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become alternatives in understanding the art of Nusantara, in its preservation and
development. The contribution of thoughts from the participants of the seminar
may be able to enrich understanding of our culture, and the academic community
in general, on various matters relating to Nusantara, in order to advance the arts,
science and technology sourced from Nusantara. At the same time, also in this
case, increasing cooperation between Indonesia and Malaysia in the field of
culture, especially in the arts with the same source.
So, have a pleasant seminar, and until we meet again at the International

Seminar of "Nusantara Heritage VII" later.

Salam budaya.

Denpasar, September 25" 2017













sharpness of intuition, emotional sensitivity and spiritual awareness (Amien, 2005: 318).
Our lack of attention to the development of human non-human potential implicates the
birth of individuals who are individualistic, selfish, indifferent, and insensitive to socio-
cultural issues. Nusantara Heritage contains much wisdom that can be used as a guide to
form the personality of our archipelago. One of which is to build a cultural heritage.

There is a phrase that states "no culture, no future", meaning without culture, a
future cannot exist. The basic characteristics of culture are cross-country, cross-national,
inter-religious, and cross-binding primordialism, thus causing culture to be a powerful
force in building a sustainable world (Ariefandi in Kultur Magazine, 2013: 8). For
Humanity, culture is a necessity of the soul, therefore the development of the cultural
field is the "mandatory law" for the government of a nation. Nations in Southeast Asia
such as Indonesia actually have received a "bonus of civilization" because it has the
unigueness and diversity of tangible and intangible cultural heritage that can be used for
the prosperity of its people. In our cultural heritage, there are cognitive systems, values,
behaviors, and strategies to manage our universe based on logic, ethics and aesthetics.

Awareness of the cultural power in promoting development, strengthening the
nation’s foundations and our position in a changing world is paramount. With regard to
our efforts to revitalize and re-actualize the values of cultural heritage as a nation’s
personality, | try to offer some concepts of developmentin the field of culture.

First, multiculturalism is a socio-intellectual movement that promotes the values
and principles of difference and emphasizes the importance of respect for each group that
has a different culture. Embracing Multiculturalism will to bring people into a harmonious,
peaceful, egalitarian, tolerant, respectful, respectful, non-violent without necessarily
eliminating the complexity of the differences. Most importantly, what needs to be
emphasized is multiculturalism is not intended to unite or melt existing cultures into a
'single principle'. In multiculturalism diversity is preserved in the imagination of
togetherness to become one.

Understanding multiculturalism is characterized by three principles, namely
identity, relativity, and plurality. Identity is the defense of the values of localization in
which exist peculiarities, uniqueness, and rarity that distinguishes one locale from
another. Uniqueness and rarity are both factors of attraction and are considered “costly
goods” in the global era. Relativity is the principle that the values of human life in various
communities are relative. The local wisdom possessed by every nation cannot be
compared quantitatively, because each has different devices and methods. This principle
makes us proud of what we have and appreciate others. Plurality is a principle that
recognizes that diversity is power. We should appreciate the diversity of forms, ways of
working, and cultural principles of the whole community. With mutual respect we then
recognize the advantages of others, so that they can fill each other to enrich what we
have.

Secondly, understanding history. In historical context, the value and meaning
embodied in cultural heritage are the bridges between the past and the present in a
complementary chain. Through culture we can harvest the value and meaning of the past
to build the present and plan for the future. History is a reconstruction of the past while
cultural heritage is evidence that the past is a very useful source of value for building the
personality of our archipelago. Therefore it is necessary to educate our younger
generation to embrace the spirit of our cultural heritage.




Third, understanding ritual. Why rituals are so important is evident in the fact that
in ritual, cultural heritage functions as a medium in which is expressed symbolically the
history of the people. Every scratch, movement, song, facial expression, melody, rhythm
and harmony displayed in rituals contains meanings to glorify the greatness of God.
Through this people experience the feelings of pleasure, peace and comfort that life has
to offer. In ritual, one does not question the concept of culture in a particular identity or
whether or not it is good or bad. In ritual, culture is not a source of entertainment.
Everyone in attendance is a part of the ritual so that it can be performed with grace and
full confidence. What we can take away from ritual in this regard is a kind of positive
energy that fosters tranquility, comfort and passion for togetherness that motivates
mankind to rise to new heights. Culture in ritual ceremonies is an event of appreciation
for an undivided common order in collective life.

Fourth, cultural diplomacy. Countries in Southeast Asia until this day have
elements of their nation state that have not advanced in terms of technology and
economy. This division is far too often the subject of discussion over Southeast Asia. To
make our young people proud to be Southeast Asians, we need to display our superiority
and for that we need to be strong in diplomacy. Borobudur Temple in Indonesia and
Angkor Wat in Cambodia have been included in the list of the seven wonders of the world,
the traditional Balinese agriculture system, Subak and nine Balinese dance genres also
have recently been established by Unesco to be a world cultural heritage. In addition, now
Indonesian gamelan (Java and Bali) has become a flagship program at various top
universities in America, Europe and Japan. In realizing this condition, these elements of
culture can be a reliable source of diplomacy to raise the dignity of the Southeast Asian
nations as “Cultural Superpowers.”

Fifth, the development of cultural industry. The key to the development of the
cultural industry is in the creative industry. The creative industry relies on the power of
the creative to give birth to something that can bring prosperity. Avoiding the stigma that
culture is something ancient, out of date or obsolete is paramount in the cultural industry.
The cultural industry is not meant to sell cultural heritage or make cultural objects of
display items to watch and make money, but rather to cultivate cultural assets with
creative power to produce products that can be sold. Creative power means the ability to
create or creativity. Creative human beings always have many ideas and able to swiftly
utilize various approaches in overcoming any challenge. Alongside utilizing local material
objects, creative work can also be done with cross cultural, collaborative, and
technological applications.

In observation of the reality of cultural function in building the nation’s
personality in the era of globalization, it is evident that we must now re-arrange our
attention to the development of the cultural field. Modern science and technology do
provide us with convenience, but we are now experiencing various anomalies that require
us to re-think the nature of the reality of our universe. With the inability of modern
science to organize complex socio-cultural problems, eventually culture in all its
manifestations have the opportunity to exist as “lata mahosadi” (a panacea) to form the
personality of Nusantara.







The terminology of Nusantara Arts tends to refer to the terminology, taxonomy and
discourse about the art of European thoughts. From the reference, the concept of
aesthetics also accompanies it. This phenomenon is not only absorbed by the world of
Indonesian art, but by the fine art of the world in general.

1l Preliminary Process

According to the records revealed in the book "Arts & Culture Heritage of INDONESIA:
Preliminary Process" (2002:5), Nusantara culture has been processed since 225 million
years ago. This area with its inhabitants has undergone shifts and changes for the sake of
changes in the context of not only its natural environment, but also its culture and
civilization. The transitions of the era that marks a long and dynamic journey, ranging from
the Ancient Age, the Pre-History (Stone Age, Metal Age, the Bronze Age, Iron Age), Proto
History, and History (Traditional Society, Early Classics, Hindu Buddhism, Islamic Period,
Colonial Period, Independence Period, and Current). From the time span and the identity
of his time born so many travelling phenomenon of form, value and meaning, as well as
aesthetics in exploring the arts

IV.Spirituality, Culture, and Art Tradition Layers

The area of spirituality and culture experiences the existence of its dynamic independence
and acculturation, creating a plural and heterogeneous state. Starting from the prehistoric
era (Ancient), then the arrival of Hindu-Buddhism (India), Islam (Arabic), Confucianism
(China), and Christian (Europe). They came in turn to create a diversity of spiritual beliefs
and syncretic events in them.

