1

Iberian Sources for the Historiography
of Musics in the Early Modern
Moluccas (Maluku)

David R. M. Irving

The Moluccas, or Maluku, featured relatively rarely in musicological research on
Indonesia until the 1990s. In that decade, Margaret Kartomi published a number
of seminal studies on musics of the region, focusing particularly on the revival
of traditional performing arts in the islands of Ternate and Tidore, where the
practice of music and dance had fluctuated in its cultivation during the 1980s.!
In the title of an article from 1994 she asked, “Is Maluku still musicological
terra incognita?” Addressing this question, she offered a wide-ranging overview
of musical knowledge and practice, drawing from Dutch colonial sources and
her own fieldwork (conducted over several months in 1989-1990 and 1993), as
well as other anthropological and ethnomusicological studies.? The earliest histori-
cal texts that Kartomi considered were eighteenth-century descriptions of music
culturesin north and central Maluku made by Dutch Protestant minister and chron-
icler Francois Valentijn (1666-1727) in his five-volume work Oud en Nieuw Oost-
Indién (Old and New East Indies).* However, she also acknowledged the wealth of
sixteenth- and seventeenth-century Portuguese and Spanish historiography relat-
ing to eastern Indonesia as examined by historian Leonard Andaya in his 1993
monograph The World of Maluku.* Additionally, she made an intriguing reference
to Portuguese Catholic church music—introduced to the region from 1512—and
its lasting impact on musics of subsequent periods, as noted by Alfred Russel
Wallace (1823-1913) in Ambon in 1869.°

These sources are, of course, all of European origin. For any researcher delv-
ing into the music history of Maluku a major challenge for the study of the early
modern period is the imbalance of surviving records written from different
cultural perspectives. Extant indigenous texts from this period and region are rare.
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Benjamin Moseley and other historians have pointed out that one of the few exam-
ples is the Hikayat Tanah Hitu (Story of the Land of Hitu) by Rijali (1590-1662),°
which includes a brief description of the sounds of war, giving a list of musical
instruments used by the Portuguese.” Andaya, commenting that “sources for the
study of Maluku before the nineteenth century are almost exclusively European,”
offered a detailed and useful overview of relevant Portuguese, Spanish, and Dutch
manuscripts and printed works.® Comprising chronicles of events, correspon-
dence, ethnographic observations, records of trade, and other data, many of these
texts contain points of interest for the musicologist.

Zooming out, it can be seen that the influence of Portugal on the music cul-
tures of the broader Malay-Indonesian archipelago has been studied extensively.’
Nevertheless, there remains a musicological lacuna regarding Portuguese pri-
mary sources relating specifically to the Maluku region, which some scholars
have recently begun to address.” As demonstrated by Kartomi, musicologists and
historians have drawn mostly from Dutch sources, with some mention of Eng-
lish voyage accounts, for the history of musical practices in Maluku before the
nineteenth century."" This is because the Dutch became the dominant colonial
presence in this spice-producing region from the final third of the seventeenth
century. From around 1666, Portuguese and Spanish colonial interests, which had
by then existed for approximately one and a half centuries, in the form of incur-
sions, religious missions, and trading factories, were extinguished, although there
remained a number of cultural legacies of their presence, especially music.'? Until
recently, the colonialism and religious missions of Spain in Maluku received less
attention from historians, compared to those of Portugal.”® This chapter, inspired
by and building on the work of Kartomi and Andaya and informed by a range
of recent studies, focuses on both Portuguese and Spanish sources and aims to
address the following question: What kinds of musical data can be found in Ibe-
rian historiography of early modern Maluku? It aims to contribute to current work
in this area, to look afresh at these sources, and to highlight the potential utility of
data found in sixteenth- and seventeenth-century Iberian writings that mention
musical practices in or of Maluku.

First, some geographical context is necessary. As is well known, this part of
the Indonesian archipelago is globally significant as the source of certain spices—
cloves, nutmeg, and mace—that were originally endemic to specific islands.
Today Maluku consists of three main administrative regions: north, central,
and south (Kabupaten Maluku Utara, Kabupaten Maluku Tengah, and Kabu-
paten Maluku Tenggara). The overall name has undergone changes in meaning
over the last half-millennium. Andaya notes that “Maluku’ in this period [six-
teenth through eighteenth centuries] referred only to the clove-producing islands
of north Maluku, the most powerful of which was Ternate,” with Tidore being
“equally prominent”; tracing its possible historical meanings, and the way it has
been inflected and interpreted in terms of collective regional identity, he notes that
“the name Maluku came to be applied to all areas which acknowledge Ternate’s or
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Tidore’s dominance”* Jesuit historian Adolf Heuken has also written of varying
applications of the term:

In the narrow sense of the word, Maluku is used for the islands of Tidore, Ternate,
Motir, Makian, Bacan, and for a few tiny islets close to them, or for the four an-
cient kingdoms of Jailolo, Tidore, Ternate, and Bacan. In the wider sense, however,
the Moluccas comprise all the islands between Celebes (Sulawesi) and Papua (West
New-Guinea), and between Moro Island north of Halmahera, and the Banda Islands
in the south.'

This chapter takes the latter, broad geographical view of the area. The major poli-
ties in the broader region were ruled by sultans, sangajis (local rulers), and rajas,
while the four kingdoms just mentioned began to be perceived by Europeans as
“the ‘center’ of an expanding Malukan world,” in the words of Andaya.'® Alliances
and conversions of rulers and populations variously to Islam, Catholicism, and
Calvinism punctuate the complex political picture.

