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Abstract

Idris Sardi is known as a music maestro in Indonesia. This study aims to reveal the influence of 
Idris Sardi on the development of music and its implications in music education. This study uses 
a qualitative method with a narrative approach. The data were collected through observation, 
in-depth interviews, and documentation. The research informants were carefully selected from 
the family, violin students, and colleagues of Idris Sardi in Jakarta and Bogor, West Java. The 
data were analyzed by organizing data and creating codes, describing codes in chronological 
categories and themes, developing interpretations, and visualizing data. The results showed that 
Idris Sardi was influential in developing (1) keroncong music by varying the tempo and expanding 
the repertoire; (2) the violin playing techniques included unique characters such as vibrato, 
glissando, and octave variations; (3) ethnic and popular music were made through orchestrations 
and collaboration with orchestral music. The implications in music vocational education were 
(1) problem-based learning by creating a new keroncong style to be accepted by society; (2) the 
improvement capability by exploring skills to play the violin; (3) life-based-learning by raising 
local and popular music to be qualified while enhancing the level of society’s music appreciation. 
In conclusion, Idris Sardi provided a strong influence on the music development in Indonesia, 
and the implication could be a new strategy to improve the quality of music education.

Keywords: Idris Sardi, music development, implication, vocational education 

How to Cite: Fu’adi, F., Sudira, P., & Astuti, K. S. (2021). Idris Sardi’s Influence on Musical Development and Education 
in Indonesia. Harmonia: Journal of Arts Research And Education, 21(2), 290-302

Harmonia: Journal of Arts Research and Education 21 (2) (2021), 290-302
Available online at http://journal.unnes.ac.id/nju/index.php/harmonia
DOI: http://dx.doi.org/10.15294/harmonia.v21i2.32243

buted to preserving the existence of their 
music. Research conducted by Yeo (2013) 
in Korea provided a complete description 
of the Korean violinist Min Kim, including 
his biography, teachings, and mainly his 
great influence and achievements in cham-
ber music. In her research, Yeo found that 
Min Kim had a great influence on the de-
velopment of Western music in Korea, par-
ticularly on violin and chamber music. No 
one doubted that Kim was one of the most 
prominent pioneers of chamber music in 
Korea,  and the Korean Chamber Orchest-

INTRODUCTION

Idris Sardi is a phenomenal musician 
in Indonesia. It is very interesting to study 
his existence, dedication, and reputation in 
the world of music. Research on musicians 
with a major influence and role in music 
development is very significant to conduct 
to achieve the main points in the develop-
ment of music education. 

The development of music in a 
country cannot be separated from the sig-
nificant role of musicians who have contri-
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ra allowed chamber music to take root in 
Korea. Yeo suggested the next generati-
on should continue to study and perform 
chamber music to develop the musical tra-
ditions in Korea.

Cuello (2018), in his research in the 
United States, described the teaching met-
hods, career advice, and main influences 
that established the professional course 
of the violinist Lynne Ramsey. Ramsey 
had taught countless violin students in the 
United States for more than thirty years 
while making his full-time career. Ramsey 
taught philosophy and teaching techni-
ques and gave advice on how to make a 
professional career for future violinists 
and violin teachers, including topics such 
as misconceptions about talent and career 
prospects.

The teaching career of African Ame-
rican classical violinist Clarence Cameron 
White was clearly described by Hill (2015) 
in her research. Discussion on the recital 
programs, reviews, pedagogical articles, 
and musical essays written by Hill showed 
an overview of Africa about the presence 
and involvement of Americans in classical 
violin performance and teaching. The cul-
tural and racial markers that were highly 
intertwined with many styles and genres 
of American music had also been applied 
to Western art music and classical violin, 
which warranted discussion of racial and 
cultural stereotypes in American society. 

Similar to studies in these countries, 
Indonesia also has a violinist who is high-
ly dedicated to his profession. The vio-
lin maestro is Idris Sardi. Idris Sardi was 
born in Jakarta, June 7, 1938, and died on 
April 28, 2014. His father, M. Sardi, was 
a violinist at the Yogyakarta Palace, a te-
nor saxophonist, and the illustrator of the 
first Indonesian film in 1937. His mother, 
Hadidjah was a film actress in 1936. She 
was the main actress in action-drama films 
such as Alang-alang, Harimau Berbisik, 
and Serigala Hitam. Idris Sardi’s grand-
mother, Mak Bibah, was also known as a 
film actress (Zon, 2013, p. 14). The portrait 
of the M. Sardi family can be seen in Figure 
1.