From various diverse beliefs are born various unique cultural product art that
characterized mainly its spiritual source, and/or assimilation of each other (acculturation).
The artifacts include, among others, rock painting, megalithic statues (eg, collection of
Pasemah statues in Sumatra), bronze products, pottery, and others. In addition, during
the Hindu-Buddhist period and thereafter, created works such as wayang kulit, wayang
kayu (golek), wood carving, glass painting, scripture art, and so on. The products are then
known as Nusantara/Indonesia traditional arts. Each region has its peculiarities depending
on its natural setting, technological facilities, beliefs/spirituality, and its function in its
bearers. These products survive and thrive today in adjustment to the circumstances of
society and their times. Various community life and cultural values that is carried create
a variety of art products both decorative and functional, imaging the intrinsic and extrinsic
values attached to it.

That traditional art then in Western science criteria is categorized as Craft. Then born
Nusantara craft or Indonesian’s craft. Included in it are textile crafts (various functions
and aesthetics through motifs of symbolic value in them), wooden crafts (various
sculptures and woodcarvings), metal crafts (various cutting tools and keris of symbolic
value, wewadahan, and others), pottery (functional and decorative wewadahan through
clay media preparation), and others. These craft products are recognized as authentic
Indonesian cultural products inspired by local spiritual, Hindu-Buddhist, Chinese, Muslim,
and Christian values. It is not uncommon to create works of crafts with visual and symbolic
values hybrid, mixing beliefs with other beliefs in a harmonious unity.

V. Modern and Contemporary Nusantara Arts

The form and expression of Nusantara fine arts that are pioneered by the ancestors for
centuries then come into contact with the arts approach (media, philosophy and
aesthetics) developed by European artists and philosophers. The contact caused the




previous old order (traditional art) to experience a shift and even a significant change and
tend to be radical. Some of the shifts or changes are, among others, is the concept of
individuality as a pattern of art and art way. The pattern leaves behind the pattern of
communality that has prevailed in the traditional society that took place in Nusantara
region, which has given birth to artistic forms agreed by the local community.
Westernization of arts gave birth and developed art phenomenon that adopted
westernization in various forms, related to the media, the concept of art and art-way.
Artistically, the concept of individuality arises, the artist becomes an independent human
being who then gives birth to freedom of expression. In addition, during the Dutch
colonial era, born academism that trains and passes academic artists that are different
from the self-taught. At first such circumstances created a "cultural conflict through art,"
but the present state is fading. Academicism is more hegemony in the development of
modern art.

Modern and contemporary Nusantara art gave birth to new and innovative works, tend
to be radical in appearance. Artist's freedom extends to thematic freedom, media, and
aesthetic approach, which at the same time carries the freedom of its artistic ideology.
These art events still tend to be dominated by artists who live in art centers in Java and
Bali (Bandung, Yogyakarta, Jakarta, Solo, Surabaya, and Denpasar). | do not know clearly
what and how the development outside these centers.

One of the causes of the progress, among others, the existence of higher education
institutions of art (ISl, 1SBI, Faculty of Arts) who excel in his education, which gave birth to
scholars, masters and doctoral arts both in the program of study and creation. The
graduates are then able to take part and perform in the social arts scene in Indonesia,
even abroad.

The interesting matter in the development of modern and contemporary art from the
beginning until now, still traced the trails of art expression that refers and adopts the roots
of Nusantara culture and art from time to time. These traits appear in artists who are
intensely working, creative and productive and active in exhibition. They came to be
known as modern Indonesian contemporary art figures.

Calling a number of names, there are important figures such as Affandi, Sudjojono,
Hendra Gunawan, Sadali, AD Pirous, Sidharta Soegijo, Srihadi Soedarsono. Amang
Rahman, Amri Yahya, Sunaryo, Heri Dono, Tisna Sanjaya, Agus Suwage, Astari, Nyoman
Erawan, Arahmaiani, Tita Rubi.

VI. Urban Nusantara Arts

| applied this term to the tendency of art influenced by the urban culture formed due to
the growing urban situation and condition of Indonesia. The percentage of Indonesian
population seems to be increasingly moving in large cities. They are trying to find
livelihood and life in urban social space and culture.

Large cities are facilitated by significant cultural infrastructure in various forms, ranging
from art education institutions, galleries, museums, showrooms in malls, public spaces,
and media promotions and art publications in mass media, electronics, social media and
so on. Artwork is not only displayed in standard spaces, but in open spaces as public
spaces. It can be said that art events take place everywhere, in large and luxurious rooms
up to the corridors or alleys of slum-dwelling housing. Urban art life is growing, vibrant,
and dynamic and complex in nature.

VIl. Conclusion




Nusantara arts developed from the past to the present day. Each era has its own cultural
and artistic identity, which is influenced by the reality of life, soul and amenities of the
times reflected in the form of progress or achievement of the science and technology that
accompany it. The development of Nusantara art is driven by communities in the old
society to the present-day individuals, who are full of creative power and vitality for the
continuity of human values and dignity (humanity) in space and time, its era.

The Musantara art space originates from the walls of caves or rocks, religious spiritual
spaces, to secular spaces or locations at the level of human life and urban society, which
are increasingly emerging as the culture and today’s civilization.

Recognizing Nusantara arts is identical to recognizing oneself in the context of the cultural
area itself, which has been inherited by our ancestors, which should be the reference and
orientation of the values and dignity of present and future life in the beloved country of
Indonesia.

Each forum of study on Nusantara should be interpreted not only as a study for mere
examination, but also to create concrete actions or empowerment, so that this colossal
movement will transform into a conducive, creative, innovative lifestyle and life to build
the greatness of Indonesia and other affiliated countries (ASEAN).
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My background and training isin dance —beginning in my birthplace of Ohio when |
was 5 years old. At 17, | moved to New York City where | studied with master artists of
classical ballet and classical modern dance at a performing arts conservatory and earned a
BFA in Dance. In the 1980s, | performed in site-specific dance events with American,
Asian and European artists and local communities in the United States, France, Japan, and
United Kingdom and also taught in studios and for arts in education programs in public
schools. In the period from 1990 to 2001, | went from co-founding, directing, and teaching
courses for an InterArts Studies BA program at a small liberal arts college in Colorado
dedicated to contemplative education, while also earning a Master's degree in Liberal
Studies with an emphasis in dance and culture from a university, to teaching movement
and creative process workshops in several countries, attending the one-month
international Movement Arts Society Meeting in 1997 at Padepokan Lemah Putih in Solo
and cultural sites in Central Java, and twice leading a two-month arts-based study abroad
program in Bali. In the spring of 2001, | decided to retire from my post at the college and
co-initiated International Foundation for Dharma Nature Time with several
artist/educator colleagues from varied nations. Since then, | have resided in the villages
of Bedulu and Tejakula in Bali and co-organized or offered art for intercultural Srawung
Seni (Sharing Art) events with traditional and contemporary artists in culturally significant
sites in Indonesia and several other countries. Eventually, | was the first non-Indonesian
person to enter and graduate from the Kajian Budaya (Cultural Studies) doctoral program
at Universitas Udayana, Bali where, subsequently, the Rector appointed me as a volunteer
associate professor in that program. | mention all of this to give a picture of my
experiential practice-based learning journey in dance with master artist/practitioners,
many of whom did not have degrees, to a doctoral dissertation about religiosity in art (see
Butler, 2011), and interest in bridging informal, non-formal and formal educational
approaches.

