


THE WORLD OF INDONESIAN TEXTILES



e
|

i)

[y % it

) ¥

M Nl

e v oot 1080
\
(v

o ow 2oy na ne &

PO

5 )
Y ?
'
i
t

\

;

Line drawings by Richard Flavin

H
V&

3

“~




= e=_ ==

= =55 =

= =

=_ _==_==
5"-3‘; gao="C

)

= - Eeaa=
553'5=‘:-—?=?
=== S </
=g s

THE WORLD OF
INDONESIAN TEXTILES

GhE B ORI

W .-‘({(s i 3;{;,_ _

4 -
AR E

Text and photographs by
Wanda Warming and Michael Gaworski

KODANSHA INTERNATIONAL LTD.
Tokyo, New York, San Francisco



Distributed in the United States by Kodansha International/USA Ltd. through
Harper & Row, Publishers, Inc., 10 East 53rd Street, New York, New York 10022,
Published by Kodansha International Ltd., 12-21, Otowa 2-chome, Bunkyo-ku,
Tokyo 112, and Kodansha International/USA Ltd., 10 East 53rd Street, New York,
New York 10022 and 44 Montgomery Street, San Francisco, California 94104.
Copyright in Japan 1981 by Kodansha International. All rights reserved. Printed in

Japan.
First edition, 1981

Library of Congress Cataloging in Publication Data
Warming, Wanda, 1947-

The world of Indonesian textiles.

Bibliography: p.

Includes index.

1. Textile fabrics—Indonesia. 1. Gaworski, Michael,
1950- joint author. II. Title.
TS1413.155W37 677’.09598 80-82526
ISBN 0-87011-432-8

JBC 0072-789165-2361



Contents

List of Illustrations
Introduction

Color Plates

1 Warp Ikat: Craft of the Ancient Peoples
The Ancient Peoples 53 Bark Cloth 55
Warp Ikat 56 Preparing the Thread 57
Warping 60  Binding 63  Dyeing 65
Indigo Blue 66 Mengkudu Red 69 Other
Natural Dyes 71 Weaving 72 The
Rhythm of Warp Ikat 75

2 Warp Ikat: A Myriad of Motifs
The Significance of Traditional Costume 77
East Sumba 80 Savu 83 Eastern Flores 87
Timor 91 The Iban Dyaks of Borneo 92
The Bataks of North Sumatra 94 Ritual
Uses of Textiles 95 Textiles in Burial
Ceremonies 97

3 Other Ikat Cloths and Tie-Dyeing
The Indian Legacy 101 The Patola 102
Gringsing Double Ikat Cloth 108
Weft lkat 114 Tie-Dyeing 122

4 Weaving and Woven Patterns
The Backstrap Loom 127 Supplementary Weft
Textiles 129
Supplementary Warp Textiles 136
Other Weaving Techniques 138 Embroidery,
Prada Cloth, and Beaded Textiles 139

11

19

33

77

101

127



5 Batik: Craft of Java 143
Batik Past and Present 143
Hand-drawn and Stamped Batik 147
Principles of Batik Making 152
Preparing the Cloth 152
Waxing 153 Indigo Dyeing 158 Soga
Brown Dyeing 160 Finishing the Batik 162
Other Dyes and Dyeing Techniques 162

6 Batik: Patterns Old and New 165

The Tradition of Batik 166 Motifs of
Central Java 168 Chinese Influence and
the North Coast Style 178 Cirebon 180
Pekalongan 182 Contemporary Batik 186

Bibliography 191

Index 193



List of Illustrations

Maps

IN INTRODUCTION

1.
2.
3.
4,

Indonesia.
Sumatra.
Sulawesi.

Bali.

5. Java,

6.

West and East Nusatenggara.

Color Plates

PAGES 19-52

1.

2.

14.

15.

16.

17.
18.

19.

Warp ikat hinggi kombu selimut with seahorse
motif. East Sumba.

Colorfully dressed vendors gather at a weekly
market in Nita, Flores, near the town of Maumere.

. Two East Sumbanese villagers wear traditional

dress on a visit to the town of Waingapu.

. Indigo stains on the hands of this dyer will last

well beyond the dyeing season. Near Seba, Savu.

. Warp ikat lau patola ratu sarong. East Sumba.

. Warp ikat worapi sarong with makaba motif. Savu.
. Warp ikat wokapi selimut. Savu.

. Warp ikat worapi selimut with European-influ-

enced floral motif. Savu.

. Warp ikat sarong. Sikka, Flores.