Figure 1. M Sardi’s family; Idris Sardi stands 
second to the right. (Source: Nur Risanti Sardi, 

2021)

Idris Sardi was a concertmaster at 
the Djakarta Studio Orchestra (OSD) un-
der the conductor Syaiful Bachri. Idris had 
been writing songs, making arrangements 
for records since 1963, and making over 
200 film illustrations and various albums. 
Idris Sardi had won various awards, such 
as ten Citra trophies as the best film music 
illustrator at the Indonesian Film Festival 
(FFI), Asian Film Festival (AFF), and many 
other charter awards (Zon, 2013).

His informal music education began 
when Idris Sardi was five, and He asked 
his father to buy him a violin. At that time, 
it was very difficult to get a small-size vio-
lin. M. Sardi then gave an example of ma-
king violin notes as a basic technique. At 
eight o’clock in the morning, Idris Sardi 
was always invited to see a musical perfor-
mance at the Radio of the Republic of Indo-
nesia (RRI), and in the afternoon, he wat-
ched M. Sardi teaching violin and piano. 
In the evening, Idris Sardi was invited to 
Lokasari (a gathering place for Dutch and 
Chinese people) to see musicians playing 
Latin and Jazz songs (Mulyadi, 1987). Id-
ris Sardi’s musical talent developed when 
identifying various musical instruments, 
various songs, and chord progressions. At 
the age of nine, He began to learn to play 
the adult-size violin, which he found diffi-
cult to play. His little fingers must be able 
to reach certain notes on the violin. Due to 
his strong passion, Idris Sardi tried hard to 
play it. His try to play the violin at the age 
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of nine can be seen in Figure 2.

Figure 2. Idris Sardi with a violin that was 
still too large for his age (Source: Nur Risanti 

Sardi, 2021)

Idris Sardi obtained formal music 
education when Nicolai Valvolomeyef, a 
Russian cellist who was a part of OSD, in-
vited him to study at SekolahMusik Indo-
nesia (SMIND) or The Indonesian School 
of Music in Yogyakarta. SMIND was the 
first formal music school established by 
the Indonesian government. Idris Sardi 
played classical records such as Humores-
que on the Radio of the Republic of Indo-
nesia every Sunday at 10 in the morning.

However, his period of studying 
classical music in Yogyakarta must end 
in 1953 as his father passed away, which 
prompted him to return to Jakarta (Hardja-
na, 1976). As the oldest son, Idris replaced 
his father’s role in the family. His music 
education becomes more vocational, which 
refers to an education process that directs 
students to work and meet their needs in 
life. From the music education he obtained 
in Jakarta and Yogyakarta, Idris Sardi used 
his competence in music to work as an or-
chestra musician. Idris Sardi’s musical 
competence developed while studying at 
Sekolah Musik Indonesia or the Indonesi-
an School of Music (present-day Vocatio-
nal High School SMKN 2 Kasihan Bantul) 
in Yogyakarta. As a vocational education 
institution, SMKN 2 Kasihan Bantul prio-
ritizes musical competency acquisition for 
the students so that they may apply their 
skills to work in music after graduation.

Vocational education can be defined 

as education that is oriented to occupati-
on or vocation with the main objective of 
developing the vocation of an individual 
so that they have the capacity or capability 
to do an assignment or a type of work in a 
certain position (Sudira, 2017, p. 7). Moreo-
ver, Rojewski (2009, p. 21) explains that an 
important part of vocational education is 
preparing a trained workforce with a high 
level of skill in delivering what is assigned 
by the employer.