In addressing the theme of this seminar — | want to invite us all to reflect on some
reasons why the arts and cultural heritage in the Nusantara region, and particularly in
Indonesia, is important. One basis is that as one of the top twelve megadiversity countries
with a tremendous richness of terrestrial and marine ecosystems and as the second most
linguistically diverse country (see Table 2.2 by Harmon, 1996 in Posey, 1999: 26),
Indonesia epitomizes biocultural diversity. Also, there are thousands of sacred natural and
built heritage structures and sites and a multitude of forms of tangible and intangible
cultural heritage. As well, many customs, traditions and art forms handed down through
generations continue to evolve in relation to the distinctiveness of each cultural
environment. Equally important, as | mentioned in my article on “Peace and Harmony in
the World based on Pancasila and Bhinneka Tunggal lka (Unity in Diversity)” (Butler, 2016d),
is that the peoples of Indonesia have two thousand years of experience in developing
positive ways to work with cultural and religious diversity to foster a harmonious life —
especially through the arts.

It is, therefore, vitally important that young people can receive practical
knowledge and tools so as to enable them to take part in “the identification, protection,
presentation and interpretation of heritage structures, sites or areas in their setting” (see
ICOMOS, 2005 Xi'an Declaration). However, the social reality of people from various
ethno-cultural backgrounds with diverse languages and religious practices residing in,
visiting or journeying through all regions of the world also requires strengthening skills for
cooperation and the capacity for intercultural creative dialogue. Aware of the linkage




between these two matters, the question that needs addressing is how can artists — both
tradition-bearers and contemporary practitioners — and experiential learning through art
praxis continue to have a prominent role in the field of heritage preservation and the
shaping of cultural environments for the future. Thus, | propose to take up the topic of
bridging informal, non-formal and formal educational approaches to support the arts,
cultural heritage diversity, and social cohesion.

Bridging informal, non-formal and formal educational approaches

Those of us here who are educators will be familiar with the notions of informal, non-

formal, and formal education (see the ISCED 2011 revised from 1997 published by

UNESCO, 2012). To summarize:

— informal education comprises learning activities whereby a person gains values, skills
and knowledge in their environment, such as from family members, friends and
neighbors in the home, marketplace, in work and play, and the daily life of the local
community;

— non-formal education consists of intentional, organized and sustained learning
activities “typically provided in the form of short courses, workshops or seminars”
which are “an addition, alternative and/or complement to formal education within
the process of the lifelong learning of individuals” and can contribute to adult and
youth literacy and education for out-of-school children and youth, as well as “life
skills, work skills, and social or cultural development”; and

— formal education is understood to consist of intentional learning from primary to
tertiary level that occurs within the organized and structured context of schools,
colleges, vocational training institutions and universities; and generally culminates in
certificates, diplomas, or academic degrees.

Those of us here who are educators and also artist/practitioners, most probably
began study of their art form — whether traditional or contemporary — under the guidance
of a mentor or artist/practitioners in a non-formal educational setting such as a sanggar,
padepokan, or atelier studio. And, as we know, experiential leaming through art praxis is
still one of the main means by which spatial-temporal kinesthetic cultural and spiritual
values and knowledges are conveyed to the next generation. Clearly, people of all ages
receive much instruction from the joys and sorrows of daily life; while the socio-cultural
and surrounding ecological environment also has an informal educational effect.

So, one way that various forms of kearifan lokal (local wisdom) embedded in the

arts and heritage sites can contribute to lifelong learning for all is by bridging informal,
non-formal, and formal educational approaches through partnerships between local
communities, artist/practitioners, educators and scholars.
Supporting the arts, cultural heritage diversity, and social cohesion
There are a number of good initiatives whereby the incorporation of tangible and
intangible cultural heritage within an informal, non-formal, and formal educational
framework supports the arts, cultural heritage diversity and social cohesion. To stimulate
your consideration of some possible approaches you can take, | would like to mention just
four examples each of which is presented under a key dimension but, of course, relates
to all of the dimensions.




— Climate change mitigation and adaptation, local history, and heritage settings

Head of the Expert Team at the Office of the President’s Special Envoy on Climate Change
Control in Indonesia and national focal point for Article 6 of the UN Framework
Convention on Climate Change, Amanda Katili Niode, and head of the national history
sub-division of the Ministry of Education and Culture, Amurwani Dwi Lestariningsih, have
brought wisdom values in the context of local history to the foreground (see UNUD, 2017).
For instance, Niode advocates “putting climate into the picture, learning and teaching
from climate change [and] lessons from the past” for education, training and awareness-
raising activities. Lestariningsih proposes that more historians, heritage site researchers,
and climate change experts should work together with a focus on local history in every
province and regency as well as outlying areas to re-examine the importance of forms of
kearifan lokal (local wisdom) as a means to identify methods for sustaining heritage
settings, cultures, and surrounding ecosystems.

— Cultural heritage diversity and experiential learning through art praxis

Lembaga Pendidikan Seni Nusantara (LPSN), a non-profit foundation established in 2002
by artists, researchers and art educators in a number of provinces, has developed an Art-
Culture education curriculum and teaching materials for public schools stemming from
the vast diversity of local cultures in Indonesia. As founding director, ethnomusicologist
and choreographer/musician Endo Suanda (2012 and 2015), point outs “the arts are not a
stand-alone entity, rather the arts are intertwined with other social sectors such as adat
(customs), origins, faiths, the environment, economics, technology, and even politics”.
LPSN views the arts and culture as arising from ‘sharing’ to improve the quality of life and
that art praxis can contribute to enthusiasm for the ‘beauty of life’ along with respect for
different values from various social spheres as part of ‘human dignity’. In this way, arts
education is cultural education — education in ‘living together’.

— Intercultural creative dialogue through sharing art

An innovative means for supporting intercultural creative dialogue based on a spirit of
gotong royong (mutual cooperation) and the value of unity in diversity, is the Srawung
Seni (Sharing Art) events held in cultural and heritage sites in Indonesia and other
countries initiated by Padepokan Lemah Putih — a non-formal arts educational institution
established by Suprapto Suryodarmo in Solo, Central Java in 1987 (see Suryodarmo, 1997
and KemDikBud, 2015). Convened with Sharing Movement colleagues in varied fields
from Europe, the Americas, Asia, and Australia; a worldwide network of artists and
presenting organizations called Web Art Garden; International Foundation for Dharma
Nature Time based in Bali; and other informal and formal Indonesian organizations; these
events have attracted the participation of hundreds of artists, educators and
interreligious leaders — both tradition-bearers and contemporary practitioners — from
villages and cities of Indonesia and several regions of the world.