. Warp ikat lawo nepa mite sarong. Lio, Flores.

. Warp ikat selenda sinde selimut. Lio, Flores.

. Warp ikat lawe radu sarong. Lio, Flores.

. These men from central Timor are wearing their

finest outfits for a trip to a weekly market. Niki-
Niki, central Timor.

Warp ikat woman’s sarong with hook-and-rhomb
motif. Central Timor.

Warp ikat natam koroh sarong with bird motif.
Amarasi, West Timor,

Warp ikat pua kumbu selimut with Neolithic-
style human figures. Rajang River area, Sarawak,
Malaysia,

Warp ikat selimut. Rote.

Warp ikat se’kon selimut. Rongkong,
Sulawesi.

Double ikat patola cloth with jilimprang motif
and tumpal border. Gujurat area, India.

South

20.
21.

22.

23.

24.
25.

26.
27.
28.

29.

30.
31.
32.
33.
34.

35.
36.

37.
38.
39.
40.
41.
42.

43,
44,

Double ikat patola cloth. Gujurat area, India.
Double ikat gringsing selindang with sanan empeg
motif. Tenganan, Bali.

Double ikat gringsing selindang with wayang
putri isi motif. Tenganan, Bali.

At the cremation ceremony of a high priest near
Denpasar, Bali, a baris tekok jago dancer wears
a double ikat gringsing selindang made in Ten-
ganan village.

Weft ikat sarong with a kepala or “head.”’” Sem-
pange, South Sulawesi.

Weft ikat cloth with a warp ikat border pattern.
Gresik, East Java.

Weft ikat nduk sarong. Bali.
Weft ikat cloth. Singaraja, Bali.

Tie-dyed cloth combining tritik and pelangi tech-
niques. Palembang, South Sumatra.

Selimut and sarong woven by the supplementary
weft technique are still made by a few weavers in
Palembang, South Sumatra.

Songket selindang with tumpal motif. Palembang,
South Sumatra.

Supplementary weft sarong. Klungkung, Bali.

(with detail) Ragi hidup ulos selimut combining
supplementary weft weaving and warp ikat.
Tarutung, North Sumatra.

Two panels of a four-paneled supplementary weft
palepai, or ““ship cloth.”’ Krée area, Sumatra.

Supplementary warp lau pahekung sarong. East
Sumba.

Detail of warp pick-up weave. Central Timor.

Bidang woman’s skirt using pilih technique. Rajang
River area, Sarawak, Malaysia.

Detail of man’s selimut using sungkit technique.
Central Timor.

Bidang woman’s skirt using sungkit technique.
Rajang River area, Sarawak, Malaysia.

(with detail) Man’s selimut using kelim technique
and warp pick-up weaving. Central Timor.

Woman’s ceremonial sarong using embroidered
gold thread. Lampung, Sumatra.

Central Javanese women still wear traditional
dress. Jogjakarta, Central Java.

Torajan sarita batik. South Sulawesi.
Torajan sarita batik. South Sulawesi.

Batik with ceplokkan motif. Jogjakarta, Central
Java.



45.

46.

47.

48.

49.

50.

51.

52.

Batik with garis miring motif. Jogjakarta, Central
Java.

(with detail) Batik with sekarjagad or “flower of
the universe’’ motif. Jogjakarta, Central Java.
Batik with luk cuan birds. Rembang, northern
Central Java.

(with detail) Kapal kandas or “ship run aground”
batik. Lasem, northern Central Java.

Batik with megomendung or “‘threatening clouds”
motif, a Cirebon pattern. Jogjakarta, Central
Java.

Batik with peksi naga sakti motif. Cirebon, West
Java.

Batik with bird-and-flower motif. Pekalongan,
northern Central Java.

Students and teachers wear batik with traditional

patterns for the weekly dance practices held at
the Sultan’s Palace in Jogjakarta, Central Java.

Figures

CHAPTER . WARP IKAT: CRAFT OF THE ANCIENT PEOPLES

1.
2.
3.

4.

3.
6.
7.

8.

9.
10.
11,
13.
14.
15.

16.
17.
18.
19.

20.
21.
22.

23.

Tarung village near Waikabubak, West Sumba.
Bark cloth shirt and trousers. Central Sulawesi.

Torajan stone and wooden beaters. Central Su-
lawesi.

Seeds are worked out of the raw cotton using a
rounded stick on a piece of tortoise shell. Ko-
lorai, Savu.

