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Abstract 

 The embodiment of culture in the society makes every aspect of the society is 

formed by the cultures that exist in that place (Demartoto 1). Culture itself is defined as a 

whole complex of knowledge, belief, art, morals, laws, customs, and other capabilities and 

habits which are acquired by human as the member of the society (qtd. in Tilaar 39). One 

aspect of culture that is discussed in this study is reog. This comparative study is aimed to 

compare the similarities and differences between reog Ponorogo and reog in Jetak Village 

and see how those cultural comparisons may influence the creation of a culturally 

responsive material. The study finds that as a result of acculturation and enculturation 

processes, reog in Jetak Village is different from reog Ponorogo, mainly from their central 

themes that influences the differences among most of the reog attributes of the two 

versions. Therefore, in order to create a culturally responsive material that can aid students‟ 

learning, teachers should be aware of the differences and provide hints and cues related to 

the culture to facilitate their students. 
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1. Introduction 

1.1. Background of Study 

Culture is always embodied in the society (Demartoto 1). In other words, every 

aspect in the society is formed by the culture that exists in that place. The word culture 
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itself is defined differently by many experts. According to Koentjaraningrat (210) culture is 

the whole system of ideas, actions, and creations of human society that is learned by the 

people in the society so that it will be acquired as theirs. In addition, Yaqin (6) states that 

culture is something which is both general and specific. Furthermore, culture is a whole 

complex of knowledge, belief, art, morals, laws, customs, and other capabilities and habits 

which are acquired by humans as the member of the society (qtd. in Tilaar 39). According 

to Tilaar (41), culture is a human process which means in the cultural life there are 

changes, development, and motivation. Thus, culture can be seen as the most important 

aspect in the social life. Tseng in Klickaya (Iteslj.org) suggested that culture effects 

changes in individual perception and is vital for expanding an individual‟s perspective of 

the world. One example of a culture heritage in Indonesia that will be discussed further in 

this study is reog.  

Originally reog comes from Ponorogo, a town in East Java, not from other 

places. The former Ponorogo Regent, Drs. Markoem Singodimejo, M.M,  issued a decree 

that “Reog” became the motto of Ponorogo (Zamzam, Et al. 7). Further, Zamzam says that 

since then, people‟s recognition toward reog is raising.  It was proven by the establishment 

of Reog Ponorogo Foundation. However, reog is then spreading so rapidly, for instance it 

was taught in many schools, also modified as gymnastic movements, and cultivated in 

other places outside Ponorogo (Zamzam 15-17). It happens due to the migration of 

Ponorogo residents to different places in Indonesia and also outside Indonesia, for example 

Malaysia (Effendy 208). As it travels, reog Ponorogo‟s features or attributes as well as the 
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way it performs are subjected to some additions or omission of the culture during the 

journey of this cultural heritage (Pristianto, detiknews.com).  

One of reog spreading areas is Jetak Village, which is located in the boarder of 

Semarang Regency. However, it is closer to Salatiga than its own business district that 

makes most of its people work in Salatiga as labors, shop attendances, or maids. The area 

is not densely populated, that only serves about 200 families. Most of the residents are 

Javanese who are either Moslem, Christian, or Buddhist. The area and its people do not 

have any direct relationship with Ponorogo, except the fact that in 90‟s the residents in 

Jetak Village chose to practice reog and made a reog group called “Turonggo Margo 

Utomo”. The reog group‟s trainer who is also the senior in the community, Mr. Bero, 

claims that they practice reog due to their love to gamelan instruments that they have been 

playing for generations, which also become the main instruments of reog performance. 

Moreover, having short of a mass performance like reog is said to be an effective way to 

unite and strengthen the relationship between the three major religions that exist in that 

place. 

 It is considered important to discuss about the comparison between original 

reog from Ponorogo and reog from its spreading area (Jetak Village), because as members 

of English Department students who will become future educators, we are committed to 

ensuring that all students that we teach can learn and achieve to the best of their ability 

without any misunderstanding about the role of culture in behavior, communication, and 

learning (Zion & Kozleski 4). They further explain that awareness and understanding of 

the role of culture in the classroom, and the different values and behaviors that may 
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accompany culture can remove unintentional barriers to a child‟s success. This idea then 

leads to the making of culturally responsive instruction in which the teaching and learning 

process, including the material, is made in coherent with students‟ cultural backgrounds 

and experiences (qtd. in Schmidt 1). It is hoped that this study will give contribution in 

developing a culturally responsive material for English teaching in Indonesia. 

1.2. Statement of the Problem 

Both original reog from Ponorogo and reog from Jetak Village are chosen to be the 

objects of analysis. To capture the analysis into a good framework, the writer formulates 

this research questions: “How does original reog from Ponorogo differ from Jetak Village 

reog?” and “How do those cultural differences may influence the creation of a culturally 

responsive material?” 