— Natural and built heritage sites as learning environments for young people
Jelajah Candi (Children Exploring Candi) educational tours are one of the regular activities
of Guyub Bocah; a network of youth communities affiliated with the NGO Yayasan




SATUNAMA based in Yogyakarta, Central Java. By this, natural and built heritage sites can
again function as learning environments. Children and youth from varied ethnic groups,
faiths and socioeconomic spheres interact with sites, each other, artist/practitioners and
educational guides by engaging in artistic and re-greening activities, writing, discussions,
and so forth with the aim of “creating a soul of tolerance in early years — giving shape to
intelligent, cultured and diversity-loving Indonesian Children”.

A call for practical steps

The role of artists and of experiential learning through art praxis in the preservation of
heritage and shaping of cultural environments is noted in many declarations and
guidelines (see references); as is the need for young people to receive practical knowledge
and tools for ‘values-based heritage management’ (see UNESCO, 1998 and UNITAR,
2011). To this end, Dharma Nature Time and Guyub Bocah propose to hold a heritage
training for youth with local caretakers of heritage sites in cooperation with Padepokan
Lemah Putih, the Directorate General of Culture, and Ministry of Tourism. So, it is my hope
that you will also take practical steps for bridging informal, non-formal and formal
educational approaches to support the arts, cultural heritage diversity, and social
cohesion.
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France, Italy) leading to war; when after the Second World War we witnessed the
American hegemony, faced with the challenge of communism; we are now witnessing the
birth of multi-polar capitalism (America, China, Europe, India etc.). Capital is completely
"liguid" and moving land to gain the maximum profit. Consequently, there are always new
zones of capital accumulation which in turn give birth to smaller sub-zones. The
Indonesian state is one of the regional poles of the capitalism. The circulation of capital,
goods, person and capital driven ideas creates national unity, and guarantees the
superiority of the national language and culture (Indonesia) over local languages and
cultures. Paradoxically, however, the internationalization of the capital concerned
simultaneously drastically limits the freedom of the nation-state, which is increasingly
carried away, like a whirlwind in the storm, by the dynamics of global capital. As a result,
the world, and Indonesia, increasingly labile.

In the context of such an old agrarian civilization, if not dead total, is dying. People no
longer live in the circle of "extended family”, but within the urban or urban family circle;
the mastery of economic surplus is no longer done by the nobility or "priests" who then
consume them in large potlatches in the form of prestigious luxury, war or big ceremony
(Bali), all of which serve to strengthen the existing social structure. It is instantly
"consumed" individually in the form of consumptive waste which serves to strengthen the
power of the capitalist community. The result of this macro-economic and macro-social
change is the receding of mythic thinking and belief in the things that are miraculous and
religious. The explanatory system that was originally offered by traditional "animisms" or
by the great religions-whether the Western revelations or cosmic religions from India to
the East-lost "power" over his followers. The religious beliefs are drastically changed:
rather than the absolute collective belief of the rich symbols that become the social
adhesive of the political order, it is increasingly become individual beliefs with pragmatic
beliefs that tend to be structured in the form of independent groups even against the
ruling political system. Therein lies the possibility of religious radicalism, which in turn
shakes the political and social balance, and reorganizes the interpretations of the religion
that has been in effect.

HOMOGENIZATION OF CULTURE

In terms of culture, the situation is also labile and complex. Capitalistic economics gives
birth, in its management pattern, a "cultural" attitude that is in harmony with it, which is
more rational in the face of reality. The first cultural impact of rationalization of thought
is the standardization of all sectors of life. Education, institutional, health, management,
production techniques, human rights, behavioral norms etc. The norm is increasingly
international and is maintained by international institutions whose normative authority
is widespread. They all determine the more strictly so-called "culture", the production
system of ideas and art.

In such situations, the local elements raised in the space of contemporary national
cultures tend to be nothing more than differential local identifier affixes for the creator
who use it or the exotic affixes to the viewer.

COSMOPOLITISM VERSUS IDENTIFIER FOCALIZATION
But homogeneization/standardization does not mean there is no political conflict. We are
now witnessing the emergence of two different human beings globally opposed to each




other. The first variant consists of the winners of the system: either the who governs
directly (par manager, the engineer and the public and private technocrats) and who
criticize it and thereby allow for continuous improvement (international NGOs,
academics, trade unions etc.) The second group is from those who feel marginalized
economically and/or culturally and therefore become opponents of the globalization
process in the name of identity. In the Northern countries, the marginalized are composed
of ex-workers who have lost jobs due to the delocalisation of their company, and from
those who feel rivaled in the quest for employment by immigrants. This social reality leads
to the emergence of an anti-globalization and anti-foreign ultra-right movement (Trump,
Brexit). In the South, the marginalized person has another character; consisting of new
urbanites cut off from their agrarian footholds, missing their traditional magic-religious
references and their source of their livelihoods are not certain; such people tend to
construct a new identity with reference to ethnic identity and especially religion; the
latter is "reinterpreted"” to be a means of resistance to the shocks of globalization. Such
religious or ethnic radicalization is found in most of the world, in areas that have "failed"
to provide new economic opportunities for small communities, especially in the Islamic
world, including Indonesia but also in the Hindu world (BJP, Shiv Sena) and even Buddha
(Radicalism of Buddhist monks). So one of the functions of culture should be to flex the
shakes so it will not lead to the great social and political pathology: war, terrorism and so
on

PRESERVING NUSANTARA CULTURE

As written at the opening of this paper, Indonesia is one of the few countries that make
cultural diversity a component of national construction. Indonesian nationalism
emphasizes the peculiarities and richness of Nusantara cultures. However, since the time
of cultural concept formulated by Ki Hadjar in connection with plural nationalism above,
the wheel of history has been in motion. The process of cultural memory degradation
(transmission of cultural memory) has changed drastically: the traditional symbolic means
of verbal-wayang, story telling-has lost its role, replaced by writing culture in schools and
TV and media social in everyday life.

Consequently, the present situation is a paradox: the products of old cultures remain
flattered as the peak of national culture, but the culture is nearing extinction or traumatic
transformation: local languages are no longer well controlled, myths and related
philosophies are no longer derived —(because wayang and the theater lost its role, local
aesthetics became foreign). So the rest of the local cultures are increasingly shrinking,
losing social roles and only sheltering in a handful of educational and cultural institutions.
Nevertheless the identity thirst does not die, in what form? For more and more people
are in form of "religion". Not religion as a means of spiritual life, but religion as the focus
of a single identity, religion as a means of political suits for the people who face the shock
of the whole order of his life. The religion is misinterpreted and misused. But if religion
appears as the sole focus of identity, transcending nationality, there is no diversity; the
unity of this country will be threatened.