The influence of Idris Sardi in the 
development of music may implicate vo-
cational education in the music discipline. 
His influence may improve the quality of 
vocational music education, which will 
help future graduates have a high level of 
capability and readiness to enter the work 
sector and even create jobs. The musical ca-
reer journey of Idris Sardi is similar to that 
of Ramsey. Ramsey is an example of a mu-
sician who proves that instead of merely 
relying on talent, hard work and determi-
nation are more crucial to generate positi-
ve results in achieving goals (Cuello, 2018, 
p. 76). Ramsey’s learning process was, in 
fact, full of challenges, and it was only due 
to her hard work that her success began 
to manifest (Cuello, 2018, p. 74). The role 
of musicians in the music development 
of their country can be seen in Min Kim’s 
work in Korea in promoting chamber mu-
sic. Kim and the Korean Chamber Orchest-
ra helps people adapt to the ensemble mu-
sic concept, which becomes why chamber 
music is rooted strongly in Korea today. 
It is the task of the younger generation to 
continue Min Kim’s musical philosophy, 
namely to improve the musical tradition 
of Korea (Yeo, 2013, p. 49). Similarly, Idris 
Sardi’s role in music development and its 
implications in Indonesia is highly promi-
nent. Therefore, studying his life and lega-
cies, especially from the vocational educa-
tion approach, is important to inspire and 
ensure a new generation of musicians with 
a high level of musical competence.

Competence in playing the violin 
may be obtained through quality musical 
education. In Indonesia, music educati-
on has yet to generate satisfactory results 
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despite constant government efforts over 
a period of time. Several aspects which af-
fect the development of music education 
in Indonesia are identified by Mack (2015, 
pp. 1–2). Firstly, the materials for the arts 
and music education must be based on the 
local cultural resources of the students, ac-
cording to the physiological development. 
Secondly, the role of teachers is correlated 
to the quality improvement of arts and 
music education. Therefore, teachers must 
be encouraged to have an open-minded 
attitude to all forms of artwork. Lastly, 
many curriculum revisions often fail to 
make changes as the teaching method has 
not been incorporated into the curriculum. 
These various issues certainly have an im-
pact on the quality of the output and out-
come of music education.  

Further issues in music education are 
observed in a study by Machfauzia, Sayu-
ti, & Djohan (2018), which found that stu-
dents’ interpretation skills are very limited 
because they are not taught the dimensi-
on of musical interpretation in the audio 
form. Music education which includes 
listening to musical works and pieces will 
allow both teachers and students to have 
a musical experience while simultaneous-
ly improving their higher-order thinking 
skills. According to Mack (2015, p. 7), the 
competence needed in the music discipline 
can be defined as the mental representa-
tion of music or sound. This mental rep-
resentation can be obtained through trai-
ning and audio experience. This becomes 
a challenge in the effort of regeneration of 
violinists with the competence and skills 
of Idris Sardi, the maestro. One of the ap-
proaches to this issue is by conducting an 
in-depth study on Idris Sardi’s violin lear-
ning process through vocational education 
methods. This study aims to examine the 
influence of Idris Sardi’s music on the de-
velopment of music in Indonesia, and its 
implications on vocational education.

METHOD

This study employed the qualitati-

ve approach with a narrative method. As 
a form of qualitative research, narratives 
usually focus on studying a figure by col-
lecting data through stories, reporting the 
individual experience, and discussing the 
meaning of said experience to the indivi-
dual (Creswell, 2012, p. 502).

The informants in this study were 
carefully selected based on their ability to 
provide detailed information and a true 
understanding of the figure of Idris Sardi. 
Reliable informants included close family 
members, students, and colleagues of Idris 
Sardi.

The research stage began with a pre-
liminary study of Idris Sardi and the de-
velopment of vocational music education 
in Indonesia, especially in violin learning, 
followed by data collection through obser-
vations, interviews with informants, and 
a study of archives and records from pub-
lished pieces in print, audio, and video on 
Idris Sardi. The authors also conducted an 
in-depth interview (one to two hours) with 
each informant and intensive communica-
tion via telephone, WhatsApp messaging 
service, WhatsApp video calls, and email 
correspondence.

Data analysis was carried out by pro-
cessing and preparing data for analysis by 
transcribing the interviews on the influence 
of Idris Sardi on the development of music, 
as well as scanning the materials, making 
field notes, and sorting the data based on 
the sources. Then, the data was read, and 
data reduction was made by selecting, fo-
cusing, simplifying, abstracting, and trans-
forming the data from the field notes or the 
transcripts (Miles & A. Huberman, 1994, p. 
10).  The next stage was coding and ma-
king categories as well as understanding 
the data by identifying the contexts of the 
materials, followed by presenting and vi-
sualizing the data by reconstructing the 
narrative and giving an in-depth meaning 
to the narrative  (Bogdan & Bilken, 2007;  
Creswell, J. W., & Poth, 2018).  Finally, 
data validity was done by triangulation 
of techniques, sources, and time, checking 
with the participants, and clarifying bias.
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RESULTS AND DISCUSSION 