1.3. Objective of the Study 

The aim of this study is to find out whether reog Ponorogo, as part of Indonesia‟s 

cultural heritage, shares similar basic structures and attributes after it traveled from its 

place of origin to Jetak Village that is located near Salatiga. As what is stated in the 

introduction about the importance of understanding culture, especially in the educational 

setting, the writer expects that the result of this study can be used as a useful source in the 

future, to teach English in Indonesia through culturally responsive teaching. The reason of 

the importance of studying this culture and its relevance to culturally responsive materials 

will be discussed latter in the next chapter of this study. 
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1.4. Research Methodology  

This study will be conducted by applying a comparative study. The main purpose 

of conducting a comparative study is to find similarities or differences between the objects 

that are compared (Mills, van de Bunt, & Bruijn 621). In its simplest form, Caramani (1) 

defines comparison as the combination of values (units of variation) of attributes 

(properties) shared by two or more objects or cases (units of observation). This research is 

also applying a multicultural perspective in which reog is one of the part of Indonesian 

cultural heritages, which spread in many areas in Indonesia, including in Ponorogo of East 

Java and Jetak Village of Central Java.  Therefore, in this study, the objects of the research 

are first is reog Ponorogo that is claimed to be the original reog, and second is reog of 

Jetak Village. The writer will then compare the values of attributes that both of the culture 

have or do not have. 

1.5. Data Gathering Method 

The procedures for data collection applied in this research are observation and 

interview. The observation is done during the regular practice that Jetak Village‟s reog 

group hold. In this observation, the writer will compare the practice and the list of original 

reog Ponorogo.  

A set of interview questions is used, by using a list of reog Ponorogo‟s attributes 

taken from three different sources, including Zamzam (“Reog Ponorogo, Dancing between 

Domination and Diversities/Reog Ponorogo, Menari di antara Dominasi dan 

Keragaman”), Sutarto (“Formula dan Ekspresi Formulaik: Aspek Kelisanan Mantra dalam 

Pertunjukan Reog/Formula and Formulaic Expression: Mantra Oral Aspect in Reog 
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Perfoemance”), and Saputra (“Reog and Ludruk: Two Surviving Cultural Heritages from 

East Java/Reog dan Ludruk: Dua Pusaka budaya dari Jawa Timur yang Masih Bertahan”) 

that are discussed later in theoretical framework. The interview is done to gain an in depth-

knowledge and understanding about both kinds of reogs and to complete the information 

gaps that cannot be obtained in the observation. 

1.6. Significance of the Study 

This study is important because culture forms the value of our life, so that the 

protection of our culture would indirectly help us to maintain our existence as a civilized 

being. In Satya Wacana Christian University, as members of Faculty of Language and 

Literature students, we are taught about the understanding of language and literature. Both 

language and literature are parts of our culture. Moreover, literature serves as a basis to 

understand a set of social activities that mostly can be learned and fostered as literary 

competences (Slibar et. al., Langua.eu). Thus, when we learn about the social context, 

history, language, and other cultural implementation (including reog), then it will bridge us 

in opening our horizons in understanding English language and literature in the context of 

our culture, which in this study is called as culturally responsive material. 

 In addition, English material which is culturally responsive will foster learner‟s 

motivation (Richard et. al. 4). Therefore, it is hoped that in the future, the result of this 

study can give some contribution to the formation of culturally responsive materials that is 

considered important in English teaching and learning, not only in Ponorogo or in Jetak 

Village, Salatiga, in which the reogs come from, but also to other spreading locations of 

reog in Indonesia. 
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2. Theoretical Framework 

2.1. Culture in Culturally Responsive Teching 

2.1.1. Culture 

Culture is considered as a powerful influence upon all people in all places 

(Goodman 1). By being of a given culture, it will enable us to be accepted among strangers 

or a stranger to be accepted in our own home. In education, understanding culture is critical 

for educators because our individual cultural orientation is present in every interaction 

(Zion & Kozleski 3). They define culture as the system of shared beliefs, values, customs, 

behaviors, and artifacts that the members of society use to interact with their world and 

with one another. 

In addition, Zion and Kozlenski (3) states that culture is not static; it is dynamic. 

Culture can shift as people find themselves to create the opportunity for changes in values, 

feelings, beliefs and behaviors. Individuals who “shift” cultures often find themselves 

adopting new customs while retaining elements of their previous cultural experiences. 

When we say that culture is a dynamic entity, we talk about acculturation and 

enculturation process. According to Koentjaraningrat (155), acculturation occur when 

people of a particular area that already have particular cultures are exposed to a new, 

foreign culture originating from outside their area in which they finally accept the new 

culture as theirs, without eliminating the cultures that they previously own. Moreover, 

Koentjaraningrat (145-147) adds that after the people accept the new culture, they will go 

on a further step of cultural internalization, in which they confirm and ensure themselves 

that the culture already become part of them. This process is called enculturation. When 
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people in the particular area have gone through acculturation and enculturation process, 

some adjustment, addition, or omission may occur that resulted in a new version of the 

culture. 