So what to do? There is no satisfactory cultural or political response. The shift of changes
that sweeps the world by the cyclone of global capitalism is an inevitable reality and
cannot be conquered. We can at best strive to understand what is going on and try to
counter the present trend toward radicalism-especially religious radicalism-by
rediscovering the meaning and wisdom stored in local cultures. For that there is only one




medium: because local cultures lead to socio-economic extinction, their cultural heritage
must be massively transferred to educational institutions and the visual media (TV). We
must incorporate local myths, philosophy and aesthetics in the curriculum. We must take
concrete action to record the vestiges of oral culture that are still present in Nusantara
(Bali, Java etc.) -before disappeared and forgotten. What remains of old memory should
be reconfigured and documented systematically. Conservation policies must be far more
ambitious than has been done so far. Must create a digital museum, which will contain
ALL the memories of extraterrestrial agricultural traditions, all over Indonesia. All
products of tradition in the field of theater, dance, music and oral literature should be
recorded systematically. Doing so is impossible 10 years ago, for technical reasons. Now
it is cheap and easy, what is needed is political will. In 30 years it will be too late, because
all the wise old people, the last witnesses of the old agrarian traditions, will die, and lose
with their infinite riches. Only with that then will Indonesians escape the shaking of
identity that threatens them.







Initially, the world's cultural heritage was only emphasized on tangible objects.
Realizing that not all cultural heritages are tangible, in the next development, UNESCO
has also established the existence of intangible cultural heritage. It is worth noting that in
addition to the cultural heritage, tangible and intangible, UNESCO has also established the
World Natural Heritage.

Virtual Foundation

Virtual Foundation is an analogy. It is like talking about a building, if we refer to
foundation, in general we are talking about the visible physical foundation, for example,
the foundation made of concrete. The strong foundation will result in a sturdy building.
But it must be remembered that physical foundation that we see is actually based on the
mature concept of foundation. With a mature concept and deep values, it will be used as
an important foundation of the building. Therefore solid foundation will produce a solid
and beautiful foundation (see further, Rai S,, 2016).

Analogous to the above example, the positive noble values of Nusantara’s cultural
heritage can be utilized in order to build awareness of cultural diversity. Planting virtual
foundation is one way to form character (character building) of a person, group, or society
at large. With strong foundation, they will have a “Code of Conduct”, confidence, identity,
tolerance, and the rise of a sense of togetherness. In this case, arts and culture can be
used as a media because art and culture at the same time can provide spectacle
(entertainment) and guidance.

Indonesia Rich with Cultural Heritage

Indonesia is a multiethnic and multicultural country, with territories stretching
from Sabang to Merauke. The long historical journey and the dynamics that have occurred
since the past till now have caused Indonesia to have a very diverse and unique cultural
richness. The diversity and uniqueness of Indonesian culture is an identity of the nation
that is priceless.

In his speech at the Bogor Palace on August 12, 2017, President Joko Widodo
(known widely as Jokowi) said that Indonesia is a big country. The territory of the Unitary
State of the Republic of Indonesia consists of thousands of islands scattered from Sabang
to Merauke. United Nations verified 16,056 names of Indonesian islands (source: running
text MetroTV on 20 August 2017). Furthermore, President Jokowi said that no less than
714 tribes occupy Indonesia and more than 1100 local languages spread across the
archipelago. The geographical, ethnic, cultural, and customary situations make Indonesia a
rich and diverse natural heritage and heritage, and have received world recognition.

Until now, UNESCO has established several Cultural Heritage of Indonesia as
World Cultural Heritage, namely: Borobudur Temple Complex (1991), Prambanan Temple
Complex (1991), Pura Sangiran Man Site (1996), and Bali Cultural Landscape which is
Subak (2012). In addition, UNESCO has established several natural heritage of Indonesia
as World Natural Heritage, namely: Ujung Kulon National Park in Banten (1991), Komodo
National Park in NTT (1991), Lorents National Park in Papua (1999), and Tropical Rain
Forest in Sumatra (2004).

In the field of Intangible Cultural Heritage with specifics in Intangible Cultural
Heritage of Humanity, Wayang (2003), Keris (2005), Batik (2009), and Angklung (2010)
were established. Furthermore, Indonesian Cultural Heritage, which is defined by
Intangible Cultural Heritage category in Need of Urgent Safeguarding, are: Saman Dance




(2011) and Noken (2012). By 2015, UNESCO has also established nine types of Balinese
dance as Intangible Cultural Heritage (source: Ministry of Education and Culture)

We are grateful to have been awarded a priceless Cultural Heritage. However,
public awareness of its sustainability needs to continue to be built because the world's
cultural heritage faces unhealthy challenges and threats both internally and externally. In
line with the rapidly changing world and the enormous influence of technology and
information, fast and precise rescue measures need to be done together and sustainably.
One way is to build a "virtual foundation".

Below is an example of how the noble values embodied in the cultural heritage
can be a source of inspiration, tolerance and adhesive. The idea is packaged in a work
entitled: Kecak Rasa Papua Dance.

Kecak Rasa Papua Dance

Kecak Rasa Papua Dance is a new tradition-based artwork, produced in 2015 at
ISBI Tanah Papua. Kecak Dance is a Balinese cultural heritage; while Rasa Papua gives an
indication that this artwork is very thick with Papuan cultural values. In addition to the
cultural values of Papua, this artwork is also supported by elements of other cultural
values of the archipelago. The idea of this collaboration dance comes as an answer to a
question "how to harness the diversity of arts and culture of the archipelago as a medium
of cross-cultural communication to build tolerance and a sense of togetherness". Papua
is the easternmost region of the Unitary State of the Republic of Indonesia consisting of
different tribes, customs, and languages so that there are often problems with
communication. The difficulties that occurred are not only among indigenous Papuans,
but also the "immigrant" population who came from various regions in Indonesia, and
now they have become part of the Papuan community.

As an illustration, there are two examples of experiences | would like to share on
this occasion. The first experience took place at the campus of ISBI Tanah Papua, in
Waena, Jayapura. By 2015, I1SBI Tanah Papua has 18 students from Asmat tribe. One day |
had a chance to chat with them in front of the Kria building. | asked about the
characteristics of Asmat art. My questions were answered with great enthusiasm in turn.
In that brief discussion, | felt the use of a different language from them. Then, | asked one
of them "how about the explanation your friend gave you?". | was very surprised to hear
the answer given that "sorry sir Rector, | do not understand his language”. | asked again
"Aren'tt you both from the Asmat tribe?" Then he answered "yes sir, we are from the
tribe of Asmat but each of us is very far apart and bordered by dense jungle so we do not
understand each other". Out of curiosity, | asked again "then how do you communicate?".
He replied "with the Indonesian language". In my heart | think that my guess is wrong. At
first | thought that in one tribe they used the same language. Related to this problem, |
also think that Indonesian language is a unifying language.

The second example is my experience at Youtefa Bay, Jayapura. Youtefa Bay is a
bay within a bay because the bay of Youtefa is inside the larger bay which is Yos Sudarso
bay. Youtefa bay residents live in three kampongs namely Inggros village, Tobati village,
and Nafri village. Villagers of Ingros live in a house on stilts inside the bay; while the
inhabitants of Tobati and Nafri villages live on land. The traditional territory of Tobati and
Nafri is bounded by a small hill. This experience in Youtefa Bay also surprised me because
people in these three villages use different languages. They do not understand each




other's language even though the distance between one village to another is not too far
away. (see further, Rai 5., 2017).