Idris Sardi’s Influence on the Develop-
ment of Music in Indonesia 

Pioneering the New Style of Keroncong
In 1960, the keroncong music became 

less and less popular among the young ge-
neration who preferred fast-rhythmic and 
passionate music such as pop and rock 
(Zon, 2013). This, in turn, motivated Idris 
Sardi to do something with keroncong. Ke-
roncong is one of the original music genres 
developed in Indonesia that must be pre-
served. According to some scholars, it was 
initially a type of popular urban music in 
Indonesia brought by the Portuguese in 
the early 16th century. The music gained 
popularity across the nation both as a mu-
sic genre of its own and as the accompani-
ment music for theaters and films (Ganap, 
2019). In 1965, Idris Sardi, with Brigadier 
General R. Pirngadie, founded a group 
playing a new style of keroncong with a 
faster tempo and rhythm named Orkes 
Simfoni Keroncong Tetap Segar. The ke-
roncong orchestra with a singing group 
was a breakthrough against the conventio-
nal style music with new beat styles and 
a complete repertoire which did play not 
only original keroncong songs, but also 
regional, classical, and popular Western 
tunes (Zon, 2013; Fauziah & Rachman, 
2017; Rachman & Utomo, 2018). Harmu-
nah (1987) affirmed that it was Orkes Ke-
roncong Tetap Segar led by Brigadier R. 
Pirngadie who first brought the new wave 
of keroncong with a fast tempo. 

Idris Sardi’s ability to grasp the prob-
lem with Keroncong music at the time 
has prompted him to conduct a whole 
deconstruction on the music. He strategi-
cally avoided monotonous show concepts 
which may bore young audience. Funda-
mental modifications on the song tempo 
and extension of the musical repertoire 
make his Tetap Segar Keroncong Orchest-
ra gain the attention of the public.

Fresh innovations must be consis-
tently developed to maintain the existence 
of Keroncong. The next generation conti-

nues this premise in the form of a fusion 
Keroncong show named “Sing Penting 
Keroncong” (What Matters is Keroncong). 
The innovation can be seen in the repre-
sentative stage set design with spectacular 
decoration, lighting, and sound system in 
the show. The show has a variety of for-
mations, including Keroncong Jazz (Cong 
Jazz), Keroncong Rock (Cong Rock), and   
Keroncong Orchestra (Congchestra) with 
the addition of several instruments, such 
as a drum set, keyboards, percussions, a 
brass section (the trombone, trumpet, and 
saxophone), and a chamber string section 
(the violin, viola, cello, and contrabass). 
The performed songs range from original 
keroncong tunes to pop songs, dangdut, 
jazz, and rock songs (Rachman & Utomo, 
2017, p. 47)

Development of the Violin Techniques
In his instrumental music performan-

ces, Idris Sardi’s idealism is reflected in his 
violin techniques. The mastery of right- 
and left-hand techniques greatly supports 
him in playing the instrument beautifully. 
Idris often makes variations when play-
ing a song. These variations come from 
workshopping the song themes, fingering, 
switching octaves, playing with the vibra-
to, dynamic processing, glissando, etc. For 
the analysis of the study, the song “Bing” 
from the UntaianKidung Lestari album 
was chosen. The song was written by Ti-
tiek Puspa and dedicated to her best friend 
who had passed, another great Indonesian 
artist, Bing Slamet (Leksono, 2003).

Idris Sardi really understands the 
song he plays. This makes every song he 
plays very touching and feels alive. “Bing” 
begins with the introduction of four bars, 
followed by the main melody of the violin 
on the fourth bar. Idris has a good vibra-
to technique and the ability to use vibrato 
at the right time. Vibrato means to vibrate 
(Kodijat, 1989). In this paper, the “on” vib-
rato refers to the use of vibrato, and “off” 
vibrato is when the vibrato is not used. 
Idris Sardi’s use of vibrato appropriately 
addresses Galamian’s (Galamian, 1964, p. 
37) comments on how players must be able 
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to control the speed, width, and intensity 
with each type, whether doing slow or fast 
motion, stopping the vibrato when nee-
ded, making wide or narrow movements, 
or changing finger pressure on the strings. 
In the main song theme (first six notes) Id-
ris plays a dynamic piano (soft) with the 
vibrato on the off position, then on the se-
venth note (G1), he does a crescendo with 
vibrato. The next six notes start with the 
D1 note on the six bars played without vib-
rato (off), as seen in Figure 3.