In terms of chronology, the period considered here spans from the arrival of
the Portuguese in the early sixteenth century (beginning in 1512) to the Spanish
withdrawal from the region in the late 1670s."” The Portuguese established forts on
Ternate from 1522, Ambon from 1569, and Tidore from 1578."® (During this time
a number of significant Portuguese chronicles were composed.) In 1570, Sultan
Hairun of Ternate—who had begun his reign in 1535 and over succeeding decades
interacted intensively with Portuguese and spoke their language—was murdered
by Portuguese forces, and his son Baab Ullah (d. 1583) aimed to avenge his death."
The Ternate base was captured by Sultan Baab Ullah in 1575, and those of Ambon
and Tidore by the Dutch in 1605; in 1606, a Spanish force led by Pedro Bravo de
Acuna (d. 1606) then seized the fortress of Tidore, where Spain then maintained a
presence until 1663.2° There were periodic English establishments from the 1590s
until the “Ambon massacre” of 1623, when the Dutch executed English factors
(a widely reported event with descriptions that include musical details), after
which the English withdrew from the area.?’ It was against this complex politi-
cal and economic backdrop that the Catholic missionaries operated in the six-
teenth and seventeenth centuries, not only Jesuits but also members of other
orders, including Augustinians, Dominicans, and Franciscans.” The Jesuits are
particularly prominent in the documentation of this part of history, and I focus
on them here.” By far the most detailed historiography devoted to the Jesuit mis-
sion in Maluku during this period is the three-volume set Documenta Malucensia
(Moluccan documents, 1974-84) edited by Jesuit historian Hubert Jacobs (1909-
96), presenting transcriptions of primary source materials from the archives of the
Society of Jesus, with extensive introductions and contextual studies, as well as
biographies of indigenous and foreign individuals.**

In this chapter, I offer interpretations of descriptions made by chroniclers of
sonic events, contextualizing them within a broader political, social, and cultural
framework. I do not claim any comprehensiveness in the following overview of
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sources; rather, I will give some brief snapshots of examples that demonstrate
the kinds of musical and sonic elements found in Iberian historiography. I con-
centrate on three main areas: first, musical and other ethnographic information
relevant to the performing arts in an account by a secular Portuguese writer
whose work preceded the beginning of the Jesuit mission—the ca. 1544 treatise
on Maluku by Anténio Galvao (ca. 1490-1557); second, accounts and letters of
the Jesuits (in Portuguese and Spanish); and third, an influential book written in
Spain and published there in 1609, the Conquista de las Islas Malucas (Conquest
of the Moluccan Islands) by Bartolomé Leonardo de Argensola (1562-1631).” In
terms of the kinds of vocabulary that might attract the eyes of a musicologist
looking at sixteenth-century Portuguese texts, Maria de Sdo José Corte-Real has
provided a useful list of terms and expressions drawn from the peregrinacao (pil-
grimage) of Ferndo Mendes Pinto (ca. 1509-83), who visited China and Japan
(but not Maluku). She divides them into categories of “the sound environment,”
“musical performance;” and “musical instruments”? Many, but not all, of these
terms can be found in Portuguese texts regarding Maluku, although orthography
of the time is fairly variable. Musical details in Jesuit letters about the region—in
Portuguese, Spanish, Italian, and Latin—are relatively sparse, but a great deal of
context can be fleshed out from them. Situated at the geographical frontiers
of Spanish and Portuguese colonial ambition, Jesuit missions were shaped by
rivalry between the two Iberian nations.”” However, they were also motivated
in their work by religious and cultural competition with Islam and with Dutch
Calvinism. Baptism was at the forefront of the aims and ambitions of the Society
of Jesus in Maluku, as we will see.?

INDIGENOUS MUSICS AND OTHER PERFORMING
ARTS OF MALUKU ACCORDING TO GALVAO

A Portuguese treatise dating from ca. 1544 on Maluku and the customs of their
inhabitants was found in 1928 by Jesuit historian Georg Schurhammer (1882-1971)
in the Archivo General de Indias, Seville.* Some decades later, Jacobs attrib-
uted the text’s authorship to Antdnio Galvdo and in 1971 published an annotated
edition (with English translation).”® The treatise offers ethnographic and linguis-
tic information for this era that cannot be found elsewhere.”® Reading Galvao’s
treatise in tandem with the letters of missionaries from the late 1540s onward—
beginning with Francis Xavier (1506-52), one of the founders of the Society of
Jesus—musicologists can gain an increasingly layered understanding of how
mid-sixteenth-century Iberians viewed and represented the performing arts and
religious sound of local cultures.*

At various points in the sixty chapters of Galvao’s treatise, he mentions sound-
art and dancing in religious practice, warfare, celebrations, entertainment, and
travel. He sometimes uses Christian terminology such as “Matins, (canonical)
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Hours, Lent, Easter, Our Lady of Candlemas, Pope, to explain Mohammedan
customs,” as Jacobs notes, to make comparative descriptions of Islamic religious
practices.” For example, Galvio states, “They usually have fine mosques with no
image in them, but with a big drum hung up with which they call to Matins and
to the ordinary Hours, which they recite five times a day”** The last clause refers
clearly to daily Islamic prayers (salat/salah). Another point to note is that the men-
tion of the drum, implicitly analogous to church bells in Galvao’s sentence, is a
clear reference to an instrument known in other parts of the Malay world as beduk;
Valentijn also writes about it, calling it a tifa.”> Galvdo was not alone in making
such comparisons; as we see later, another Iberian writer would explicitly liken
this drum’s function to a church bell.