Back at the Kecak Rasa Papua Dance, the trainers were friends from ISI Denpasar
who happened to be teaching at ISBI Tanah Papua, such as Pande Gede Mustika, | Nyoman
Sudiana, | Wayan Bawa, Ni Ketut Suryatini, Komang Sri Wahyuni and Luh Gede Candra
Pratiwi. The creation process begins with a Nuasen ceremony at Pura Agung Surya
Bhuvana, Jayapura, one of 32 temples now in Papua province. After Nuasen, casting ideas
was done on the ISBlI campus. The earliest step in casting this idea is to provide an
explanation ranging from the desired idea and the desired form to the supporters of the
number of 80 people. They consist of students from various tribes in Papua and other
students and lecturers from different regions and cultures in Indonesia.

In the training process, the difficulties they experienced were sitting cross-legged
and making a "kilitan" cak. But gradually the technical difficulties can be overcome, let
alone all the participants are very enthusiastic in following the exercise so that there is a
sense of togetherness amid differences. This collaborative work is filled with stories from
Papua's cultural heritage of "Hunting". In interpreting and expressing this story, every
supporter is given freedom with different movements and languages. In terms of motion,
there are expresses with the movement of Papuan dance, Balinese dance movements,
Java, Sumatra, Sulawesi, even modern dance movements and Rap. During training, | was
suddenly approached by one of the artists and senior lecturers, Mr. Adji Sujamto (74
years). The multi-talented Mr. Adji asked me "Mr. Rector, can my wife and | join?" Of
course | answered "please sir Adji, with pleasure". Since Mr. Adji and his wife and senior
artists have joined, every practice is always accompanied by laughter and a solid sense of
solidarity.

After a week-long training session, with the support by students and lecturers
from diverse ethnic and cultural backgrounds, embodied in a contemporary style of
collaboration. The first performance of Kecak Rasa Papua Dance, held at Jaba Pura Agung
Surya Bhuvana, Jayapura in accordance with its temple ceremony on October 15, 2015.

Thus it is that the cultural heritage of the archipelago has become a source of
inspiration and tolerance and as one of the adhesive media of the nation.

As a final part of this presentation, let me reiterate once again that the cultural
heritage contains the noble values of the nation's culture that have been inherited from a
long time from generation to generation. Therefore, public awareness about the cultural
heritage by all parties should continue to be improved in order to avoid the things that
are not desirable. One way | propose is to build "virtual foundation" through art and
culture media.

In the future, we expect that the noble and universal values of cultural heritage
can underlie sustainable world-building. Therefore it need to be prepared superior human
resources, one of which is to open the Heritage Program Study Program.
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taught and developed.

This ethnomathematic study has given the public an overview that mathematics is not a
rigid knowledge, but it can be applied in the aspects of community life. The study of
ethnomathematics influenced by the Islamic cultural system for the Malay community is
an attempt to show that mathematics not alien in Malay societies, but it has been rooted
in various mathematical branches resulting from further development of Islamic
civilization in the region. Ethnomathematics links values and mathematics from various
aspects, namely arts, literature, religious education and thought.

Application of mathematical thinking in arts and culture.

The shape and pattern of motifs in woven songket are composed of elements and natural
resources such as flowers and leaves. These motifs have symmetrical lines arranged with
mirrored images. Symmetry is the outcome from the principle of harmony in nature and
art. This principle also underlies the unity of the law of beauty such that it is not an
exaggeration if it is recommended that symmetry is the underlying principle of structure
and composition of best artwork ever produced in the history of human civilization. This
symmetry principle is usually found in Malay Islamic works. Malay art which includes the
creation of carving, weaving, painting, architecture and textile arts. It proves that the
Malay community has a high level of thought in art production. The mathematical concept
in Malay society's thinking can be seen through the implied meaning in subtle and artistic
compositions and patterns.

Mathematical thinking and skills have long existed among artistic activists, so many
mathematical skills are used to produce a combination of motifs and beautiful patterns
and symmetry. In the Malay heritage, a manifestation of ethnomathematics affect the
background of the Malay community in terms of thinking and its culture. The Malay
culture itself has many etnomathematic elements that can seen, for example woven
mengkuang mats, food covers and walls using bamboo shows the concept of continuous,
symmetry, uniform and patterned mapping. Symmetry types used in artworks are static,
symmetrically fixed and each unique shape is arranged in the center or on the plane of
the artwork. The use of symmetrical elements in art produces a balance and forms a
patterned and repetitive geometrical pattern.

According to Khairuddin et al, (2004) symmetry can be seen in a bisector plane as a plane
of symmetry (mirrored and reflection) or as a line or symmetrical axis. For example, the
Malay community in the traditional Malay game, which is the ‘gasing’, the central and
symmetrical questions seen in the objective of the game is to rotate the ‘gasing’ or top to
rotate in a good balance. While in the making of the sampan and wau, the concept of
reflection and mirrored images is adaptated to become part of Malay art. In Malay
traditional dance, the repetitive, uniform steps of foot work are in the form of mapping
that is corresponding in series, transformation, displacement, rotation and gentleness.

An analysis of arts in the ethnomathematic concept

In the arts, a manifestation of ethnomathematics affects the background of the Malay
community in terms of its thinking and culture. There are various art productions and each
of these types of art has a mathematical concept, meaning and value as in the art of
weaving, fine arts, carvings, textile arts and architecture.

- Art of Weaving

A design in the art of weaving, a woven lid is used to cover food, it has a balanced



















abilities and expressions of the arts itself. The processing of artistic outcomes and
mathematical thinking is an attempt to show mathematics is not alien in Malay arts, and
has been rooted in various branches of mathematics as a result of the continued
development of Islamic civilization spread in this region.

It is based on the core belief and trust supported by several factors of cultural, artistic,
values and identity. All of these values are ethnomathematical values applied in the
formulation of artistic outcomes.
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2. Discussion

2.1 Siwa-Buddha concept in Java and Bali as a Nusantara Heritage

As mentioned above, Siwa-Buddha is the basic concept in the present Balinese Hinduism.
This concept was originated in old Java. It was found at the kakawin Sutasoma written by
Mpu Tantular under the Majapahit Kingdom in 14" century in eastJava. The 139" chapter
of Sutasoma tells the sameness of both theories of Buddha and Siwa,” “bhinneka tunggal
ika,” which became the motto of the Indonesian Republic. Before Sutasoma, the mixture
or coexistence of Hinduism and Buddhism was already found in the religious literatures
such as Sang Hyang Kamahdyanikan (SHK) compiled in Java. In SHK, Buddha (or Diwaripa)
was also called Paramasiwa. Balinese Hinduism followed the Javanese concept. Here, we
should think that this coexistence of two religions is coexistence of Hindu Saivism and
Tantric Buddhism especially.

Actually, this kind of coexistence of Saivism and Tantric Buddhism was also found in
Indian subcontinent in 11-12" century. Both Saiva ascetics called ‘Nitha’ and Tantric
Buddhist yogins called ‘Siddha’ practiced Hatha-yoga aiming moksa. In the Kathmandu
Valley of Nepal, there is the Buddhist temple called ‘Seto (white) Matsendranath.” The
main deity of this temple is a white Avalokitesvara (Lokesvara). However, this Buddhist
deity is also regarded as Saiva saint named Matsendranath who played an important role
in Northern India in 11 century. We can see the synchronic phenomenon in Indonesia
and India. But in India and Nepal, the concept of Siva-Buddha was not born. Thus, this
concept is particular to Java and Bali.