Figure 3. The use of on-off vibrato (Source: 
Fu’adi, 2021)

One of the characteristics of Idris 
Sardi’s style in playing the violin is that he 
often uses the glissando technique. Glis-
sando is a technique of moving the finger 
from one note to the next simultaneously 
without moving the thumb, although then 
the thumb can follow the finger (Ricci, 
2007). Glissando is a technique of playing 
a tone by quickly launching a finger (Ko-
dijat, 1989). Playing glissando requires a 
certain speed and accuracy to convey the 
context of the song. According to Idris Sar-
di, it takes years of practice to master this 
technique. 

The use of the glissando technique 
is closely related to interpretation. Gala-
mian (Galamian, 1964) points out that an 
interpretation contains a strong subjective 
element, namely the player’s perception 
of the music’s sound. Subjective elements 
are influenced by taste, style, and fashion 
which differ from one individual to anot-
her, from one place to another, and from 
one period to another, in which interpre-
tations can be applied to the elements that 
can be modified. Further, Idris Sardi’s in-
terpretation is based on his feelings, which 

is channeled through his techniques, cha-
racter, and distinctive style.

In the song “Bing,” Idris Sardi uses 
the Glissando technique in several places. 
Glissando can be heard in the first six bars 
from D1 to Bes, a large distance, as shown 
in Figure 4. Idris Sardi creates variations of 
the melody that is played so that the me-
lody stays in context and does not become 
tedious.

Figure 4. Glissando from D1 to Bes (Source: 
Fu’adi, 2021) 

Another technique developed by Id-
ris Sardi in playing the violin is acciaccatu-
ra, which is played using one finger. This 
can be observed in the seventh bar of the 
third tap, where the note Cis in acciacatura 
is played with the same finger as the note 
D with the second finger. Acciacatura is 
a small note with a crossed line, which is 
read quickly, almost simultaneously with 
the main note (Kodijat, 1989). The acciacca-
tura technique with one finger can be seen 
in Figure 5.

Figure 5. The acciaccatura technique with one 
finger (Source: Fu’adi, 2021)

Idris Sardi’s ability to recognize the 
color of the violin sounds was impeccab-
le. Idris Sardi develops the different sound 
colors in each register/octave on the violin 
to make the song have livelier expressions. 
In part B, Idris Sardi uses the lower A to 
Bes register (bar 15). The selection of regis-
ters with a slightly darker tone of voice fits 
perfectly with the character of this melo-
dy. The melody expresses feelings of deep 
concern and sadness. Idris even uses the 
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same method (which he rarely does) in the 
repetition of part B. This is driven by the 
strong message conveyed by Idris Sardi 
through the melody, which can be seen in 
Figure 6. Different moods will arise when 
the melody of part B is played with one or 
two octaves higher.

Figure 6. The use of sound colors of the violin 
that fits the meaning of the song in part B 

(Source: Fu’adi, 2021)

In addition to using sound colors 
that match the meaning of the story in the 
song, Idris Sardi develops violin playing 
with brilliant octave shifts. Idris Sardi al-
ways makes variations in playing the vio-
lin, never doing the same thing for a mu-
sical theme. To avoid the monotony of the 
song’s main theme, on the four-bar beat 
20 Idris Sardi plays an octave higher than 
part A. Idris Sardi plays the melody in bar 
21 directly using vibrato, in contrast to the 
main theme in part A. Vibrato is combined 
with the glissando technique with one fin-
ger. In a more detailed observation, Idris 
Sardi plays four notes on the main melody 
(bar 21) with the technique of one-finger 
glissando, as seen in Figure 7. The mood 
becomes more dramatic when compared 
to the main theme in part A.