Small hand-operated cotton gin. Seba, Savu.
Fluffing the cotton fiber with a bow. Seba, Savu.
Spindle for spinning cotton fiber. Rendeh, East
Sumba.

Homemade spinning wheel. Sikka, Flores.
Spinner for making two-ply thread. Sumba.
Niddy noddy. Savu.

12. Winding wheels from Sumba and Savu.
Warping frame. Sumba.

Laying out the warp. Waingapu, East Sumba.
Ikat-patterned bands are bound individually.
Savu.

Threads are bound with a natural fiber. Wain-
gapu, East Sumba.

The weaver wraps each ikat section and secures
the binding with a double knot.

Detail of bound threads.

(a) A center design is first bound on the circular
panel of warp. (b) These bound threads are then
shifted over the top of the frame. Sumba.

Baskets for straining an indigo solution. Sumba.
Bound threads are dyed blue. Nggela, Flores.

The weaver crushes mengkudu root with a mortar
and pestle. Rendeh, East Sumba.

The color from balls of crushed mengkudu root is
squeezed into a pot. Nggela, Flores.

24, 25. Weavers bind the dyed warp threads onto split

sticks. Seba, Savu.

8 LIST OF ILLUSTRATIONS

26.

27.
28.

29.

Threads are hung and stretched with a weighted
bamboo pole. Flores

Rattan brush. North Sumatra.

Dyed, ikat-patterned threads are woven into
cloth. Danali ‘di, Savu.

To make a sarong, weavers cut a long, circular
piece in half and resew the pieces into a tube.

CHAPTER 2. WARP IKAT: A MYRIAD OF MOTIFS

30.
31.
32.

33.
34.
35.
36.
37.
38.
39.
40.
41,

42.
43.
44,
45.

46.
47,
48.
49.

50.
51.
52.
53.

54,
33.

Neolithic-style human figure. Iban Dyak region,
Sarawak, Malaysia.

A horseman poses in traditional dress. Waiman-
gura, West Sumba.

Andung or “‘skull tree’ motif on a warp ikat hingg:
kombu. East Sumba.

Habak motif. Sumba.

Karihu motif. Sumba.

Tutu motif. Savu.

Le’ds motif. Savu.

Wohapi motif. Savu.

Boda motif. Savu.

Dula motif. Savu.

Savunese dressed for a festival. Seba, Savu.

Young Savunese in traditional dress for a ritual
dance. Seba, Savu.

A young shepherd girl wears an undecorated
sarong. Galanalalu, Savu.

A young girl wears her sarong in the casual
manner of the Lio district. Mone Koanara,
Flores.

Warp ikat sarong. Ende, Flores.

Ikat-patterned bands of a Lio sarong can be
folded together to form a snake.

Pund; figure. Lio, Flores.
Lizard motif. Timor.
Dong-Son-style hook-and-rhomb motif. Timor.

Warp ikat pua kumbu with dragon motif. Central
Rajang River area, Sarawak, Malaysia.

Warp ikat bidang with hook-and-rhomb motif.
Central Rajang River area, Sarawak, Malaysia.

i gale gale puppet dressed in Batak ulos. Tomok,
Samosir Island, North Sumatra.

Gold mamuli earring. Sumba.

At a traditional funeral ceremony, the Sa’dan
Torajans use warp ikat cloths from Rongkong.
Near Rantepao, South Sulawesi.

Torajan ancestor figures. Londa, South Sulawesi.
“Horse and rider” motif on a warp ikat hinggi
kombu. East Sumba.

CHAPTER 3. OTHER IKAT CLOTHS AND TIE-DYEING

56.

JFilimprang motif. Savu.

57-61. The influence of the patola on Indonesian

62.

63.

textile design.

The jilimprang motif bound on an ikat frame.
Maumere, Flores.

Small cotton gin. Tenganan, Bali.

64. Japanese-style spinning wheel. Tenganan, Bali.



65.

66.
67.

68.

69.
70.
71.
72.

73.
74.

75.

76.
77.

78.

79.

80.
81.

82,

84.

85.

Upright frame for warping and binding warp
threads. Tenganan, Bali.

Frame for binding weft threads. Tenganan, Bali.

Bali Aga women often use a finished weaving as a
guide when binding. Tenganan, Bali.

Patterned warp threads must be arranged in
their proper order to prepare them for weaving.
Tenganan, Bali.

The weaver uses a pick to align the warp and
weft threads on the loom. Tenganan, Bali.
Wayang patlikur isi motif. Bali.

Villagers fashion devices for reeling silk thread
from discarded bicycle parts. Tajuncu, South
Sulawesi.