Galvao has a particular focus on royal ceremonial and cultural practices of the
elite, and this goes hand in hand with a discussion of instruments. For instance,
he notes the importance of musical ensembles on the boats of rulers as a marker
of prestige and royal identity: “When the kings sail in their boats, [bands] play for
them on gongs, tifas, and sistra; these [bands] are royal insignia because no one
else may maintain them. As soon as this tifa resounds, those who are on the land
gather at the shore to make the sembahjang [Islamic prayers, now spelled sembahy-
ang] and to ask if something is wanted.** He later repeats this observation, adding
some extra details: “They carry with them drums, gongs, and sistra, this being a
royal privilege, to the music of which they row and sing rhythmically as the people
of Galicia do. [In singing] they mention everything they did or hope to do both in
peace and in war. They recognize each other by their way of singing”¥’

Galvao’s description of the enthronement or installation of a ruler includes
information about musical instruments and dancing:

They make music for him on Javanese gongs; these are like bronze basins with a kind
of boss in the middle and holes at the rim, through which they pull cords. Hanging
from wooden poles, they are carried along on the shoulders of two men while oth-
ers beat them with wooden mallets; they produce [the pitches of countertenor and
soprano] . . ., for some are larger and others smaller. They have drums similar to
tambours, some of which resemble tambourines and are called tifa. Other instru-
ments are like shawms, and they call them saruni [serunail; they have flutes and
sistrum-like instruments and many others to their liking.*®

Besides the gongs, tifa, serunai, and plucked string instruments, instruments that
Galvio mentions elsewhere in the text are the conch trumpet (“buzio”) and nose
flute (“ffrauta [sic] com a vemtana do naris”). The conch is described as being
played alongside gongs and tifa in alarms or rallying cries for warfare, and the
nose flute in solitary settings during periods of mourning after a bereavement.*
In a slightly offbeat reference, Galvao also recounts an apocryphal tale regarding
the insertion of bells between the foreskin and head of the penis, quoting the
people of Pegu.®
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Of dances he writes, “The alifurus come with their wives and daughters to the
palace gate to sing and to perform a swinging dance called lego-lego; it is practised
more by night than by day”*! The term alifuru refers to ethnic groups including
the Nuaulu and Huaulu, an indigenous group living in mountainous regions who
worked for societies on the coasts.*? Kartomi describes the lego-lego as a female
court dance in which

twenty ladies-in-waiting wearing broad European-style green skirts and matching
blouses with antique metal headdresses and necklaces and red and yellow dance
scarves . . . move gracefully to the accompaniment of a female tampiang (small
frame drum) player and a female vocalist . . . who sings advice to and even criticism
of the Sultan. The present [1990s] Sultan says this is the only time that his people
have traditionally been allowed to criticize and advise a Sultan. . . . Such female
dances may be centuries old.*

In this discussion of the genre, Kartomi cites Valentijns 1724 description of a
female dance.** Galvao’s use of the name lego-lego in his treatise stretches its histo-
riography back to the sixteenth century.

Galvio also describes many aspects of music within feasts. When a king makes
a visit to another community for a feast, he is “preceded by a train of men armed
with swords and salawakus [shields] and accompanied by music on the custom-
ary instruments,” although Galvao does not specify which instruments.** Halfway
through feasts the people “sing and play instruments and make jokes, riddles, and
pleasantries”* In his description of feasts, Galvao also makes a distinction between
classes in terms of their performances: “The peasantry appear with their daughters
and wives in order to dance the lego-lego“ but “the courtiers, elegantly dressed,
come and perform their tournaments, which they call carracheo, to the sound of
musical instruments”* The tournament is a display of strength in competitive
fights. Galvéo claims that if a competitor falls, the ground must be ceremonially
purified, in a ritual involving gongs, amulets, herbs, and crushed stones.* He also
notes that “the sultan of Ternate has to marry a daughter of the sultan of Tidore,
since he is the most important after him.”*° In this context, he mentions later in the
treatise festivities (including music) held for a marriage he claims to have brokered
between the sultan of Ternate and the daughter of the sultan of Tidore.*

In describing social ranks, Galvdo draws from the history of religious conver-
sion and of the introduction of specific cultural practices and objects (including
musical instruments). He relates that he was told of their Javanese origins, writing,
“They say that they took these titles from the Javanese who made them Muslims
and introduced coinage into their country, as well as the gong, the serunai, ivory,
the kris dagger, and the law, and all the other good things they have' He addi-
tionally writes of metal currency and other objects—again specifying gongs from
Java—that “they treasure these [coins] up, and also jewels, objects of gold, Javanese
gongs, copper basins, pieces of ivory, porcelain, fine silk and cotton fabrics; all
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this comes from abroad in exchange for clove because none of it is natural to the
country”** The arrival of commodities in the area—including musical instruments
such as gongs and serunai—is thus attributed to the trade in cloves.

Galvao writes of the origins and history of the inhabitants of Maluku in chap-
ters 12 to 14 of his work.” He offers historiographical perspectives and information
on how they transmitted their songs and ballads, not only committing them to
memory but also using Chinese ink to write them on palm leaves:

This is what I could find out of their past, because they have no chronicles nor [writ-
ten] history and they keep no archives. As far as I understood from them, they
commit their past to memory by way of aphorisms, songs, and rhyming ballads, of
which they are very fond. They make good ones which are handed down from one
to another like the Hebrews used to do: when their soldiers returned victorious they
sang: “Saul slew thousands and David slew tens of thousands”; and at Caesar’s tri-
umph [the soldiers sang]: “Senators of Rome, take care of your wives”; and for Count
Ferndo Gonsalvez: “While the king stayed in Granada, the knights advanced in the
fields of the Mondego”; and other sayings in which literature abounds. They commit
their stories to memory, and so one learns but little from them of their past.*

Later in the text he adds the extra context that “they write upon ola, which are
palm leaves, and on paper which is imported from India; and the pens are made
of ferns, for those of ducks are not known there. And the ink comes from China”>