Figure 7. Four notes played with the one-fin-
ger glissando on bar 21 (Source: Fu’adi, 2021)

Auer (Arney, 2006; Auer, 1921) defi-

nes glissando as the connector between two no-
tes far from one another, whether sounded 
by the same or different strings. It is consi-
dered one of the greatest violin techniques, 
which provides animation and expression 
in a musical sentence. Auer further exp-
lains when the effect will be appropriate 
to use. The violinist may understand the 
proper way of using the effect by listening 
to the singers. The best positions to place 
portamento are occasionally between the 
lower notes and rarely between the higher 
notes. It is only appropriate that the less 
frequent these special effects (portamen-
to, glissando, or vibrato) are used, the more 
special the moments when they appear. 
Auer is sensitive about incorporating too 
many effects to the point that he will jud-
ge musicians who do so as average, re-
gardless of their mastery of other musical 
techniques or skills (Arney, 2006, p. 45).

The violin technique developed by 
Idris Sardi can be applied by violinists 
today when they play popular songs, ke-
roncong, jazz, and others. The use of “on 
and off” vibrato can be adjusted to each 
violinist’s interpretation and imagination. 
Nevertheless, certainly, not all parts in the 
song can incorporate vibrato. Often, the 
feel of the song will appear more without 
vibrato. This is what Idris Sardi did strate-
gically and cleverly in his violin playing. 
Violinists can play the melodies in diffe-
rent octaves to avoid a monotonous sound 
color. In addition, musicians today can 
further develop the violin playing techni-
que by exploring various sound colors in 
electric violins by using effect pedals. The 
combination of Idris Sardi’s technique and 
current technology may generate an opti-
mal violin performance in playing a musi-
cal repertoire.
Development of Ethnic and Popular Music 

The richness of arts and culture in 
Indonesia, especially regional and national 
music, has inspired Idris Sardi to deve-
lop them. Indonesian people have diverse 
levels of music appreciation. Idris Sardi 
seeks to increase public appreciation of 
regional and national music. Idris has de-
veloped regional and national music with 
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an orchestra formation since 1963 (Titiek, 
1983). Orchestra according to Spitzer in Sa-
die eds (Fu’adi, 2009; Spitzer, 2001) in an-
cient Greece and Rome refers to the bottom 
level of an open stage, which was where 
the musicians were placed to accompany 
singing and dancing performances. In the 
18the century, the term orchestra was ex-
tended into the performers themselves and 
to their identity as an ensemble.

The existence of local and national 
musical materials in Idris Sardi’s musical 
performances has allowed the public to 
be more familiar with the music of their 
own country and interested in instrumen-
tal music. Idris Sardi learned from the case 
of the national television station TVRI’s 
program in collaboration with NHK Ja-
pan, which presented special broadcasts of 
classical music. This program was not well 
received by the viewers. From this experi-
ence, Idris Sardi decided to make classical 
and instrumental music acceptable to the 
public. The trick is to make regional music 
performances without sacrificing the idea-
lism of the music. Idris Sardi designed a 
collaboration between regional music and 
diatonic music in an orchestra format. In 
1987 at the opening ceremony of the Dutch 
heritage Showberg building (now the Ja-
karta Arts Building), Idris Sardi conducted 
a symphony orchestra with Betawi ethnic 
compositions, namely Cokek, Lenong, and 
Gambus (Kompas, 1989).

The efforts made by Idris Sardi to 
increase public appreciation toward Indo-
nesian folk music are in line with Chan’s 
(2019)creative movement and spectacu-
lar choreography with diverse musical 
sounds. Founded in 1997, Hands Percussi-
on has evolved from a Chinese drumming 
ensemble to a contemporary performing 
arts ensemble that embraces a myriad of 
local and global musical styles and mo-
vements. This article explores Hands 
Percussion’s identity from local to cosmo-
politan musicians, whose opportunities for 
musical alliances are enhanced through 
international connections and collabora-
tions. While Hands Percussion is exposed 
to diverse global musical styles, I argue 

that their choices for global musical allian-
ces are founded upon three shared philo-
sophies and artistic values including: (1 
statement on how musical alliances do not 
form overnight but develop when creating 
concert collaborations. Alliances are for-
med through transparency in communica-
tion, trust, and integrity between groups 
and are strengthened through persistence 
in the creation and collaboration process.

Idris Sardi’s attention to the develop-
ment of music in Indonesia is very inten-
se, especially for the future generation, as 
shown by his commitment to helping de-
velop children’s songs both in terms of set-
ting and recording. In 1962, Idris recorded 
a children’s song written by IbuSud with a 
chorus in an orchestra format. Idris Sardi 
also experimented with bringing together 
the spirits of various emerging musical 
genres. Idris Sardi pioneered the collabo-
ration of rock music and orchestra, which 
was a breakthrough in the development of 
Indonesian music.