2.2 Embodiment of Siwa-Buddha concept

Next here, we shall see some examples of coexistence of Saivism and Tantric Buddhism
at the temples in Java and Bali. Candi Jago was founded at Malang, East Java in 14"
century. This temple has the reliefs illustrating Hindu stories such as Arjuna Wiwaha and
Krsna stories. Besides those Hindu stories, Buddhist story like Kuﬁjarakar093 is also found.
Furthermore, the statue of Amoghapasa Lokesvara was put at its precinct. Amoghapasa
Lokesvara is a Bodhisattva that appeared in the Indian Tantric Buddhist literature
compiled in about 7t century. This deity particular to Tantric Buddhism is found along
with Hindu deities in Candi Jago temple.

We will shift our gaze to Bali. In the Pura Puseh at Batubulan, Gianyar, we can see eight
statues on the wall of the temple: (1) Kala, (2) Sambu, (3) Bayua, (4) Buda, (5) Indra, (6)
Wisnu, (7) Buda, (8) Brahma. Of those eight, two statues are Buddhas, and the other six
are Hindu ones. (1) Kala (Skt. Kala) has the different form from Bhutakala in Bali, and it is

: Aoyama (1986: 14) Also see (Kinney 2003: 24)

: (Teeuw & Robson 1981: 5) also tells that the story of Kufijorakarna belongs to the living cultural heritage of
the people of Java and Bali.

* Under this statue, there is the inscription of ‘Bayu’ (Sanskrit: Vayu) in Balinese letters, but this statue
should be identified with goddess Durga from the point of view of iconographical feature. See (Yamaguchi
2016)




rather similar to Indian Kila who is identified with Siva. (2) Sambu (Skt. Sambu) is also
identified with Siva. And two statues of Buddha have the forms similar to the statues
found in Borobudur temple in central Java. In the Pura Puseh at Batubulan, we can see
the merging of Hinduism and Buddhism. Pura Ulun Siwi in Jimbaran shows another
example of coexistence of two religions. The central meru has two doors. One of them is
for Siwa and the other is for Buddha.

Coexistence of Hinduism and Buddhism is not only found in temple architecture oricons
but also found in the rituals. There are the priests called ‘Pedanda Buda’ in Bali and they
take part in the festivals at Hindu temples. In Karangasem, there is a Buddhist community
called ‘Bodha Kling.” Hooykaas (1963) reported about the texts used by the Pedanda
Budas in the rituals. Those texts contain many Sanskrit mantras that are easily recognized
to be originated from Indian Tantric Buddhism. In the present Balinese Hinduism, not only
the priests like pedandas or pemangkus, but also ordinary people recognize the concept
of Siwa-Buddha. Those examples mentioned above are the visible embodiment of the

concept.

3. Ancestor worship in Balinese Hinduism

Balinese rituals are classified into five categories: (1) Dewa yadnya, (2) Manusa yadnya,
(3) Pitra yadnya, (4) Bhuta yadnya, and (5) Rsi yadnya. Among those, (3) Pitra yadnya is
the ritual for ancestors. In Pitra yadnya, Balinese Hindus send off the dead family member
in Ngaben, and make him or her ‘ancestor’ from the deceased family member by
performing the following rituals like Nyekah. In Bali, every Hindu family has the house
temple inside their property. There are the shrines where the deified ancestors reside.
Every day, people worship the ancestors with the offerings there. Ancestors are
considered as equal to the deities who protect and empower the people. Even in Manusa
yadnya, for example, the ritual for three-month baby (Telubulanin), the parents and
family members worship the ancestors as well as gods at the house temple in order to ask
them to protect and empower the bab\..r.5

Indian people also worship the ancestors. However, ancestor worship is not so important
as the worship of gods there, and the ancestor is not regarded to be equal to the gods like
in Bali. The cult of deified ancestors, especially the deification of the kings, already existed
in the early East Javanese period.6 The importance and sacredness of ancestors in the
present Bali is the absorption of an indigenous element by Hinduism, which was done

through old Java.

4. Conclusion
As mentioned above, old Javanese and Balinese people imported the Indian religions
such as Hinduism and Buddhism. However, they, not only imported them but also

transformed them according to their own culture. The merging of Hindu Saivism and

® See (Yamaguchi 2015)
® (kenny 2003: 25)




Tantric Buddhism was the synchronous phenomenon both in India and Indonesia.
However, the concept of Siwa-Buddha is particular to Java and Bali, which is not found in
India or Nepal. And the ancestor worship is also the result of absorption of indigenous
element by Indian religions. Those two elements are the important characteristics of
Balinese Hinduism as the Nusantara heritage.

Now Indonesian people confront with the modernization or globalization. Religious
culture is based on the social community. If the society will change its structure, there is
the risk that the culture itself would decline or disappear. By the way, it is said that Japan
is the only country which succeeded in the modernization in 19" century among Asian
countries. The following is just my opinion. At that time, keeping aside their own
community, Japanese people thought about what was the best for their country in every
factor, such as politics, industry, education and so on. Here, ‘Japanese people’ doesn’t
mean only politicians but also ordinary people. At that time, the people in the country
side were still very poor, but probably they had the awareness of ‘a nation,” which is one
of the most fundamental concepts in modern times.

We will go back to the issue for Indonesia. | don’t think the people should abandon their
traditional society and culture. However, | think that people should judge the order of
priority in every social and cultural element, thinking their nation, Indonesia first. | mean
that people should think what is the best for their nation first, thereafter for their area or
community. In order to realize it, we should examine the meaning of ‘Nusantara’ again.
In modern sense, Nusantara is not the aggregation of various islands, but one political,
social and cultural whole that contains diversity. Keeping in mind the matter mentioned
above, we should think which culture should be maintained for the nation and its people

as the Nusantara Heritage.
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BALAGANJUR MUSIC PROCESSION TOWARD ESTETIC
PRESENTATION: LOCAL DYNAMICS IN GLOBAL ERA
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ABSTRACT

This paper highlights Balaganjur phenomenon in Bali that experienced a rapid change
from the music of the procession to the music of aesthetic presentation. Balaganjur in
dynamics writhe and able to serve the performance of art that was originally domiciled
as accompanist (back stage) but now as spectacular entertainment (front stage). Through
the design of qualitative research methods with ethnomusicological approaches, this
study resulted in the finding that the ideological spirit behind Balaganjur revival is
influenced by competitive pride, locality politics capable of generating innovation and
endless creativity. Continuous innovation produces shapes of change in Balaganjur's
creation with the intricate complexity of the instrumental Balaganjur into a dance
Balaganjur. The forms of change are examined through aspects of the physical form of
instrumentation, compositorical form, musical form and presentation form.

Keywords: balaganjur, local-global dynamics.

Introduction

One form of Balinese gamelan as a cultural heritage since ancient Balinese era
which is now experiencing rapid dynamics is Balaganjur. Balaganjur's recent
performances are amazing not only from the auditive aspect of the composition, but also
from the aspect of musicians' visibility, instrumentation, engineering, dressing, and
presentation technigues that gain an increasingly enthusiastic audience support. In the
contestation of Balinese music events, Balaganjur has now gained a special place among
Balinese music lovers.