While the first thirty-six chapters focus on the people, natural history, and cul-
tural practices of Maluku, the remaining ones introduce the Portuguese into the
narrative, beginning with a short overview of Portugal’s history of navigation and
colonialism. The earliest Portuguese and Spanish arrivals to Maluku are described
in detail, including the expedition of Juan Sebastian Elcano (ca. 1486-1526), who
continued and completed the voyage of circumnavigation that had been started
by Ferdinand Magellan (ca. 1480-1521). In describing his own arrival in Maluku
(October 1536), a point at which the Portuguese colony was apparently in decline,
Galvao gives a heroic account and states that “everyone said that Antonio Galvao
had come to rescue them, and they marched out to meet him, in procession
behind the cross and [singing] Te Deum laudamus”* He also mentions trumpets
and unspecified instruments of “the common soldiers,” although whether the
latter refers to Moluccan or Iberian individuals is not clear.”” In his description
of the Portuguese attack on (and seizing of) Tidore, he refers to “the sounding of
the trumpets and of all the other instruments,” which seems to suggest a binary
between Portuguese trumpets and a range of indigenous instruments used in
warfare (gongs, tifa, and conch trumpets).*® Toward the end of his treatise, which
discusses the events that followed the seizure of Tidore in the establishment of
a Portuguese colony and ongoing negotiations with surrounding rulers, Galvao
boasts of his work in founding an urban settlement and his support of incipient
work in evangelization. Early baptisms—particularly anyone from the Moluccan
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elite—caused considerable controversy among the local societies, but Galvio
asserts that they were celebrated with large ceremonies and feasts.”

MUSIC IN JESUIT LETTERS AND REPORTS

Baptisms were a fundamental aim of the Jesuit mission to the region, and music
was part of the process of evangelization. The first Jesuit to arrive was Francis
Xavier, who was present in Maluku from February 14, 1546, to May 1547. On
January 20, 1548, he wrote from Kochi (Cochin), Kerala, to his fellow Jesuits in
Rome. In his letter he described aspects of his experiences in the region of Maluku,
including the following passage:

There was reason for thanking our Lord for the fruit which was produced by God
in the hearts of his creatures, who sang his praise and glory among a race [sic: gente
(people)] newly converted to his faith. For it turned out in Maluco that the boys on
the squares, the girls and women in their homes both day and night, the workers
in the fields, and the fishermen on the sea, instead of their vain songs, sang sacred
canticles, for example, the Creed, the Our Father and Hail Mary, the Command-
ments, the Works of Mercy, the Confiteor, and many other prayers, all in their own
language, so that everyone understood them, both those who had been recently
converted to our faith and those who had not. God our Lord willed that within
a short time among the Portuguese of this city and the natives of the land, both
Christians and infidels, I found great favor in their eyes.*®

Xavier’s stay in the Maluku region constituted a pivotal period for mutual
engagement between two distinct cultures. The primary sources attesting to his
activities are relatively scarce but have been studied in extensive detail. His own
writings gloss over local customs and cultural practices giving scanty detail, focus-
ing rather on the transculturative processes of evangelization. Andaya writes that
“both Xavier and the other Jesuits quickly realized that it was the ritual of the
Church, with its various ceremonies, candlelight, and music, and not the doctrine,
which appealed to the local inhabitants. . . . He combined the native love of music
with Catholic ritual to create a pleasant and effective way of conveying the Chris-
tian message.”®' This tendency was noted by a hagiographer of Francis Xavier, who
mentioned his teaching of the singing of the doctrine in Ternate, and his evening
walks evangelizing with a small bell (campanilla).®?

Xavier had no instruments other than his voice and a little bell. Yet it is perti-
nent to note that in sixteenth-century Portuguese sources, the word sino is used to
refer not only to gongs but also to bells introduced by the missionaries.®* By exten-
sion, it seems that local gongs themselves occasionally functioned as church bells.
On January 8, 1558, Fernao de Osério (ca. 1531-65) wrote to his superior Francisco
Vieira (1519-ca. 1560) at Ternate, describing his mission work (in a location that
Jacobs identifies as Bacan).* On the feast of Epiphany, Oso6rio made a petition to
alocal ruler who appeared impressed by the church ceremonies performed on the
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previous day. The missionary asked him for wood to make crosses and for permis-
sion to evangelize among the children and women of the local population; he also
asked for “a sino to ring on Sundays and to signal Ave Marias”® It seems that sino
here refers to a gong, for in the next sentence the Osorio notes that “I don't have
any other means of attracting these children, because they are fearful of this black
wolf” (the last comment presumably referring to his black robe).® In the letter, it
seems that he is justifying to his Jesuit superior the need to use a local instrument.
He goes on to say that he intends to win the confidence of the children in this way
and then he will punish them.”

Another Jesuit who mentioned bells or gongs was Pero Mascarenhas (ca.
1532-81). Writing from Ternate to Jesuits in Goa on March 6, 1569, Mascarenhas
reported on his voyage to Kolongan, Sulawesi, where he erected a large cross.®®
He recounts: “Adding more to the joy was that the playing [of gongs?] and peal-
ing of bells started [comessarem a tanger e a repicar sinos] throughout the city
at the time that we were adoring the cross, and the festivities lasted most of the
night”® Although the phrase “comessarem a tanger e a repicar sinos” could cer-
tainly be interpreted simply as “bells started to be rung and pealed,” it is tempting
to read “sinos” in its double meaning of gongs and bells, and perhaps imagine the
simultaneous playing of local gongs and ringing of imported bells.