Frame for laying out and binding the weft. Gresik,
East Java.

Bobbin rack. Gresik, East Java.

Young men do the intricate binding work. Gresik,
East Java. '

Threads are dyed in hot synthetic dyes. Sem-
pange, South Sulawesi.

Winding wheel. Gianyar, Bali.

Each long weft thread is wound onto a separate
bobbin. Gianyar, Bali.

Semimechanized ‘“flying shuttle” loom. Sem-
pange, South Sulawesi.

Hindu priest Ida Pendande Oka Telage and a
newlywed couple sit on a weft ikat cloth from
Nusa Penida Island. Denpasar, Bali.

Detail of a tie-dyed cloth showing the tritik, pelangi,
and polos techniques. Jogjakarta, Central Java.
Ibu Joedodiningrat sews a fritik pattern onto a
sash. Jogjakarta, Central Java.

83. The dyer wraps the areas that will remain
uncolored with banana leaves. Jogjakarta, Cen-
tral Java.

Dyers must heat up the chemical dye. Jogjakarta,
Central Java.

Detail of a silk tie-dyed cloth. Gresik, East Java.

CHAPTER 4. WEAVING AND WOVEN PATTERNS

86.
87.
88.
89.
90.
91.
92.
93.

94.

95.

Backstrap loom. East Nusatenggara.

How the sheds are formed on a straight warp.
How the sheds are formed on a circular warp.
Palembang backstrap loom.

Minangkabau weavers must still count out the
warp threads for each pass of the bobbin. Padang
Panjang, West Sumatra.

Detail of a Minangkabau supplementary weft
selindang. West Sumatra.

Stylized human figure from a Sumatran ship
cloth.

Supplementary weft tampan cloth. Southwestern
Sumatra.

Traditional designs used in supplementary warp

weavings are preserved on models. Waingapu
3

East Sumba.
Tukakihu motif. East Sumba.

96.

97.
98,

99.

100.

101.

Many thin lidi sticks are used to mark the supple-
mentary warp pattern. Waingapu, East Sumba.
Cili figure. Bali.

Kabakil border on a man’s cloth. Lamboya, West
Sumba.

Iban Dyak embroidered cloth with motif of heli-
copters and human figures. Upper Rajang River
area, Sarawak, Malaysia.

Detail of silk embroidered tapis sarong showing
“ship of the dead” motif. Krée area, Sumatra.
“Ship of the dead’” motif. Kroe area, Sumatra.

CHAPTER J. BATIK: CRAFT OF JAVA

102.

103.

104.

105.

106.
107.

108.

109.

110.

111.

112.

113.

114.

115,

116.

117.

118.

Shops selling waxes, dyes, white cloth, tools, and
other materials for making batik can be found
along Secoyudan Street in Solo, Central Java.
Single-spout tjanting.

Multi-spout tjanting.

Ibu Atmosuwanindo applies wax with a tjanting.
Jogjakarta, Central Java.

Tjap.

Pak Budisuwarno fashions copper sheeting
and wire into a new tjap. Jogjakarta, Cen-
tral Java.

Melted wax for stamping is kept in a heated
flat-bottomed pan.

Klowong wax is applied to the areas that will
be brown on the finished cloth. Solo, Central
Java.

Tembok wax is applied to areas that will be
white on the finished cloth. Solo, Central Java.
Workshops must stock a wide variety of pattern
stamps. Jogjakarta, Central Java.

The batik pattern appears “in negative” before
the cloth is dyed. Solo, Central Java.

Indigo dyeing is done in large vats. Jogjakarta,
Central Java.

Klowong wax is carefully scraped off the areas
that will be dyed soga brown. Jogjakarta, Central
Java.

Vats for the soga brown dyebath are small. Solo,
Central Java.

The wax is boiled out in a large cauldron. Solo,
Central Java.

The finished batik with the pattern known as
stdomukti solo. Solo, Central Java.

Indigosol dyes are brushed directly onto the cloth.
Pekalongan, northern Central Java.

CHAPTER 6. BATIK: PATTERNS OLD AND NEW

119.

120.

121.

Pak Sastromulyono and his wife operate a stall
in the large batik market, Pasar Klewar, in
Solo, Central Java.

Motifs similar to those on sarifa cloth appear on

many traditional Torajan village houses. Pa-
lawa, central Sulawesi.

Carvings that will decorate the sides of tradi-
tional Torajan houses are still made by hand.
Sa’dan, South Sulawesi.

LIST OF ILLUSTRATIONS 9



122.

