition is observed only during the
playing of the nobat, and is more likely to be related to the Islamic
tradition of maintaining respectful silence during the nobat performance,
two examples of which follow.

When in 1289, Othman I was made a prince by 'Ala' al-Din,
he was invested with various emblems of rank including a drum. At
the ceremony absolute silence was demanded during the performance
of the nauba. Later, during the reign of Muhammad I (d.1421) this
compulsory silence was abolished. 30The same practice was noticed in
the chief town of the E’ast.ern sudan, Makdashaw, by the fourteenth
century traveller, Ion Battuta. At the Sultan's palace he listened to the

tabl khana, which consisted of drums, (atbal), horns(buq), trumpets
(anfar) and reed-p:ig%es (surnayat). During its performance, 'mobody

.stirred or moved.
At present, the only time signals sounded by the nobat bands
of West Malaysia are those at the beginning and the breaking of the fast

each day during the fasting month of Ramadzan (bulan Puasa, ) but at

least one of the bands was used to wake up the royal family. An account
3 .

_; Biven by a member of the Perak royal family in 1878 tells how, when a

baby of the household cried at about four o'clock (dinahari) in the early

‘morning, the women nursing it sang the following pantun:




_:« being called gendang kechil,
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Tetak kranji buat-kan tiang Fell the kranji and make a pillar,
Burong nuri terbang sa'kawan The parrots are flying in a flock ;
Naubat ber-bunyl hari handak siang The nobat is sounding, for the day is
dawning,
Bangun ungku mas tempanan Wake up my golden princeling.

Although the nobat no longer sounded to wake upthe prince its
original function as a time signal was recalled in the singing of this
pantun. % It is interesting to conjecture whether the playing of music by
European military b.ands at reveille (sunrise) and retreat (sunset) owe

their origins to the time signals of the tabl khana.

No drumin the Malay nobat bands of the present day is given
the name tabl, but the word has passed into the Malay language, especi?ﬂly
with reference to the installation of rulers. Both nobatkan and tablkan
have been used for this pﬁrpose, and the word in current usage is

35
pertabalan. The name of the music played at the installation of the Yang

di-Pertuan Agong is Raja Bertabal (His Majesty is installed).

Not only is there no drum in the bands called tabl: only one

of them now has a drum actually called nobat or naubat. This is the

Perak band with its gendang nobat; but even here it is the nenkara

(negara)which receives the greatest respect amongst the instruments.

Whatever it might have been in the past, the gendang nobat is now only

the largef of the two common double membrane gendang, the smaller one
36

In all four bands the chief drum is the kettledrum known variously

as negara or nahara (Kedah ), nenkara or negara (Perak),lengkara (Selango:
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and nenggara (Tr.engganu). Although the Trengganu kettledrum is called
nenggara, it is interesting to notice that two Trengganu princes, Tengku
Mustapha bin Ismail and Tengku Sri Utama Raja Tunku Besar Mahmood
Ibni Sultan Zainal Abidin in a conversation with Stewart Wavell in 1962
referred to it as m'ﬂ This again poses the question of the identity

of the nobat drum of sovereignty which plays such an important part

in the ceremonies described in Sejarah Melayu.

As has been seen,various names were used in Islamic countries

for the military band - nawba khana or nakkor(nakkara , naggara) Kkhana

as well as tabl khana;and in India the place where the naubat is played

is sometimes referred to as naubat khana, and sometimes as naqgara khana'

This suggests that the words nobat (naubat) and negara (naggara)might be

interchangeable when referring to drums. But this does not explain the
existence of both the Bgu_bg_g and the two langkara in the nineteenth century
Selangor nobat, or the pair of nubuts and two pairs of nuggarass in the
Indian noubut described by Willard. It seems that nobat and negara are
names of different drums, however closely these might be related.

In the list of instruments given in the Naggaragkanah of

Ain I Akbari there were eighteen pairs of drums producing a 'deep sound'.

These were called kuwargah or demamah, and were in addition to t\%%nty
pairs of naqgarah. The damamah was also called nahabat or naubat

2

and was related to the kuwarga or kurga naqggara, the largest of the
39
;. kettledrums of the Arabic world. It travelled to India as a result of

the spread of Islamic culture. The picture of it in Ain I Akbari (Plate VIII)

shows it standing almost as high as a man's shoulders. Each of the drums
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in the pair was beaten by a separate player with his own pair of sticks,

The same picture shows a pair of naggarahs, similar in

construction and shape to the negara of the Malaynobat . If these

naggarahs can be equated with the negara, might the missing nobat
drum have borne a resemblance to thekuwargah? Assuming that these
large drums were of a corresponding size, replacements for worn
instruments may have been difficult to obtain.

The third type of drum mentioned in the list of Ain I Akbari

-the duhul - is the drum most closely corresponding to the gendang of the
West Malaysian nobat.
To a further question there is, as yet, no answer. Was the

nobat drum related in some way to the present gendang raya and rebana

besar? The gendang raya is the name given to a signal drum, and the

rebana besar , very similar in shape but larger in size, is traditionally

associated with royal oceasions, and is always played at the ceremonies
surrounding the installation of the supreme ruler, although not during
the installation itself. Both drums are modified kettledrums.

Thetthe nobatof West Malaysia is closely related to the naubat

of India and the tabl khana of the Middle East seems certain; according

to the Sejarah Melayu it was the ruler of Bentan (now called Riau),

Wan Seri Benian, who first instituted the drum of sovere‘ignty, a practice

which was followed by other Rajas. When she installed her adopted son,

i Seri Teri Buana, as her successor, the drum of sovereignty was again

40
used (maka di-nobatkan di-Bentan akan ganti baginder ) . In due course

Seri Teri Buana established a city at Temasek to which he gave the name
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of Singapura and it is probable that he was installed as ruler there to
the sound of the same instrument. But the Annals do not explain how
the nobat was taken from Singapore to Malacca.,

One link between the two towns is Megat Iskandexr Shah, who,
at the beginning of the fifteenth century left Singapore where he had been
ruler to become ruler of Malacca. Formerly known as Permaisura, he
was a prince of Palembang who had gone to Singapore after his rebellion
against the Javanese rule over Sumatra had failed in 1390. Having
murdered the ruler of Singapore, his host, he himself ruled the area
from 1390-1395 when he was driven out by the Siamese whose vassal
state Singapore was. He fled to Malacca which he ruled from 1403-1414
as Permaisura, and then from 1414, when he embraced Islam, until 1424
as Megat Iskander Shah.

Even if he had known the nobat in Singapore it is hardly likely
that he would have taken it with him when he fled: more likely that he
introduced it to Malacca when, on marrying a daughter of the Sultan of
Pasai, he bec,ame a Muslim and turned Malacca into a Muslim state.
The Sultan of Pasai was himself a convert to Islam, and at his conversion
it is probable that he adopted the symbols of royalty common to Muslim
rulers.410n his own marriage and conversion Megat Iskander Shah
may have felt the need for a similar badge of office. -

His son, Muhammad Shah, also married wives likely to be
acquainted with the nobat culture, his first, a princess of Rokan in
' Sumatra , his second, the daughter of a Muslim Tamil merchant from
Pasai. If his father did not introduce the nobat to Malacca, Muhammad Shah

must have done, for , as has been seen, it was during his reign that its

’ B N ____1;‘



























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