Mass baptisms are frequently described in general terms throughout the Jesuit
documentation, but on several events the conversion of individuals is emphasized.
As Juan Ruiz Jiménez has recently noted, the baptism of a princess of Bacan in 1559
was reported with a number of musical details. According to a letter dated March
9 that year written by Vieira and sent to the Society of Jesus in Portugal, it took
place in Ternate. The procession to the church included a “beautiful choir of sing-
ers, of whom there are many good ones here”; another version of the text specifies
that they sang “canticos de Benedictus” (probably the Song of Zechariah, from the
Gospel of Luke, 1:68-79).7% There were also some players of trumpets, and at
the event some boys who were “splendidly dressed” performed a dance.”

Additional musical references in the letters concern the singing of the doctrine
in Malay and other languages, especially by children.”” For example, in March
1559, Vieira reported (secondhand) the singing of the doctrine by children on
Bacan.” In July 1563, Diogo de Magalhdes (d. 1573) wrote to Pero Mascarenhas
from Manado, Sulawesi, referring to a place he calls “Batachina” (which Jacobs
suggests refers to a location in north Sulawesi); he states that the people, old and
young, were very fond of singing the doctrine, and sang it continuously, whether
on land or water.”* Some decades later, in the Annual Letter of Tidore for 1602,
sent to Goa, Luis Fernandes (1550-1608) wrote of the children in Labuha, Bacan:
“This Christianity continued with the daily teaching of the Christian Doctrine to
children, sung in church, in the Malay language; and with the Salve [Regina] in
Portuguese every Saturday, sung by the boys and girls all with lighted candles
in their hands, which inspired much devotion””®
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In the same letter, he mentions that a procession took place on Maundy
Thursday (Jacobs states that this was April 19, 1601), with the sangaji (local ruler)
of Labuha holding high a cross and the priest singing litanies, which was admired
by many onlookers who gathered there.”® Another letter by Fernandes, written
March 31, 1607, to the Jesuit General Claudio Acquaviva (1543-1615) in Rome,
refers to the language of Ternate on the island of Morotai, used by an unnamed
Jesuit father who had recently constructed a church and house, and baptized five
hundred people:

With what joy and happiness they attend the church to hear their mass and sermon,
which is preached to them in their language, and the children to sing the Christian
doctrine, and to discuss [argue] questions about it. All [is] in the Ternate language
that all of them know very well and understand, which is something to give many
praises to God for and to cry lively tears of happiness and joy.””

The Jesuits established their own schools in Maluku, and from the late
1540s they already had systems in place to send students to the College of St. Paul
in Goa. As Jacobs and Triyono Bramantyo note, six boys from Maluku and four
from Makassar appear to have already been studying there in 1546; the consti-
tutions dating from that year allow for six students from Melaka and six from
Maluku.” Maria Monteiro cites a letter from this same college in 1558, which
mentions the musical curriculum: besides learning to read, write, and count,
the boys were taught singing and participated in a capela (literally “chapel,” but
implying a musical ensemble) that sang polyphony (canto de érgdo), doing so
for “the Offices at our house on solemn days and on Sundays, as well as singing
at Vespers and officiating at masses””” In that year there was a boy from Ambon
named Dom Jodo (described as the son of a Muslim ruler) in the college.*® One
wonders if he is the same youth mentioned in 1563 by Baltasar de Aradjo (ca.
1524-73), who wrote from Ternate describing devotions in Hatiwi, Ambon, at
which “an Ambonese boy who was raised [educated] in the College of St Paul in
Goa spoke the litanies and everyone responded.”®!

Mascarenhas, writing on February 10,1564, to the Jesuits of Sdo Roque in Lisbon,
describes the building of a church in Ternate, where he was based, giving details of
its measurements. He states that the first mass celebrated there was sung.** In 1566,
the viceroy of Goa, Antao de Noronha (1520-69), issued a normative document
with the requirements for the maintenance of the fortress of Maluku (in Ternate).
In this he mandated the employment of two choirboys—who had to be sons of
Portuguese—in its church.® In February 1569, a stone church was proposed, since
the previous one, constructed in 1563, was built of wood (with a roof of woven
pandanus leaves); in June 1570, the new church was still being constructed.®

At this time, in Ambon, there is one intriguing mention of music in parts: the
annual letter dated June 15, 1570, written again by Mascarenhas, reports the sing-
ing of litanies in polyphony (“ladainhas de caoto dorgao”).*> One wonders if this
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referred to composed or improvised polyphony. Catholic liturgical polyphony
appears to have been a relatively new practice in the Malay world; in 1554, a Jesuit
arriving in Melaka (from Goa) claimed that the performance of polyphony there
was something “to which this land was unaccustomed.”® This is a surprising com-
ment, given that by that stage there had been at least four decades of Catholic
observances in that Portuguese settlement (after its initial colonization in 1511).
If true, it seems that the use of vocal polyphony in liturgical contexts arose in
Southeast and East Asia in the second half of the sixteenth century—especially
in centers with growing Catholic populations such as Macau, Manila, and Naga-
saki—and perhaps not earlier, although monophonic chant (liturgical or devo-
tional) certainly proliferated. In his letter of 1570, which includes a description
of the arrival of a Jesuit in another town on Ambon, Mascarenhas also mentions
cantigas (songs), without mentioning the style: “They sang other cantigas in praise
of the Christians”® Later, he refers to the use of Moluccan instruments to accom-
pany Christian songs, in Ulat on the island of Saparua (east of Ambon): “All [were]
dancing and singing God’s praises to the sound of the gongs and tifa that were
being played by people who accompanied the fathers

However, some local practices were prohibited by the Jesuits. In the annual
letter from Maluku (dated Ternate, April 8, 1612), Jorge da Fonseca (1558-1627)
states: “Certain dances that are very popular in all Maluku have also been
suppressed, [since] there are usually many offences against God, particularly when
they are performed at night, which is most often the case’ No further details
are given as to why these dances involved “offences;” but based on general pat-
terns of the description in missionary writings of this time, it is possible that these
dances were perceived to have non-Christian religious connotations or that they
displayed lascivious forms of expression.