2.1.2. Culturally Responsive Teaching 

All people, including students in the classroom, participate in a variety of 

cultural setting (White, Zion, and Kozlesky 5). This cultural setting can be formed from 

membership in communities, groups, and families which can be a source of strength and 

promote a sense of belonging. However, the differences of cultural settings among students 

can also become a source of exclusivist if we are not aware of the impact that our various 

cultures and beliefs have in our action. Therefore, recognizing that everyone has unique 

tradition, values and beliefs that are important to them can help us to see how we are 

connected (White, Zion, and Kozlesky 3). Moreover, they also state that many educational 

experts observe that classrooms filled with teachers and students who openly share their 

lives, their cultural identities, and their life experiences build trust and foster stronger 

relationship. This condition will lead to student engagement and excitement about learning. 

To reach this condition requires an understanding of the factors that influence individual 

cultural identity. 

Other expert, Guthrie & Wigfield as well as Raphael as cited in Schmidt (1) say 

that it is called culturally responsive instruction, in which the teacher and the classroom 

instruction make connections with students‟ backgrounds, interests, and experiences to 

teach the standards-based curriculum. By using this method, learning becomes more 

meaningful and relevant as teachers draw upon students‟ prior knowledge. 



Phan 9 

 

 
Moreover, several scholars such as Schmidt (1), Gay (109), and Ladson-Bailings 

(312-320) agree that in a culturally responsive material, there is cultural sensitivity which 

reshape the curriculum so that students gain culturally valued knowledge. In addition, Gay 

(109-110) mentions that culturally responsive material prompts the use of cultural 

knowledge of diverse students to make learning more appropriate and effective for them 

because it teaches to and through the students‟ strengths.  

The subsequent paragraphs will be discussing about the importance of 

understanding culture to make a culturally responsive material. There are a number of 

instructional design experts who support the idea of making culturally responsive materials 

in English teaching and learning. 

First of all, we have to note Goodman‟s (1) statement that cultures have been able 

to form people into certain molds and certain ideals more effectively than any other 

material force. Therefore, applying culture as a tool in education is a powerful instrument 

to shape the students into certain objective that education itself wants to achieve. 

Moreover, one important quote of Goodman (1) says that culture plays a more important 

role even than formal education, because of both its effectiveness as well as its universal 

availability, to communicate ideas more effectively through the generation. As a result, 

viewed from the perspective of culture, putting cultural understanding in the educational 

material will become a useful idea to correspond ideas, beliefs, concepts, or objectives 

from the teachers as the facilitator of the teaching learning process to their students, so that 

the goals of the material can be achieved more effectively. 
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According to Gay (106-113), there are some benefits of this kind of teaching 

method. First, it teaches students to know and praise their own and others‟ cultural 

heritages. Second, it incorporates multicultural information, resources, and materials in all 

the subjects and skills routinely taught in the schools. So, it also gives contribution toward 

the students‟ knowledge of heritage culture in the nearest environment. Next, it builds the 

bridges of meaningfulness between prior knowledge with new knowledge, the known with 

the unknown, and abstractions with lived realities.  

Using culturally responsive teaching as teaching method will improve 

considerations to the classroom environment. Ladson-Billings (382) explains that 

culturally responsive teachers develop intellectual, social, emotional, and political learning 

by using cultural referents to impart knowledge, skills, and attitude. Hollins (13) adds that 

education designed specifically for students of color incorporates "culturally mediated 

cognition, culturally appropriate social situations for learning, and culturally valued 

knowledge in curriculum content. Another expert (Gay 106-110) also explains that 

culturally responsive teachers realize not only the importance of academic achievement, 

but also the maintaining of cultural identity and heritage. Those are evidences that show 

the importance of studying culture, to be further developed as a culturally responsive 

material that can make the students‟ learning more effective and easier. 

2.2. Reog Ponorogo as Indonesia’s Cultural Herritage 

2.2.1. The Attributes of Reog Ponorogo 

Initially, reog consists of Dhadhak Merak (a giant tiger head mask with a complete 

towering peacock feathers), Jathilan (female dancers portray hussar), Warok (male dancers 



Phan 11 

 

 
with a stocky body, black clothes, bushy mustache, and beard), Klono Sewandono (a male 

dancer with a red mask, pointed nose, thin mustache, and king crown), Bujangganong 

(Klono‟s advisor), Senggakan (reog supporters), and gamelan players (Zamzam 13-15). 

Further in his book, Zam-zam explained various attributes used in reog performance. 

Dhadhak merak should be played by a male with big muscles since it has very big size 240 

cm x 190 cm. Dhadhak merak has a giant mask with a tiger head and a silver peacock with 

a furry tail on top. Then, jathilan should be played by woman who acts as a horse soldier. 

Next, warok should be played by a giant man with a black suit, full of mustache and 

sideburns. Not only that, Prabu Klono should be played by a man since he is a king who 

use a red mask, pointed nose, thin mustache, who is always companied by his vice regent 

(Bujangganong) who wears red mask with a big nose, bulging eyes, wide mouth, and spiky 

hair. Gamelan players are people who play music instruments while the show is playing.  