123.
124.
125.
126.

127.
128.
129.

130.

131.
132.

133.
134.
135.
136.
137.
138.
139.
140.

Tumpal motif on a batik sarong. Lasem, north-
ern Central Java.

Ganggong motif. Central Java.

Ceplokkan motif on a batik kain. Central Java.
Kawung motif cn a batik kain. Central Java.
Nitik-style matahari motif on a batik kain. Central
Java.

Banji motif on a batik kain. Central Java.
Parang rusak motif on a batik kain. Central Java.

G. P. H. Poeroeboyo (Sultan VIII) of Jogja-
karta wearing a batik dodot decorated with a
motif called parang rusak barong ceplok garuda.

Parang cumpring motif on a batik kain. Central
Java.
Udan liris motif on a batik kain. Central Java.

Parang ngreni, an example of a semen motif, on a
batik kain. Central Java.

Sawat figure on a batik kain. Central Java. -

Lar motif on a semen background. Central Java.

Semensriasih motif on a batik kain. Central Java.
“Tree of life’’ motif. Central Java.

JNaga motif on a batik kain. Cirebon, West Java.
Wayang figure. Central Java.

Grinsing motif on a batik kain. Central Java.

Luk cuan bird on a silk batik sarong. Rembang,
northern Central Java.

10 LIST OF ILLUSTRATIONS

141.
142.

143.

144.

145.

146.

147.

148.

149.

150.

151.

152.

153.

Sunyaragi Water Palace motif on a batik kain.
Cirebon, West Java.

Lions flanking a coral rock formation at Kese-
puhan Palace. Cirebon, West Java.

Animals and rocks against the sea on a batik
sarong. Cirebon, West Java.

Realistically drawn animals on a batik sarong.
Cirebon, West Java.

Flower bouquet, a product of European influ-
ence, on a batik sarong. Pekalongan, northern
Central Java.

Batik kain using a variety of Dutch names and
Dutch machines as motifs. Central Java.

Detail of figure 146.

Realistically drawn ships, an example of Dutch
influence, on a batik kain. Jogjakarta, Central
Java.

Modern pattern on a batik kain. Jakarta, West
Java.

Young dancer in traditional dress at one of the
weekly dance practices held at the Sultan’s
Palace. Jogjakarta, Central Java.

Pancasila motif on a batik kain. Central Java.
Modern motif inspired by the Dong-Son-style
bronze drums of Alor. Jogjakarta, Central Java.

Birds and lotus flowers on a contemporary silk
batik kain. Solo, Central Java.



Introduction

Indonesians call their country Tanak Air Kita
or “Our Land Water,” a name that plainly
expresses how, within the borders of the republic,
there is more water than there is land. The
13,667 islands of the Indonesian archipelago
stretch five thousand kilometers from the
Malay Peninsula to Australia. Most of these
islands are unnamed and uninhabited but they
include Sumatra, Java, Sulawesi (formerly Cele-
bes), most of Borneo (or Kalimantan to Indo-
nesians), and half of New Guinea (known as
Irian Jaya), as well as the smaller islands of
Halmahera, the Malukus (the famous Spice
Islands), and the Nusatenggara chain that in-
cludes the fabled island of Bali. Indonesia
is home to more than 150,000,000 people,
making it the fifth most populous country
in the world. Ninety percent of all Indonesians
live on Java, Sumatra, and Bali. These three
islands contain some of the most densely in-
habited regions on earth. Yet one could find few
places in the world as sparsely settled as Borneo
and New Guinea.

Indonesia is a land of contrasts and extremes.
Tribes with a Neolithic culture live in villages
of only a few houses while residents of giant
metropolises like Jakarta lead a twentieth-
century lifestyle. Three hundred tribal and ethnic
groups speaking some two hundred languages
coexist within its boundaries. Only in Indonesia
are the four major religions of Islam, Chris-
tianity, Buddhism, and Hinduism represented,
but many tribal peoples still adhere to animistic
beliefs. This diversity is reflected in the arts
and crafts—the variety of textiles in particular
matches that of other aspects of the country.
The motto of the republic is a hopeful “Unity
in Diversity,” but it is often the diversity that
leaves the strongest impression on a visitor.
From island to island, and often from region
to region, the character of the people, their
native dress, architecture, and language change.

When we first visited Indonesia in early 1972,
we traveled over land and sea eastward through
Sumatra, Java, Bali, Lombok, Sumbawa, and
East Nusatenggara. Each island was a unique
adventure. Going from Moslem Java to neigh-
boring Hindu Bali is like entering another
world, although the two islands are only an
hour’s ferry ride apart.