Negative comments about performing arts arise elsewhere in Jesuit historiog-
raphy. A visitation report by Manuel de Azevedo (1581-1650), written in Ternate
in 1620 and sent to André Palmeiro (1569-1635), Visitor of the India Missions,
refers to “excesses” of a number of priests, although Jacobs suggests that these
reports were greatly exaggerated.” First was Jodo Baptista (ca. 1557-before 1639), a
mestigo (mixed-race) person born in Kochi. Azevedo claims that Baptista impov-
erished the house of the Jesuits through his lifestyle and by maintaining a number
of boys as servants, “some of whom would sing to him, others to practice [music?]
at night when he could not sleep, others as pages and scribes”" Then, two Ital-
ian Jesuits, Lorenzo Masonio (1555-1631) and Andrea Simi (1580-1634), met with
his disapproval. Masonio, he wrote, raised five or six boys and dressed them in
costly clothes and even saved money for their dowries.” He and Simi were appar-
ently employing two Spaniards to teach boys to dance and sing, and one of these
masters was being paid at great expense; the two Jesuits argued as to which of the
teachers was better.”” Azevedo claims that a salary and food were given to the two

Spaniards, and that “rehearsals took place most of the day”**
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Masonio, who later moved to Manila, appears to have been well regarded in the
community; the seventeenth-century Jesuit historian Francisco Colin (1592-1660)
claims that even the Dutch respected him and offered him gifts (“books, wine for
masses, and other things, and gifts from Europe”).” However, Azevedo described
how both Masonio and Simi engaged in commercial trade to carry on paying
for this activity.”® Later, in a disapproving tone, he says that in the house, there
were “ten or twelve violas and other very expensive [instruments], besides pan-
deiros [frame-drums], cestros [sestro, possibly implying another kind of drum]
and other similar things””” Azevedo suggests that Simi be removed from his
post and sent back to India, although Jacobs notes that this missionary remained
on Ternate until 1633.®

The use of the term viola in the documents from Maluku is rare, and its mean-
ing is ambiguous; used in this isolated instance with (as yet) no other examples for
comparison in Malukuy, it could perhaps mean either a plucked string instrument
or a bowed viol. Yukimi Kambe, in her study of references to viols in sixteenth-
and seventeenth-century Portuguese texts relating to the Jesuit missions in Japan,
has shown that the terms viola and viola de arco were both used to refer to the
viol but that sometimes viola by itself could imply another kind of instrument.*
In another East Asian context, Corte-Real suggests that the use of the term by
Mendes Pinto in the middle of the sixteenth century is “the first known refer-
ence to a Western guitar—the Portuguese viola—in China” (involving a musician
named Gaspar de Meireles).'® In the Malay-Indonesian archipelago, however, it
could also more directly denote the violin, especially given that biola has long been
a common Malay word for that instrument, which was adopted into local musical
practices from the sixteenth century onward.'”" Thus, in Azevedo’s 1620 letter from
Ternate, we can only conclude broadly that it could be either a plucked or a bowed
instrument, and possibly a violin.

The annual letter for 1623 of the Jesuit Province of Cochin describes festivi-
ties held in Maluku to celebrate the beatification of Francis Xavier (however, he
was beatified in 1619 and canonized in 1622, and it is likely these festivities were
held for his canonization). Although he had left Maluku in 1547, his reputation in
the region was lasting and his presence was long remembered there. The author
emphasized that these were the very beaches that Xavier himself walked on. A
tragic play representing “some stages in the life and death of the Saint was per-
formed with great perfection,” with the costs covered by the mestre do campo (col-
onel) and the captain of the infantry. The writer continues, “That day a sung mass
[missa cantada) was celebrated with the greatest possible solemnity, sung by the
Franciscan friars. The poets of Maluku performed their hymns and songs [letras e
cangdes] composed in praise of the Saint. Once the mass had finished, there com-
menced a devotional procession through the streets of Maluku, which had been
appropriately adorned”*? He gives no information about the musical structures
of the mass, hymns, or songs; it is likely that the mass was celebrated in plain-
chant, but it is possible that polyphony was involved in other aspects of this event,



Historiography of Musics in Maluku 27

given the mention of cdoto dorgdo (polyphony) in 1570, as discussed above. The
devotional procession would surely also have been accompanied by music, vocal
and instrumental, as was usual practice in Catholic missions of the time.

In an annual letter by Baltasar da Costa (1607-73), written from Kochi in
November 1648 and sent to Rome, there is mention of activities in the Collegio de
Maluco (Ternate). Although a secondhand description, Jacobs states that it “clearly
show(s] that. .. some information had reached Cochin from Maluku.”'®® The letter
mentions penitential exercises and the singing of the Miserere on Fridays during
Lent, followed by a “passo” procession (a Lenten procession related to the stations
of the cross) “with its motet” (“com seu mutete [sic: motete]”).!* The next sentence
continues, “There are many good voices; all the natives, soldiers, and the mestre
do campo with the most captains come along”'®> Whether this singing involved
polyphony is not specified; however, given the mention of a motet, the presence of
music with multiple vocal parts is a strong possibility.