The dancing movement of reog is that there is a dexterity attraction from 

Bujangganong, and there is a flirty attraction from jathilan. This kind of attractions make 

the audiences cheer. Reog has two performances; they are festival reog (such as full moon 

night reog) and thanksgiving reog (Zamzam 107). The full moon night reog is the night 

that has been agreed to have a reog performance from different villages (Zamzam 96). 

Then, the thaksgiving reog is a performance which is performed during certain special 

events such as birthday party, wedding party, or other special events (Zamzam 107).  

Outside those attributes Zamzam (18, 33-38) mentions that rituals become another 

important aspect in reog Ponorogo performance. The pawang as well as the reog players 

always visit the sacred cemeteries of the ancient/former villagers to seek blessing from the 
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ancestors‟ spirits (dhanyang). Not only visiting the graveyard, they also visit other sacred 

places such as sacred trees. In this procession of visiting sacred place, they always bring 

offerings (sesajen) to be dedicated to the ancestors‟ spirits (dhanyang). The offerings are 

symbols to show their respect to the ancestors. 

2.2.2. The Steps of Performing Reog Ponorogo 

2.2.2.1. Mantra. 

Before Reog Ponorogo performance takes place, the players recite several kinds of 

mantra with each of its usefulness (Saputra 163). There are at least five different kinds of 

mantra in reog Ponorogo performance (Saputra, 162). First, is mantra prosesi drojogan (a 

welcoming procession mantra), which is recited before the performance in order to make 

the whole performance run smoothly. Second is mantra keteguhan badan (a physical 

invulnerability mantra), which is recited to make some reog players able to perform some 

actions involving the use of weapons and other things that can harm their bodies. Third is 

mantra tahan racun (an anti-poison mantra), which is recited to make some reog players 

able to perform some action involving the consumption of poisonous materials. Fourth is 

mantra cokotan (a biting mantra), which is recited to make some reog players able to bite 

hard or hot materials. And the fifth is mantra pangracutan (a healing mantra), which is 

recited in order to ask for the safety of all the reog players. In this mantra recital 

procession, all the process is led by a pawang (a reog healer). 

2.2.2.2. The Performance. 

Basically, Reog Ponorogo performance is done in a form of a parade, by following 

this rundown (Sutarto, 4). First, there are three or four males dressed up in Ponorogo 
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traditional costume, who have function to open the performance. They are often called as a 

group of guards; 2) then, they are followed by a group of reog healers, which consists of 

three or four people, depends on the number of the guards. They are responsible to 

maintain the formation of the reog performance; 3) after that, all the main reog players 

perform (Dhadak Merak, Warok, Jathilan, etc); 4) next, is a group of gamelan players who 

play the instruments from the beginning until the end of the performance; and 5) the last is 

a group of adherents or followers. 

Sutarto (5) adds that the gamelan instruments that are used include angklung, 

traditional percussions called ketipung, traditional drums called gendang, gamelan’s 

hanging gongs called kempul, gamelan‟s smaller gongs called kethuk kenong, and trumpet. 

He says that reog Ponorogo performances cannot be accompanied by other gamelan 

instruments for its rhythm which is powerful and full spirited as if they are in a simmering 

battle. It is believed that this kind of music is the source of positive energy for the reog 

players, especially for those who plays dhadhak merak, which is so heavy. 

Another important thing is that the role of the reog healers (pawang) that is so 

crucial for the whole performance of reog itself. They are responsible to the successfulness 

of the performance, from the mantra reciting activities prior to the performance, 

maintaining the formation and the flow of the performance during the show, until healing 

the reog players and returning them to their normal condition after the performance 

(Saputra 161-165). 

The last attribute of reog that will be discussed is the story that flows during the 

performance. According to Sutarto (3), every culture has a history and background stories 
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in its development. For reog Ponorogo itself, there are two versions of stories that is 

presented during the performance (Sutarto 3). The first vesion tells about the legend of 

Kahuripan Palace of Kediri between 1019 until 1049. At that time Ponorogo was called 

Wengker, which was part of Kahuripan Palace, and was led by Klana Sewandana. Klana 

Sewandana and his general Pujangga Anom went to Kediri Palace to propose the princess 

of Kahuripan Palace. In their journey to the palace, they met a tiger and a peacock, which 

later transformed into dhadak merak (a combination of a tiger head with giant peacock 

crown). Kelana Sadewa and Pujangga Anom were able to beat dhadak merak. They finally 

reached the palace and met the princess, but they refused to get married since they wanted 

to dedicate their life to serve the God and the people. 