At that time, visitors were rare east of Bali and
our trip eastward to Timor Island was a lesson
in patience, a trait of utmost importance while
traveling in Indonesia. Transportation became
unpredictable at best; whenever possible we
traveled by cargo boats that carry passengers on
their decks, but to reach islands the cargo boats
did not serve, we embarked on the single-masted
sailboats that carry goods to the remote ports
of Indonesia. Through the interiors of the
islands most roads only exist in the dry season
and to get from one village to another meant
riding atop bags of onions or rice in the rear of
a truck. These ancient vehicles broke down
frequently in the rugged terrain, and where the
trucks could not go, we walked.

In the isolated, less-developed East Nusateng-
gara islands of Flores, Sumba, and Timor, the
locally made textiles captured our attention.
From one region of East Nusatenggara toanother,
textiles show great differences and communicate
the character of the people who weave them.
Elsewhere we had seen the animal-patterned
blankets of Sumba used as wallhangings, but
arriving in Sumba we were amazed to see
turbaned Sumbanese men actually wearing
these cloths wrapped around their waists. The
bold patterns decorating the cloths matched the
flamboyant spirit of these rugged horsemen.

In outer islands like Sumba and Flores, inns
are found only in a few towns. We often had to
depend on the hospitality of village families and
isolated Catholic missionaries. Staying in the
countryside gave us an opportunity to see the

1
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crafts, particularly weaving, at close hand. We
often spent the days waiting for transportation
studying Bahasa Indonesia, the official language
ofthe nation, and talking to people—conversation
is not a lost art in Indonesia. A motivation to
learn more about the textiles, their production
and motifs, was an incentive to visit out-of-the-
way villages and get to know the weavers.

This initial introduction to the weavings of
East Nusatenggara led us to a more in-depth
study of the textile traditions of Indonesia.
Subsequently, we returned to Indonesia five
times and traveled to all the major islands to
research textiles, their roles in each society, the
techniques, and the meaning of the motifs.

12 INTRODUCTION

For a land of its size and cultural richness,
Indonesia is relatively little known outside of
Southeast Asia. Textiles play an integral role in
many Indonesian societies, and to understand
this role, one must view them in the context of
the different cultures that make them. But
textiles must also be seen against the larger
historical backdrop and to do this it is necessary
to understand the forces that shaped the lives of
the weavers. Indonesians have been greatly
affected by various waves of migrations and
by outside cultural influences, and these have
all had an effect on their textile arts. Historical
and cultural trends are covered in more detail in
the text, but the following summary introduces



the major sources of the rich diversity seen in
Indonesian textiles today.

Fossils found in Java indicate that man first
appeared in what is now Indonesia between
400,000 and 120,000 B.c. By 20,000 B.c. hunter-
gatherers with Australoid features were living
in the archipelago, and during the Mesolithic
period (10,000 to 2000 B.c.) other groups of
hunter-gatherers arrived. In approximately
2500 B.C. a substantial migration from the Yun-
nan area of southern China introduced a Neolithic
culture to the islands. These Mongoloid peoples
brought with them techniques of rice cultivation,
animal husbandry, and pottery making, and
probably at this time the islanders’ indigenous
bark garments were first decorated with simple
motifs. Among certain peoples, this Neolithic
culture later evolved into a Megalithic phase
characterized by the building of large stone
monuments that were connected to religious
practices. Among the peoples where such Meg-
alithic features survive today are the Bataks
of North Sumatra, the Torajans of central
Sulawesi, the inhabitants of Nias Island, and
the Sumbanese.

Between the eighth and second centuries B.c.,
migrants from what is now northern Vietnam
came to the archipelago, bringing with them a
way of life referred to as the Dong-Son. The
Dong-Son culture had a tremendous impact on
many Indonesian peoples and its effects are still
evident today. Most scholars believe that the
backstrap loom and the dye-resist method of
textile decoration called warp ikat were intro-
duced into Indonesia during the period of Dong-
Son influence. Until this time people had worn
plain or simply decorated bark garments. The
Dong-Son migrants also introduced metalwork,
especially the technique of bronze lost-wax cast-
ing. They brought with them decorated bronze
kettle-drums that were used in various rituals.
Indonesian tribes borrowed many motifs that
appeared on these drums, including the “tree of
life”” and “‘ship of the dead,” and a characteristic
style of geometric ornamentation.