Idris Sardi and his efforts to develop 
the original music of Indonesia have inspi-
red many Indonesian musicians today. 
Addie MS and the Twilite Orchestra are 
famous for their renditions of Indonesian 
regional songs. However, they are not the 
only ones. Other composers and arrangers 
have also incorporated regional music in 
their musical pieces.

The unique character of regional 
music in Indonesia is a blessing that must 
be appreciated by developing the music 
through various ways and media. The 
initial step that Idris Sardi took in promo-
ting regional music and musicians serves 
as a reference for musicians today in ma-
king music. Music production must have a 
good quality, and high appreciation must 
be given to musicians. This represents Id-
ris Sardi’s efforts in developing Indonesi-
an music. The younger generation must 
continue his legacies. Moreover, the music 
development in Indonesia cannot be sepa-
rated from other elements of culture. This 
is something that Idris Sardi is highly awa-
re of in his musical works. It is also in line 
with Min Kim’s belief on how music can-
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not develop on its own, as it grows along 
with other various aspects of culture, such 
as art, literature, architecture, etc. (Yeo, 
2013, p. 46). Idris Sardi’s musical perfor-
mance can be seen in Figure 8. 

Figure 8. Idris Sardi playing various popular 
music repertoires and traditional music

(Source: Nur Risanti Sardi, 2021)

Implications for Music Vocational Edu-
cation

Problem-based Learning 
Problem-based learning refers to 

learning in which a problem serves as a 
real context for learners to learn. Learners 
think critically, analyze, be creative, colla-
borate, and solve problems in the process 
of acquiring knowledge. One of the main 
characteristics of problem-based learning 
is student-centered. Students practice crea-
ting inventions, asking questions, articula-
ting, elaborating, considering, and making 
decisions (Sudira, 2017).

From the perspective of vocational 
education, the efforts made by Idris Sardi 
to promote keroncong to be accepted by the 
general public can be assumed as a form of 
the problem-based learning concept. Idris 
Sardi attempted to figure out the reason 
keroncong became less popular among the 
youth at the time. Once he analyzed the 
problem, steps were taken to address the 
issue, namely by making the tempo faster 
to attract energetic young people as the 
target listeners. The optimization of music 
repertoire with various genres of music, in-
cluding regional and international popular 
music, also aims to reach a wider audien-

ce. Therefore, both the older and younger 
generations can enjoy the songs performed 
by Orkes Keroncong Tetap Segar.

The steps taken by Idris Sardi address 
the concept of the PBL model, which 
emphasizes the problem-solving process 
rather than the results. Problem-solving 
consists of two sets of thinking processes, 
namely the process of understanding the 
problem and the process of solving prob-
lems (Sudira, 2020, p. 292). Idris Sardi’s ac-
tions are also in line with the problem-sol-
ving model by Bransford& Stein described 
by Jonassen (Jonassen, 2011, p. 3), namely 
(1) identifying potential problems, (2) de-
fining and representing the problem, (3) 
exploring possible strategies, (4) acting on 
those strategies, and (5) looking back and 
evaluating the effect of those activities.

Idris Sardi’s strategy was to attract 
the attention of the listeners by expan-
ding the materials, namely by strategically 
choosing Western pop songs and playing 
them in a keroncong rhythm. This proves 
to be a success as the audience gets excited 
for a not-so-typical keroncong show that 
still feels familiar to their liking. Moreover, 
the Indonesian people and the internatio-
nal audience also express their interest in 
the new music style. Figure 8 shows inter-
national artist Harry Belafonte inviting Or-
kes Keroncong Tetap Segar to perform in 
the United States. 

A parallel can be drawn between 
Idris Sardi and Min Kim with her Korean 
Chamber Orchestra, as it also attempts to 
present a variativ range of repertoires in 
each show (Yeo, 2013, p. 34). The extension 
of repertoires is one of the reasons why the 
audience’s interest in the show constantly 
increases each year, even gaining them a 
solid fanbase and supporters. Today, the 
Korean Chamber Orchestra has over 1,200 
regular audience members (Yeo, 2013, p. 
33). Kim’s strategy to increase the num-
ber of audience members and raise public 
awareness on the show includes the follo-
wing: (1) offering subscription of the show, 
(2) performing and promoting the show in 
other countries, and (3) releasing records 
(Ryu, 2005; Yeo, 2013). On a similar note, 
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Idris Sardi, with his Keroncong group, also 
released records and was invited to per-
form in many countries, including in the 
United States.