The second version tells about the legend of Demang Ki Ageng Kutu Surya 

Ngalam, a moslem religious leader who actively criticized Majapahit King named 

Brawijaya V who was controlled by his wife, the queen of Majapahit, in leading his 

kingdom. The king was represented as the tiger, and the queen was represented by the 

peacock. It is now known as dhadak merak which resembles a giant head of a tiger with 

huge peacock tail on the top of it. Thus, in every performance, reog group in Ponorogo 

always follow one of the two versions of the stories that is represented in the dances and 

movement of the reog players. 

The explanation about reog Ponorogo, the attributes and the performances, above 

are used as the foundation to compare the original reog Ponorogo with the emerging reog 

in Jetak Village, near Salatiga.  
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3. Discussion 

The result of this study is based on a comparison of reog‟s checklist table 

(presented in Table 1) adopted from Zamzam (“Reog Ponorogo, Dancing between 

Domination and Diversities/Reog Ponorogo, Menari di antara Dominasi dan 

Keragaman”), Sutarto (“Formula dan Ekspresi Formulaik: Aspek Kelisanan Mantra dalam 

Pertunjukan Reog/Formula and Formulaic Expression: Mantra Oral Aspect in Reog 

Perfoemance”), and Saputra (“Reog and Ludruk: Two Surviving Cultural Heritages from 

East Java/Reog dan Ludruk: Dua Pusaka budaya dari Jawa Timur yang Masih Bertahan”) 

and an in-depth interview with the leader of reog in Jetak Village to obtain a more detail 

information about reog in Jetak Village. From both the checklist table and the interview, 

we are able to observe the similarities and differences of reog attributes present in reog 

Ponorogo and reog in Jetak Village.  

Table 1. A Checklist Table Comparing Reog from Jetak Village (Turonggo Margo 

Utomo) and Reog Ponorogo 

Attributes 

Reog Ponorogo 

(The Original 

Version of Reog) 

Reog Turonggo 

Margo Utomo 

(Jetak Village) 

1. Spells/mantra recital 

a. Mantra prosesi drojogan (the opening 

mantra) 

b. Mantra keteguhan badan (a physical 

invulnerability mantra) 

c. Mantra tahan racun (an anti-poison 

mantra 

d. Mantra cokotan (a biting mantra) 

√ 

√ 

 

√ 

 

√ 

 

√ 

√ 

Specific details are 

not mentioned 

Specific details are 

not mentioned 

Specific details are 

not mentioned 

Specific details are 
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e. Mantra pangracutan (a healing mantra),   

√ 

 

not mentioned 

Specific details are 

not mentioned 

2. Dhadak Merak √  X 

3. Jathilan √ √ 

4. Warok √ √ 

5. Klono Sewandono √ X 

6. Bujangganong √ X  

7. Senggakan (reog supporters) √ √ 

8. Gamelan Players √ √ 

9. Gamelan Instruments :  

a. Angklung  

b. Ketipung  

c. Gendang  

d. Kempul  

e. Kethuk Kenong 

f. Gong  

g. Trumpet 

h. Additional instruments  

  

 

√ 

√ 

√ 

√ 

√ 

√ 

√ 

X 

 

X 

√ 

√ 

√ 

√ 

√ 

X 

√ 

10. The performance is done in a form of a 

parade.  

√ (almost always) 

 

√ (depends on the 

events) 

11. There are two kinds of performance :  

a. Full moon performance  

b. Thanksgiving performance  

c. Other performance 

 

 

√ 

√ 

X 

 

 

X 

√ 

√ 

12. Reog healers √ √ 

13. Ritual visiting cemetry & certain areas. √ √ 
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14. Offerings √ √ 

15. Follow certain version of a story/legend: 

a. First version of the legend of Klono 

Sewandana and Bujangganong journey 

to Kahuripan Palace 

b. Second version of the legend of 

Demang Ki Ageng Kutu Surya Ngalam 

√ 

 

 

 

√ 

X 

 

 

 

X 

 

According to the checklist table, both reog Ponorogo and reog Turonggo Margo 

Utomo (from Jetak Village) have a spell/mantra recital attribute. Based on the explanation 

of the reog leader, Bapak Ruslan, spell/mantra recital is a mantra spoken by pawang (the 

reog healer), which is done in order to invite the supernatural powers/spirits to reside in the 

body of the reog players and in the equipments or instruments used in the performance so 

that the show will run smoothly. However, the procession of mantra recital cannot be seen 

during the observation or obtained during the interview session due to the existence and the 

rivalry between five different reog groups that reside in Jetak Village. They believe that 

every reog group is unique and sacred. Therefore, knowledge and understanding of the 

other reog groups, especially their mantras, are considered as potential ways to weaken the 

uniqueness and secrecy of the other groups. Envy can easily arise when the rivalry is 

getting intense. So, they keep their mantra recital procession as a secret so that other 

groups will not use the mantra to deteriorate the pawang’s (reog healer) and players‟ 

ability to perform well since good performance is the only way to attract more audience in 

the reog performance.  
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However, the mantra recital can be found easily in literature books that discuss 

about reog Ponorogo. It is because as the origin of reog and the source of all kinds of 

reogs, reog Ponorogo is considered as the most superior reog group, so that they do not 

need to worry if other reog groups know about their mantra. 