Another culture, known as the Late Chou, had
less of an impact on the tribes of Indonesia but
had an influence on some tribes of Borneo,
particularly on their nontextile motifs. The Late
Chou designs tend to be asymmetric, while the
Dong-Son patterns are geometric and symmetric.

The motifs brought by the Dong-Son people,
and to a lesser extent the Late Chou, mixed with
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the indigenous Neolithic-Megalithic animal and
human figures to create a unique style of or-
namentation that is still seen today on warp ikat
textiles, particularly among the Torajans, the
Bataks, the Timorese, and the Iban Dyaks of
northwestern Borneo (now Sarawak, a state of
Malaysia).

Indian civilization had a great impact on
Indonesia, especially on Java and Sumatra. By
the second century A.p., Indian traders had
already made contacts with the coastal peoples
of Java and by the fifth century they had
established a Hindu kingdom there. In the
seventh century, a Sumatran kingdom, Srivijaya,
was beginning to assert itself. Srivijaya became
a great center for the study of Mahayana Bud-
dhism, which was the dominant religion of
India at that time. Eventually, Srivijaya would
extend its sphere of influence up the Malay
Peninsula into northern Thailand. In the mid-
ninth century, the kingdom of Mataram, which
also owed much to India, was gaining power in
Java.

What imprint this period of Indian influence
left on the textiles of Indonesia is somewhat
unclear. Some scholars argue that the technical
knowledge needed to make batik cloth was
introduced into Java from India at this time,
but others dispute this point. The greatest legacy

INTRODUCTION 13
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left by India was upon religion. Buddhism and
Hinduism eventually blended with the native
Javanese animism to form a unique combina-
tion. Temple architecture in Central Java,
especially that of the temples of the Dieng Pla-
teau, Borobodur and Prambanan, is testimony to
the great civilization that flourished as a result of
Indian influence.

From the tenth to the fifteenth centuries A.D.,
a succession of strong kingdoms in East and
Central Java made their presence felt in the
other islands of the archipelago. In the four-
teenth century, the kingdom of Majapahit
dominated many of the islands that are today
part of the Republic of Indonesia. Again, the
influence of these aggressive Javanese kingdoms
on the arts and crafts of other islands is un-
known. Local kings may have paid tribute to
the Javanese, but the isolated tribal peoples were
probably left in relative peace.

The next important influence on the archi-
pelago was Islam. Islam originated in the
Middle East in the seventh century A.Dp. and was
brought to Indonesia in the fifteenth century by
Indian and Arab traders. They were instru-
mental in spreading the faith in East Java. The
remainder of Java, as well as many parts of
Sumatra, later adopted Islam. Today Indonesia
is more than ninety percent Moslem. These
traders also introduced new techniques of fabric

14 INTRODUCTION

Map 4. Bali.

decoration, such as weft ikat, supplementary
weft weaving, and tie-dye along with sericulture.
Because Islam discourages the portrayal of living
things in the arts, the more naturalistic textile
motifs of some areas, most notably Central Java,
were modified and stylized.

In the early 1600s, the Dutch began to build
an Indonesian colony that was to remain under
their control for the next three hundred and
fifty years. Their interest was primarily eco-
nomic, and they generally did not interfere with
the indigenous cultures they had contact with.
Only a few areas of the archipelago, the Malu-
kus and northern Sulawesi in particular, were
profoundly affected by the Dutch presence. The
Maluku islanders and the Minahassa of northern
Sulawesi adopted Christianity and their cultures
underwent radical change. But in most other
areas of the archipelago, the Dutch stayed in the
background and relied on Chinese middlemen to
conduct their business. Although Dutch motifs
were borrowed and adapted to the textile pat-
terns of Java and East Nusatenggara, the Dutch
policy of noninterference in local affairs general-
ly tended, in the long run, to preserve native
arts and crafts.

Certain traditional textiles are no longer
produced in Indonesia, but most techniques,
including the making of bark cloth, continue to
be practiced. In this book we primarily cover the
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techniques and motifs of contemporary textiles.
But a few textiles that are no longer made are
too important to ignore. The most notable ex-
amples are the woven ship cloths and the em-
broidered tapis skirts, both of which were once
made in southern Sumatra. Also, the motifs and
layout of the Indian patola cloth have been so
widely adopted on Indonesian textiles of the past
and present that we have devoted a section to this
subject in chapter 3. Irian Jaya or New Guinea
is culturally different from the rest of the archi-
pelago and is therefore not covered in the text.