Based on several written sources it is stated that Balaganjur was originally called
ganjuran, as mentioned in Negara Kertagama book. The word ganjuran means music
procession (Bandem, 2013:27). The term abanjuran or aganjuran is said to have
appeared in Xl century on the reign of King Marakata Pangkaja Sthanatungga Dewa
(1022-1026). This term according to Bandem allegedly equal to Balaganjur, kalaganjur,
bebonangan or peponggangan (2013:56). Ganjuran is an early form of Balaganjur. It is
called Balaganjur because it relates to music as escort troops (lines) to the battlefield.
Kalaganjur relates to music accompanying mecaru ceremony in relation to nyomya Butha
Kala. It is called bebonanagan or peponggangan because the instrumentation is
dominated by bonang or ponggang instrument. The term bebonangan mentioned in the
lontar of prakempa that the completeness of the instrumentation is quite different from
Balaganjur now. In addition there are berpencon instruments there is also a melodic
holder instrument that blends like jublag and jegogan. It is called peponggangan because
its instrumentation is dominated by pencon or ponggang instrument.




An interesting phenomenon in Balaganjur is the musical flexibility that is able to
exist throughout the ages, since ancient Balinese era, Bali madya, and modern Bali. As a
cultural heritage of archipelago music since ancient Balinese tradition, Balaganjur able
to take part in various cultural activities both socio-cultural, socio-political, and socio-
religious. Balaganjur's socio-cultural relevance to social and cultural events such as ritual
procession, cultural parade, accompanying ogoh-ogoh attractions, and kite competitions;
Balaganjur's socio-political spirits are being encouraged to parade prospective leaders'
registration and accompany the attractions of protesters such as the protest of
reclamation; Socio-religious accompanied ogoh-ogoh parade on the day of pengrupukan,
accompanying the melasti ceremony, peed (deeng), Majenukan (Dewa Yadnya),
accompanying tawur ceremony or Bhutayadnya, and accompanying the parace of
Ngaben ceremony procession (pitrayadnya).

In contrast to the local context, Balaganjur's world music contest is able to be
collaborated with Western music for aesthetic presentation art presentations in the local
context of the final assignment of ISI Denpasar students' work or in a global context such
as the Megalitikum Kuantum event, accompanied by Dewi Sandra singing at stage of
Garuda Wisnu Kencana in 2005. Now in its development then through various
competitions such as parada and competitions in various levels such as Porseni Desa,
Porcam, Pekan Seni Remaja (PSR), Puputan Badung, district/city anniversary and Bali Art
Festival (PKB), Balaganjur not only appear as accompanist (backstage) but instead
performs in front stage as a presentation of aesthetic music presentation packed with
aesthetic values. Balaganjur presentation is more interesting, attractive, and fascinating
and even able to draw the attention of various circles. Now Balaganjur performance,
especially in the context of parada or competition seemed to have magnet that is able to
invite the attention of the community to watch the show that is elegant, dynamic,
attractive, and full of high spirit of music. The increment of society appreciation towards
Balaganjur is not separated from the spirit of innovation from various components of art
and cultural thinkers who feel the wiring, jengah, (compettif pride) and embedded jargon
ideology of "Ajeg Bali" so as to spread taksu which produce allure for all people.
Balaganjur appear full of vitality energy that is channeled from the ngunda bayu process
with the support of high skill(virtuosity) level.

Balaganjur musicality shows evolutive dynamics. Moving from a simple melody
pattern, Balaganjur gradually wiggling to become one of the music genres of Bali that has a
high level of complexity, to meet the demands of music performance that is not only
skilled, but also must still consider the competence to perform, and appearance. Skilled
means Balaganjur music player must have adequate technique (skill). Agile, swift, deftly
responds to the dynamic, fast and loud movement of the song flow. It takes musical
sensitivity to play not only to memorize the part of the instrument that is played but also
must be able to hear and feel the other parts of the instrument. Perform means a player
must be full of confidence to show his ability both individually and in groups. Appearance
is able to present the rhythm of music in accordance with the characters, themes carried,
tidiness, mastery of dynamics, and constant energy arrangement so that the appearance
can bring taksu that can captivate and "hypnotizing" (riveting) the audience.

A performing arts show like Balaganjur is not just performing on stage, but there
must also be a good technique, skilled in playing instrument and no less important is
performance that is really capable of stunning, enthralling and fascinating attraction.




With such views, besides the presentation of music that is pleasant to be heard auditively
but also visually attractive (Sudirga, 2017:22). For that purpose, innovations in various
aspects such as instrument settings, costume arrangement, cosmetics, lighting, sound
system, movement and stage decoration become an integral part in order to produce an
impressive esthetic success.

Based on the description, this article want to discuss two things: (1) what
ideology affect Balaganjur performance; and (2) how the changes are taking place in
Balaganjur.

Discussion
Competitive Pride.

The Balinese have a concept to cultivate innovative works through the ideology
of jengah. According to Mantera (1993:17), jengah are the dynamic properties possessed
by the Balinese people, a process or motion that became the base of all changes in the
life of Balinese people. "If taksu has a meaning as cultural creativity, then jengah is a
dynamic trait, a spiritual movement that becomes the base of all changes in people's
lives".

Conception of jengah is capable of burning the motivation that almost/always
appears as the motto in every competition. In this context, jengah become the
motivation to excite, in addition to pumping the spirit of someone who is pouted to rise
and "burned" his emotions, growing strong to achieve goals. In this context, the concept
of jengah is often based on a sense of wirang (defending) against cultural identity or
regional fanaticism. Giddens (2000:34) states that although globalization tends to bring
a trace of politics and power from the West that can weaken local culture, but at the
same time raise it back. Its reality in Bali also emerged in so-called glocalization. The
process of localization is wriggling in the wake of globalization. Ajeg Bali’s ideology as a
local politics is able to arouse the awareness of Balinese people. It is believed that local
principles and systems related to strengthening Balinese cultural values must be updated
in accordance with the needs of contemporary society, meaning that local systems
should be given new breath. Thus localization is a movement to maintain and develop
systemic and planned local values. The excitement of the Balinese community in the
frenetic activity of Balaganjur also shows a tendency to bring up local identity as a local
value-versus global value or as an attempt of traditionalization in the era of
modernization. Balinization in the era of Globalization. There is a mutually attractive
dialectic between traditional culture and modern culture. As global cultural flows urged
and choked it, Balinese culture continued to react and even wanted to show its existence
in a global cultural battle. Observing the paradigm of thinking like that ideology of jengah
in the context of Ajeg Bali is quite efficacious, in reality Balaganjur find the spirit of
awakening.

The ideology of Balaganjur innovation is more prominent in an effort to respond
to boredom, and resistance to establishment in an illusive way so that the created forms
are full of sensations, strange, sensual and unusual surfaces (Piliang 2003:223). Thus the
ideology embedded in the Balaganjur gamelan innovations are:

(A) Giving life and actuality to traditional music;
(B) Finding an adaptive Balaganjur identity and identity;
(C) Lifting Balaganjur in global music competition contestation.
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