In this letter, there follows the mention of a confraternity devoted to the Child
Jesus.'® This group celebrated mass every Sunday of the year “with much solem-
nity of music and wax [candles], attended by all the brothers [members] with their
lighted candles, which they also shared with those who were not members of the
confraternity”'” On the Feast of the Circumcision, the confraternity made “as fine,
solemn, and lustrous a procession as could be seen in the most prominent cities of
India”'* Mention is made of the use of six richly decorated litters, presumably for
images, among which were performed “curious dances and folias[?] etc” (coriosas
dansas e fulias ett.); the feast concluded with games of skill.'”” Da Costa writes that
the devotion of this confraternity was borne out in claims of apparitions of the
Child Jesus during fighting with Muslims on Ternate, and he claims that the latter
group would swear to seeing these apparitions too.'*°

Following the withdrawal of Spanish forces after 1662, a sizeable group of
Christians from Ternate went in exile to the Philippines and took with them the
image of the Child Jesus venerated by the confraternity; the Jesuit Pedro Murillo
Velarde (1696-1753) made mention of this in 1749, observing that their devotion
continued."! They settled in a town named Ternate (Murillo Velarde calls it Mara-
gondong, which today is the adjacent municipality) in the province of Cavite,
Luzon, where the image is still located.!* From 1663 until today, there has been the
annual tradition of ritually bathing the image on December 31 and changing its
clothes on January s, the eve of the Feast of the Circumcision.'* The music history
of this emigrant community of the Moluccan Catholic diaspora suggests potential
for further research.

Even after the Spanish military left the region in 1662, there remained a Jesuit
mission in operation in Siau, until 1677.'* Apparently Francisco de Miedes
(1622-74) and Diego de Esquivel (1623-65) composed linguistic treatises (artes)
and compiled vocabularies (vocabularios); Jacobs notes, however, that Esquivel’s
writings on the language of Siau are lost.'”> According to Murillo Velarde, Miedes
had to make shoes out of the covers of his books “so as not to say Mass barefoot”;
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in the last days of the mission in Siau, his greatest treasures were a few books
and a box with papers.'® A relacion (report or account) written in Manila in
June 1676 regarding the state of this mission the previous year mentions liturgi-
cal music, with reference to the lack of religious observance since the last official
Jesuit visitation in 1670. The unnamed author points out encouragement for the
increase in Catholic practice and refers to the first sung mass being celebrated at
this time; from that point, various communities began to increase their religious
practices, celebrating “sung masses on Saturdays and Sundays, the singing of the
Salve Regina and the rosary on Saturday evenings, processions for [the Feast of]
Corpus Christi, [observance of] Lent, services for Holy Week, homilies [pldticas],
public sermons, and other [forms of devotion] that had not [yet] started”!"”

A relacion attributed to Manuel Espaiiol (1639-84) and written a few months
later—probably in Siau during August, but certainly in 1676—recounts the
events of the preceding twelve months in the Jesuit mission. It asserts that onlookers
had a more positive reaction to Catholic ceremony than to Calvinist rituals. The
author states:

Luckily some of the native heretics [i.e., converts to Calvinism] of these parts, having
seen by chance the [Catholic] church ceremonies and the celebration of the feasts and
divine offices, the pomp of the altar, and hearing the music (such as it is), have said
that the Calvinist law that the Dutch teach them does not have an impression on them
because they do not see anything [and the Dutch] teach them in a disorderly way, and
[all] this in a strange language that the majority of the people do not understand.'®

Writing of Talaud, the author also reports on the previous “lack of singers” (“falta
de cantores”) but mentions that despite this the procession for Holy Week took
place, with the “Father singing the litany and his servants responding, concluding
with his sermon on the Passion”'" Intriguingly, he also makes mention of harp
playing in Cayuhuse (Kauhise, Siau), in what seems to be the only reference to
this instrument in the Jesuit documentation for the Maluku region in its broadest
sense. Given that there is no earlier mention of the harp, we may wonder whether
its use there was incipient; Espaiol writes that “major feast days did not lack their
2120

little bit of harp music”*#° This poignant comment marks the twilight of the first
period of Jesuit missions in the area.

MUSIC IN THE CONQUISTA DE LAS ISLAS MALUCAS
(1609) BY LEONARDO DE ARGENSOLA

The manuscript sources just mentioned, produced in the final third of the seven-
teenth century, present a marked contrast to a triumphalist narrative printed in
Spain almost eight decades earlier. In 1609, the book Conquista de las Islas Malu-
cas by Bartolomé Leonardo de Argensola (1562—1632) was published in Madrid."*!
Leonardo de Argensola had been invited to write it following news of the 1606
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conquest of Ternate by Spanish forces led by Pedro de Acuiia.'* This author,
however, did not travel to Asia. As John Villiers has pointed out, “Although he
had already established a certain reputation as a historian by that date, he had
no special knowledge or first-hand experience of the region, or of recent events
that had taken place in it”'** A royally appointed historian, Leonardo de Argen-
sola had access to many manuscript sources sent or carried to Spain and Portugal
by eyewitnesses in Maluku, as well as published accounts of voyages and a range
of correspondence. Carmen Nocentelli describes his work as “a synthesis of total-
izing ambitions—a veritable summa of geographic, historical, and ethnographic
information drawn from a vast array of sources including Barros’s Décadas da
Asia, Maffei’s Historiarum Indicarum, and Linschoten’s Itinerario”'** Around
a century later, French (1706), English (1708), and German (1710) translations
were published.'*