Next, reog from Jetak Village does not have any dhadak merak attribute, which is 

considered as the most important element of Reog Ponorogo. One of the reasons of 

eliminating this attribute is due to the high price it costs, for about 25 millions rupiah. 

Moreover, because of the involvement of the spirits in the performance, they are not 

allowed to buy second-hands equipments to be used in the show. The reason is because the 

attributes, the equipments, the costumes, the gamelan instruments, the players, and 

everyone/everything else participate and used in the performance are dwelled by certain 

kinds of spirits. So, using a second hand equipment, attributes or costumes is not 

preferable, since the spirit that has already been inside those things from the previous reog 

group may contradict with the spirits that they use.  Furthermore, they claim that the image 

of the dhadak merak does not fit to their image. Their image is well known for their 

horses‟ attractions or the jathilan attractions, the warok attractions, and the combination of 

the traditional reog and modern music genre such as dangdut (Indonesian-Malayan music 

genre) and campursari (Javanese modern music genre) to attract more audiences.  

Yet, reog Ponorogo puts dhadak merak as their main identity. So, all reog groups in 

Ponorogo have this feature. Although the attribute is considered as the most expensive one, 

they will do their best effort to afford it, including buying the adornment by using a credit 

scheme. Moreover, some of the reog groups in Ponorogo also have the ability to make their 
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own dhadak merak from a real tiger head and many peacock feathers, so they can make 

one for their own group and receive order from other reog groups so that it will give them 

additional income. This is the ability that reog group in Jetak Village does not have. If they 

wish to have one, they have to order it from Ponorogo. However, like what has been stated 

previously, the image of dhadak merak does not fit with their image since the reog group 

in Jetak prefers jathilan in combination with modern music such as dangdut and 

campursari better than dhadak merak. 

The characters of Bujangganong and Klono Sewandono are also not shown in the 

reog performances in Jetak Village. It is because since the very beginning of this reog 

group, the instructors never allow the group to use them. The exact reason of eliminating 

these two attributes is not known by the members. However, the character of Jathilan and 

Warok are shown in this village as their main attractions. The difference is that in Reog 

Ponorogo, Jathilan movement looks like flirting Warok with their buttoms movements as if 

they are asked to be touched, while for reog in Jetak vllage, jathilan‟s dances do not 

contain any alluring movement, but it will never make the audience bored since they have 

12 different sets of dances. The various dances are so crucial for this reog group since they 

usually perform for a long period of time, from the day-time until midnight. Thus, they 

need a lot of dances to make audience stay. In this study, this becomes the main difference 

that is found between reog Ponorogo and reog in Jetak Village. If in Ponorogo, the reog 

performance is following one among two version of stories (see the previous chapter on 

page 11), reog  in Jetak Village does not contain any story. The main reason is they think 

that they purely consider this as an art so they do not need to follow the historical 
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background that implicitly contains in the two versions of the stories, although people in 

Jetak Village also fully aware that the art of reog that they perform is coming from 

Ponorogo. 

For reog in Jetak Village, the Warok players only focus on their physical and 

spiritual strength. They will only „fight‟ with their fist and spell to eliminate more 

vulnerable spirits in the search for the strongest one. Unlike reog in Ponorogo that perform 

attraction by eating glasses, burning coals, or living animal to draw the audience attention, 

Warok in Jetak Village does not include those actions although they claim that they could 

have done that. It is because they stick to the philosophy to make their reog more than just 

a show, but also a life guidance for the audience. That is why they call themselves as „clean 

reog‟ which mean that they have a strict regulation for not allowing any negative influence 

of alcohol, gambling, fighting, and other affairs including dirty and self-destructive actions 

as mentioned above happen among the reog members and in their  performances.   

Reog from Jetak Village has reog supporters or it is called as “wirosworo” but reog 

ponorogo calls the reog supporters as “senggakan”. Although having different names, both 

“wirosworo” and “senggakan” share the same functions and roles to call the audience and 

to shout some kind of reog rhythms „hae-hae-hae-haaaa!‟. They usually sit among the 

gamelan players and sometimes acts as „sinden‟ or Javanese song singers while the 

gamelan players play their instruments. 

In addition, both reogs have gamelan players. In Ponorogo, the main instruments 

used are trumpet, angklung, ketipung, gendang, kempul, kethuk kenong, and gong. 

However, reog in Jetak Village has gamelan, ketipung, gendang, kempul, kethuk kenong, 
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gong, drum, guitar, bass, and keyboard as their musical instruments. Reog in Jetak Village 

does not use the trumpet, which is considered as an important instrument for reog in 

Ponorogo. The inexistence of the trumpet is replaced by the keyboard, since it is easier to 

play and find the player. Angklung instrument is also eliminated from reog in Jetak Village 

since it is not a familiar instrument to play in the area so that no one has the skill to make 

and play it. The interesting part of this reog is that they must have a dangdut and 

campursari session at the end of the performance to attract more audience. They try to 

integrate traditional and modern cultures to get people‟s attention, especially the young 

generation. They claim that this method is proven to be useful to maintain the traditional 

culture in that village. 