Figure 9. With Harry Belafonte in the United 
States, 1965. Idris Sardi is shown standing 

second to the left. (Source: Nur Risanti Sardi, 
2021)

Improvement Capability 
Idris Sardi’s ability to play the violin 

is achieved through a long learning pro-
cess and struggles. His consistently impro-
ved skills in various violin playing techni-
ques such as the on-off vibrato, one-finger 
glissando, and changing octaves have sha-
ped his distinct character. Moreover, mu-
sic learning in vocational education can be 
optimized by exploring all the potentials 
that students have so that they can develop 
a natural style of playing as well as their 
character.

Idris Sardi’s ability to play the vio-
lin is in line with what Bessant describes 
as the improvement capability perspecti-
ve, which refers to a broad organizational 
process of focused and continuous innova-
tion to maximize creative problem solving 
(Bessant & Caffyn, 1997; Bessant & Fran-
cis, 1999). The stages that Idris Sardi went 
through in developing and improving his 
violin skills included various violin lear-
ning methods obtained from his father, na-
mely M. Sardi, Nicolai Valvolomeyev, and 
other violin teachers. 

Life-based Learning
Idris Sardi’s awareness to increase 

public appreciation of instrumental music 
urged him to search for the right approa-
ch. He finally decided to reinvent regional 
music that is more familiar to the public by 
using the Western orchestra instruments 
as a form of collaboration. Indonesian re-
gional music is greatly diverse, and each 
has its uniqueness based on the region. Id-
ris recognized this as a strength and was 
inspired to reinvent, reintroduce, and pro-
mote regional music through diatonic mu-
sical instruments.

Idris Sardi’s work in music reflects 
the life-based learning model, which is 
aimed at developing competence in kno-
wledge, skills, abilities, and values. The 
model stresses the notion of personal res-
ponsibility to learn by providing a rich 
learning environment and learning that 
benefits individuals and organizations. 
Life-based learning is adaptive, self-facili-
tated, and based on the perspective of the 
whole life and reflective practices, as well 
as uses any strategies that are appropriate 
to complete certain tasks (Staron, M., Ja-
sinski, M and Weatherley, 2006, p. 7).

The importance of learning things 
outside the school environment must be 
emphasized to students. Idris Sardi shows 
that learning can be done in the surroun-
ding, from which he obtained invaluable 
knowledge on the various styles of ethnic 
music, musical instruments, playing sty-
les, or popular music, which can be exp-
lored in detail and in-depth to broaden his 
perspective and skills in playing music.

The notion of life-based learning 
addresses the source of learning aspect by 
acknowledging the contribution of lear-
ning as a whole and identifying various 
ways in which learning becomes vital for 
an individual. Life-based learning recogni-
zes that what we experience and learn out-
side the work environment can be equally 
important for our work (Staron et al., 2006, 
p. 7). This approach focuses on learning 
based on one’s life as a whole at any point 
in time or source in that learning (Staron, 
et al., 2006, p. 3).



Harmonia: Journal of Arts Research and Education 21 (2) (2021): 290-302300

CONCLUSION

The development of music cannot be 
separated from the active role of musicians 
in cultivating various kinds of potential 
they have. Idris Sardi’s totality in musical 
performance is evidenced by the high re-
putation he has achieved and his influence 
in the development of music in Indone-
sia. The form and style of keroncong, the 
collaboration between ethnic music and 
orchestra, and the state of instrumental 
music today are all the results of musical 
performances that Idris Sardi initiated.

Idris Sardi serves as an example of 
musicians who apply the concepts of prob-
lem-based learning, capacity building, and 
life-based learning in developing music 
competence. The learning concept is very 
important as an effort to improve the qua-
lity of vocational education in the field of 
music expertise so that graduates are com-
petent to perform music optimally, as well 
as think critically, creatively, collaborati-
vely, and solve increasingly complex prob-
lems in the era of industry 4.0 and society 
5.0.
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