In early modern Europe, the Conquista thus appeared to have functioned
as a far-reaching and long-lasting piece of historiography on Maluku. Nocen-
telli further asserts that “thanks to this wide circulation, Argensola’s Conquista
actively participated in, and contributed to, a transnational discourse that shaped
Europe’s view of Asia throughout the seventeenth century and beyond”'* The
popularity of this account possibly inspired a number of theater pieces, includ-
ing the Spanish play Conquista de las Malucas (Conquest of the Moluccas) by
Melchor Fernandez de Ledn (dates unknown), published in Madrid in 1679.
This work, which includes numerous musical moments (with flautas [recorders]
and panderos [frame drums or tambourines], and especially caxas [drums] and
clarines [trumpets]), remained sufficiently popular to be republished in 1762, in
Valencia, as Comedia famosa: La conquista de las Malucas (Famous comedy: The
conquest of the Moluccas).'®

Leonardo de Argensola’s text, despite its secondhand nature, provides some
intriguing data regarding sound-art practices of Maluku and descriptions of music
in interactions between the Moluccans, the Spanish, and the Dutch. His book is
historiographically valuable for the study of reception, in terms of demonstrating
what kinds of information and discourse about Moluccan cultural practices were
available to readers in early modern Europe. It is worth briefly surveying some
examples here (and to retain an early modern flavor, I quote from the 1708 English
translation). A remarkable level of detail emerges in the descriptions made at a
far geographical remove, based on the primary sources available to the author,
and reinterpreted by him. For example, Leonardo de Argensola writes: “Instead
of a Bell, there hangs up the holy great flat Drum, which they beat with Sticks; tho
each Mosque has a great Bell, without a Clapper, which they strike with a Stone, or
piece of Iron, when requisite.”*?* At the return of the Sultan of Ternate following his
victories in Tidore, the text states, “At his Arrival, he was received with Trumpets,
Kettle-Drums, and Basons [gongs] they beat on, and with Songs they make for
such like Occasions”'*
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Of particular note was music in maritime contexts, especially the ensembles
that travelled aboard the watercraft of Maluku. Leonardo de Argensola describes
them as follows:

In the Philippine Islands they give the Name of Carcoas to a sort of Vessels that use
Oars, open, and bigger than our Barks, and are Steerd by two Rudders, the one
ahead, and the other astern. The Ternates calld them [the boats] Janguas, which differ
from the Carcoas only in having two Half-Moons of Wood, Painted, or Guilt, rising
above the Keel at the Head and Poop. About 100 Men Row in each of them, to the
sound of a Tabor, and a Bell."*!

He earlier describes this kind of music as “barbarous.”’*? Later in the narrative, he
mentions similar craft at Ambon and Dutch reactions to Ambonese singing:

The Admiral of Amboyna came with three of these Vessels full of armd Men, to
see the Dutch, with a Noise of Kittle-Drums [sic], and Brass Basons hanging on
the Musitian’s Left-Shoulder, and striking them with the Right-Hand, as they do the
Tabors in Spain. They sang their set Airs [sus canciones acordadas], understood by
none but the Native Amboyneses, tho' attentively listend to by the Dutch, for their
Strangeness. The Slaves also sang to the Noise of their Oars.*?

Here the 1708 English translation gives the description “Musick” in the margin,
although that keyword does not appear in the Spanish original. Clearly the early
eighteenth-century translator or publisher thought it a passage worthy to point out
to the reader with this keyword.

Later in the narrative, the author mentions a musical incident following the
marriage of the Sultan of Tidore to a princess of Bacan: “When they were at Sea,
they heard the new marryed Kings Bagpipes, Basons, Trumpets, and Kettle-
Drums”"** Here “bagpipes” (gaytas) perhaps referred to serunais, given that both
were reed instruments, with a Spanish eyewitness originally using a familiar term
to describe what he heard. On another occasion, the description of the music in
the sultan of Ternate’s retinue is “the Noise of his Brass Basons, Flat Tabors, Guns,
Shouts, and Persian Songs” (no explanation is given for the last category).'”
Shortly after, following a show of military strength to the Dutch (which included
the firing of guns and “clattering of Bells [gongs]”), “they sang Verses, as they
do to denote Peace, in the Malay Tongue, so they call the Language of Malaca,
whence it was conveyd to the Moluccos”"*® Citing a Dutch author (possibly Jan
Huyghen van Linschoten or a writer associated with the voyage of Jacob Cornelis
van Neck and Wybrand van Warwijck), he also describes prayers in the mosque
at Banda, even giving a romanized Arabic text and its translation."” While it is
clear that this is a synthesis of ethnographic material drawn from a number of
sources, further intertextual analysis of the book of Leonardo de Argensola may
reveal additional points of detail about intercultural observations in this period.
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It may also indicate more about the ways that data emanating from eyewitnesses
were reformulated, edited, and represented in travel literature and chronicles
about Maluku.

CONCLUSION

Writing in 2014, Rein Spoorman noted that “despite the Moluccan archipel-
ago being renowned for its musical richness, to date little substantial research
has been carried out on its music in context” and cited Kartomi’s 1994 article
for this observation.”” While his mention of scholarly lacunae specifically
concerns “music in context,” a similar statement could be made about studies
of archival sources for the historiography of musics in early modern Maluku,
as well as that of adjacent regions. The three types of Iberian sources examined
in this chapter not only demonstrate the complexity of intercultural encounters
and engagements in sixteenth- and seventeenth-century Maluku but also make
clear the challenges that musicologists and historians face in interpreting them.
Musical practices and the performing arts in general were undergoing rapid
change as multiple cultures converged in this part of the archipelago. This was
especially the case for the forms of sonic expressions associated with religious
devotion and observance, and with ceremonies linked to politics and social sta-
tus. Further research could shed more light on the story of multiple individuals
and communities who moved from Maluku to other parts of Southeast Asia (and
even South Asia) in this period, including the town of Ternate in Luzon, the
Philippines. The Iberian sources outlined here potentially offer new perspec-
tives and data for ongoing critical interpretation of diverse musical pasts in early
modern Maluku.
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