The performance in Reog Ponorogo is usually performed in a form of a parade, 

while the performance in Reog from Jetak Village can be performed in a form of parade as 

well as on stage performance, depends on the events. As a legal reog group, which is 

certified by the Department of Tourism, they often asked to welcome important guest from 

the local, provincial, national, or even international level, in which they have to make a 

parade. They are also responsible to perform in annual reog festival hold by the local 

Department of Tourism of Semarang Regency (the last one was in Gedong Songo Temple). 

Moreover, when they perform in special events such as wedding parties, Indonesia 

Independence day, and government reforestation program, they have to do on-stage 

performances.  

Then, reog in Jetak Village does not have any full moon performance like what is 

practiced by reog Ponorogo. Yet, they have “Saparan performance” that is usually done in 
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Sapar month (Javanese lunar calendar). They also call this performance as “Mertidusun” 

which means a service to the Village. This is done to respect the earth that has brought 

them good and sustainable living through successful harvest times and overflow springs. 

This is logical since most of the villagers‟ occupation is farmers, so mertidusun 

performance is a kind of grateful expression that the villagers show.  Next, both reog in 

Jetak Village and reog Ponorogo have thanksgiving performances, usually in wedding 

parties, which is done upon the request of the people who have a celebration. 

Both reog in Jetak Village and reog Ponorogo have pawang or reog healers. Their 

main job is to recite mantras before the performance to ensure the success of the 

performance and to guard their own group from other spells/mantras. Then, reog pawang 

also has a duty to cure or to wake the trance players so that they gain their consciousness 

back. In Jetak Village, the reog group only has one pawang, whereas in Ponorogo, the reog 

groups will have approximately three or four pawangs to guard their groups. 

In addition, both reogs have a ritual to visit sacred graves or cemeteries and certain 

other areas. Like reog in Ponorogo, the reog players of Jetak Village must come to the 

ancestral graves to pray and ask for blessings for their performances and the success of the 

reog group. Yet, reog from Jetak Village must also come to Mountain Lawu or to the 

village‟s main spring because they claim that those two places are sacred to them. Visiting 

Mountain Lawu is done once a year. They claim that they have to maintain their 

relationship with God, but unlike the ordinary people who do that through religious rituals, 

such as going to mosque, church, or temple, they insert cultural and mystical aspects by 

visiting a particular place which enable them to communicate better to their God. 
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Moreover, they also visit the ancient graveyard and the village‟s main spring once a year. 

Besides looking for their ancestors‟ blessings, they do it as a gratitude expression that the 

ancestors had built their village so that they can live comfortably in this present time. Not 

only that, they also want to show their grateful feeling for the earth and the water that give 

them sustainable living. Since the villagers are multi-religions (Islam, Buddha, and 

Christian) these rituals are then combined with their own religious rituals. Offerings cannot 

be separated from those rituals, just like what happen in Ponorogo.  

Last, if reog in Ponorogo always follows one version of particular stories, for 

examples a legend of Klono Sewandana and Bujangganong journey to Kahuripan Palace or 

a legend of Demang Ki Ageng Kutu Surya Ngalam, in every performance they make, reog 

in Jetak Village does not follow any version. Since they only have warok and jathilan in 

their performance, they only focus on the dances performed by jathilans player. Therefore, 

to keep the audience stay, they created 12 sets of different dances so that the audience will 

not get bored.  However, these dances are merely attractions without any story inside of it. 

Additionally, they have 16 warok to play in their performance. These warok will show 

their physical and supernatural abilities, which is called as ilmu kanuragan, to perform 

fighting scenes. They will fight with their fist, without using any arms.  

This study also finds that reog in Jetak Village has a very close relationship with 

reog Ponorogo. The reog leader claims that all reogs that exist in Indonesia, as well as 

outside Indonesia (such as Malaysia) rooted from Ponorogo. They have „the same‟ guru, so 

they have to respect reog Ponorogo, especially the one that is considered the oldest group 

in Ponorogo since they are the creators and the preserver of reog culture itself. Every time 
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reog group in Jetak Village has an unsolved problems related to the performance, for 

example when the spirits that dwell inside the body of the players refuse to leave after the 

performance, they always seek for help from Ponorogo. Interestingly, they only invite the 

spirits which they claim come from Ponorogo, without actually invite someone from 

Ponorogo. It proves to be successful to solve all their problems. This is how they maintain 

the relationship with the culture creators. 

One distinctive feature of reog in Jetak Village that is obtained during the 

observation and the interview in comparison to reog Ponorogo is the philosophy they hold 

to be more than just entertainment for the audience, but serve a noble function as a life 

guidance for them. It is shown by their strict regulation of not allowing their members to 

deal with alcohols, prostitution, and other negative things as well as all rituals that they 

perform which shows their great respect toward their God, their environment, and their 

ancestors. They claim that they keep their commitment to preserve this culture in their area 

since it has become their identity which unites the differences, especially religion 

differences, among them. 