The important methods of contemporary
textile decoration fall into two categories: dye-
resist, in which a resist is used to block the dye
and create the pattern, and woven techniques,
in which the patterns are produced in the weav-
ing process. Ikat-decorated textiles (the warp or
weft threads are bound with fiber before dyeing
to create the pattern), tie-dyed cloths, and batik
(cloth patterned with wax) are all dye-resist
techniques. Warp ikat and batik are perhaps
Indonesia’s most outstanding achievements in
the field of textiles. Warp ikat textiles, which are
made by certain tribal peoples, date back to
Neolithic times and are covered in chapter 1
(technique) and chapter 2 (motifs and uses).
Chapter 5 is devoted entirely to the important
technique of batik and chapter 6 covers the
different motifs that decorate batik cloth. Other

Map 5. Java.

dye-resist patterned textiles, such as weft ikat,
double ikat, and tie-dyed cloths are described in
chapter 3. Woven techniques such as supple-
mentary weft decoration in which extra threads
float over and under the background cloth to
give the motif, supplementary warp, and spe-
cialized methods involving embroidery, tapestry
weaves, and beading decorate some outstanding
Indonesian textiles, and these are described in
chapter 4.

No single volume could ever hope to deal
with all the technical and design variations that
make Indonesian textiles of such interest to both
craftsman and collector. In our discussions of the
different weavings, we have taken a middle road,
providing both broad surveys of textile traditions
and motifs, and basic explanations of techniques
and materials. Our organizing the book by craft
and not by region made the most sense, for tech-
niques tend to show less regional variation than
motifs and can therefore be dealt with without
dragging in endless qualifications.and exceptions.
We have, however, tried to underscore the whole
geographical picture, and within these chapters
we rather freely island hop around the archi-
pelago to present outstanding examples of tex-
tiles with a distinct local character.

Much as we wanted to, we were not able to go
everywhere. But we were able to observe each
major technique of textile decoration in at least
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one area of Indonesia, and the methods described
here are generally those we saw. We stayed in
small villages with weavers and their families,
who never seemed to view our intrusion as a
disruption of their daily lives. Between the social
rituals of chewing betel nut, smoking clove-
scented kretek cigarettes, and drinking glass after
glass of hot tea, weavers would bring out their
equipment and demonstrate how they made
their dyes. Village elders were called upon to
tell stories and show us their family heirlooms.
Sometimes it was necessary to seek out the few
remaining practitioners of particular techniques
in larger cities. We talked to people in the
marketplaces, stopped women in the streets, and
boldly knocked on doors. To see certain tech-
niques, we had to visit larger workshops. In
West Sumatra, Java, Bali, and Sulawesi, factory
owners interrupted their work to demonstrate
how they made their textiles. The pride Indo-
nesians take in their weavings coupled with their
natural hospitality made our research easy.

A surprising number of textiles in Indonesia
are still woven at home for personal use. In the
islands of Indonesia, weaving is traditionally the
work of women and textiles are considered to
have a feminine nature. Only when cloths are
produced in workshops do men begin to take a
part in their creation. The techniques of textile
production and the knowledge of the motifs are
traditionally passed from mother to daughter.

The weaver creates her cloth from materials
found in her surroundings and may produce
textiles patterned with complex techniques using
only simple tools. She may grow cotton in her
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backyard and spin it into thread herself. Her
basic tools are made of readily available mater-
ials such as bamboo poles, the ribs of coconut
leaves, and fiber from trees. Those implements
that must be made are put together by her hus-
band or the village carpenter. She gathers or
trades for the dyestuffs and makes her own dyes.
It is these textiles, wholly created by the weavers,
that play the most important role in the life of
the societies that make them.

However, as Indonesia progresses, the trend
is for the production of these textiles to move
from the home into workshops. Some types of
cloth, such as batik, have long been made on a
commercial scale as well as on the individual
level, while other types of textiles such as weft
ikat and supplementary weft weavings are just
now moving to the cottage-industry level.

When the creation of a particular type of
textile moves to a commercial level, undeniably
much artistry is lost in the transition. The only
alternative, however, is often that the technique
will disappear altogether. We felt it was impor-
tant to describe the textiles that are made in
workshops, since a great deal of craftsmanship
may go into their production and the techniques
and tools employed are often not so different
from those once used in the home.

The textiles of Indonesia are interesting not
only for the richness of their patterns but for the
meaning they often have in their society, partic-
ularly among tribal people. Their basic use is as
a garment, but people view certain weavings as
ritual objects that are necessary aids in carrying
out their customs. Textiles may be required for