One important thing that should be noted in this study is that reog in Jetak Village 

will never exist if reog Ponorogo does not exist. It means that like other cultures that are 

resulted from enculturation processes, reog in Jetak Village is highly influenced by its 

place of origin, Ponorogo. No matter how big are the changes or adaptation that people in 

Jetak Village make regarding to this reog culture, it is still rooted from the original version 

of the reog itself. The evidence is that reog in Jetak Village still hold some basic principle 
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of reog Ponorogo, and that the reog group in Jetak still values reog Ponorogo as the guru 

of their reog culture. 

After understanding the similarities, differences, and connections between reog in 

Jetak Village and reog Ponorogo, we will see how those two kinds of reogs may give 

contribution to the making of culturally responsive materials. We have discussed earlier 

that reog is one of the most spreading culture in Indonesia that can be found in many areas 

of Java, Sumatra, and Kalimantan islands. Therefore, we should recognize that 

acculturation and enculturation processes may appear as a result of cultural assimilation of 

reog in their respective areas, which is highly influenced by the condition of the local 

cultures and values. This becomes one important finding in this research that can affect 

teaching and learning processes in many different places. This principle can be 

accommodated into a good material that incorporates students‟ culture and give them better 

understanding about the material, which become the essence of culturally responsive 

teaching.  

What works with reog in this case may be applicable with the other cultures. 

Therefore, a culturally responsive teaching can also be used in other cultural settings by 

considering the same principles as stated in the previous paragraph. Ideally, this kind of 

material includes a (or some) local culture that the students have in their respective areas. 

In addition, English language teachers should also be aware about this phenomenon in 

order to present the right materials for the feasibility of their students‟ learning process.  

From the illustration presented above, English teachers in Salatiga who want to 

apply culturally responsive teaching should find out what cultures emerge around their 
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students, and then choose which will be incorporated into the material to be given to the 

students (for example reog). When reog is presented in the material, most terms, 

vocabularies, phrases, attributes, and arrangements related to reog will be understood 

easily by the students. Then, if there are students from outside Salatiga, it will better for the 

teachers to provide some lists of vocabularies that contain cultural information in the 

material because those students may find difficulties in understanding the culturally 

responsive materials.  

 

4. Conclussion And Suggestion 

From the discussion presented in the previous heading, we notice that comparing 

the original version of a culture with its new version resulted from acculturation and 

enculturation process can be seen as a method to create a culturally responsive material. In 

this section of discussion, the writer will conclude the main findings related to the 

differences between reog Ponorogo and reog in Jetak Village and also their implication to 

create culturally responsive materials. 

 From the findings of similarities and differences between the two kinds of reogs 

presented in the previous chapter, the main conclusion that can be drawn is both reogs 

have different central themes. On the one hand, reog Ponorogo tends to follow one among 

two storylines that is believed for generations as the history of reog itself. On the other 

hand, reog in Jetak Village only focuses on jathilan and warok dances and performances 

that do not follow any storyline. This main difference influences other attributes that both 

reogs have, such as the inexistence of Dhadhak Merak, Klono Sewandono, and 
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Bujangganong in Jetak‟s version which is replaced by 12 variances of Jathilan dances, the 

omission of full-moon-night performance in Jetak Village which is substituted by Saparan 

and Mertidusun performances, as well as the addition of modern musical instruments and 

genres in Jetak‟s version. 

 Proceeding to the implication of this study toward the creation of culturally 

responsive materials, the writer concludes the following things. To begin with, teachers 

should be aware of students‟ culture if they wish to make use of culturally responsive 

teaching method. However, that would not be sufficient especially when the students‟ 

culture is resulted from acculturation and enculturation processes. Therefore, teachers 

should also consider about the origin of the culture as well as the new emergence culture in 

the particular area. One method to accomplish this is by doing a comparison study between 

the similar yet different cultures. Lastly, to anticipate the fact that some students may come 

from different cultural backgrounds, teachers should also recognize the difficulties that 

their students may face in learning the culturally responsive materials and provide 

solutions to minimize their difficulties. Giving an example is to provide clues such as 

vocabularies hints related to some special terms related to the cultures. 

However, the scope of this study is limited to reog in Jetak Village. Therefore, the 

writer suggests that similar comparison study which applies multicultural perspective can 

be made in other spreading areas of reog to find its basic intrinsic attributes and the 

distinctive features of reog. Also, other cultural aspects can be used to widen the spectrum 

of culturally responsive material, such as traditional dances, traditional songs, local 

wisdoms, legends, myths, etc. So by changing the cultural aspects that are examined in the 
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future research will give extra contribution in the field of creating culturally responsive 

materials in English teaching and learning process, especially in multicultural setting like 

Indonesia. 
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