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ABSTRAK  
 

Seni lukis flora dan fauna Pengosekan memiliki pesona daya tarik pada visual 

karya. Lukisan jenis ini pernah menjadi primadona di kalangan wisatawan era 1980-

an. Objek visual seni lukis ini kemudian muncul pada beberapa seni kerajinan di 

Kabupaten Gianyar. Seni kerajinan tersebut antara lain kerajinan batu padas, seni 

kerajinan kayu, dan seni kerajinan batik. Representasi seni lukis flora dan fauna pada 

seni kerajinan terlihat dari segi tema, bentuk, garis, dan warna. Penelitian ini fokus 

pada praktik representasi, estetika representasi, dan faktor terjadinya representasi seni 

lukis flora dan fauna Pengosekan pada produk seni kerajinan. Terdapat tiga teori yang 

digunakan yaitu teori representasi, teori estetika postmodern, dan teori praktik. Metode 

yang digunakan adalah metode kualitatif dengan pendekatan analisis representasi 

visual dan teks tekstual, data diperoleh melalui observasi, studi kepustakaan, 

Dokumen, dan wawancara mendalam dengan narasumber di lapangan. Hasil penelitian 

menunjukkan bahwa kehadiran citra seni lukis flora dan fauna Pengosekan melekat 

pada beberapa produk seni kerajinan di kabupaten Gianyar. Beberapa produk kerajinan 

tersebut antaralain seni kerajinan batu padas di Desa Singapadu Kaler dan Silakarang, 

Kecamatan Sukawati, seni kerajinan ukir kayu di Desa Singakerta, Kecamatan Ubud, 

dan seni kerajinan batik di Desa Kedewatan, Kecamatan Ubud. Faktor yang 

mempengaruhi terjadinya praktik representasi adalah kebutuhan ekonomi yang 

didukung oleh kreatifitas perajin, serta pasar flora dan fauna yang berkembang saat itu. 

Faktor-faktor tersebut mempengaruhi pikiran atau mental perajin untuk meciptakan 

karakteristik bahasa visual berbasis seni lukis flora dan fauna Pengosekan.  Citra 

representasi dapat diidentifikasi dari segi tema dan gaya visual yang meliputi bentuk, 

komposisi, garis, warna, dan volume. Terdapat tiga dampak dignifikan dari 

representasi yang terjadi yaitu pada aspek ekonomi, sosial, dan budaya masyarakatnya. 

Adanya praktik representasi sejatinya telah membantu eksistensi seni lukis flora dan 

fauna meskipun pada media dan fungsi yang berbeda. 

. 

Kata kunci: representasi, seni lukis, flora dan fauna, Pengosekan, seni kerajinan 
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ABSTRACT 
 

Pengosekan’s flora and fauna painting has a charm appeal to its visual works. 

This type of painting was once a favorite among tourists in the 1980s. This visual object 

of painting then appears in several arts and crafts in Gianyar Regency. These crafts 

include stone crafts, wood crafts, and batik arts. The representation of flora and fauna 

painting in the arts can be seen in terms of themes, shapes, lines, and colors. This 

research focuses on the process of representation, the aesthetics of representation, and 

the factors supporting the practice of representation in art and craft products. Three 

theories were used, namely representation theory, postmodern aesthetic theory, and 

practical theory. The used method is a qualitative method with an analytical approach 

to visual and textual representation. Data obtained through observation, literature 

study, documentation, and in-depth interviews with resource persons in the research 

field. The results of study show that the presence of Pengosekan’s flora and fauna 

painting is attached on several art and craft products in Gianyar. Some of these 

handicraft products include stone crafts in Singapadu Kaler and Silakarang Villages, 

Sukawati, wood carving arts in Singakerta Village, Ubud, and batik arts in Kedewatan 

Village, Ubud. The factors that influenced the practice of representation are economic 

needs supported by the artisans’ creativity, as well as the flora and fauna market that 

was developing at that time. These factors influence the artist's mind or mentality to 

create visual language characteristics based on Pengosekan's flora and fauna painting. 

Representational images can be identified in terms of themes and visual styles which 

include shape, composition, lines, color, and volume. There are three significant 

impacts of the representation; they are on the economic, social and cultural aspects of 

community. The practice of representation has actually helped the existence of flora 

and fauna painting, although in different media and functions. 

 

Keywords: representation, Pengosekan, flora and fauna, painting, crafts 
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RINGKASAN 
 

Perkembangan seni lukis flora dan fauna Pengosekan terjadi secara bertahap 

dan dipengaruhi oleh beberapa faktor, antara lain: ekonomi, pariwisata, pendidikan dan 

lingkungan. Pariwisata menumbuhkan kegiatan ekonomi kreatif, meratakan 

kesempatan kerja dan usaha bagi masyarakat. Wisata budaya yang dikembangkan di 

Gianyar, merupakan aspek utama yang turut mempopulerkan Pengosekan sebagai 

daerah tujuan wisata. Pengosekan yang berada di wilayah Ubud menjadi jalur wisata 

dengan konsentrasi tujuan wisata berupa seni lukis. Perkembangan seni lukis flora dan 

fauna Pengosekan mulai terjadi setelah para pelukis mendapat kunjungan dan 

berinteraksi dengan para konsumen yang tak lain adalah para wisatawan domestik dan 

luar negeri yang mengunjungi studio ataupun galeri lukisan mereka. Dari kunjungan 

tersebut terjalin interaksi, pertukaran ide dan gagasan kreatif dalam penciptaan karya 

seni lukis. Hal ini semakin merangsang kreativitas pelukis dalam pengolahan bentuk, 

warna, pengembangan tema, bahkan teknik pembuatannya.  

Merebaknya produksi lukisan flora dan fauna Pengosekan disertai dengan 

meningkatnya kehidupan ekonomi masyarakatnya, secara tidak langsung memberikan 

motivasi kepada seniman lain untuk mengembangkan karyanya.  Bersamaan dengan 

masa kejayaan seni lukis flora dan fauna Pengosekan, representasi seni lukis tersebut 

ditemukan pada beberapa barang seni kerajinan, antara lain: seni kerajinan ukir kayu, 

seni kerajinan batu padas, dan seni kerajinan batik lukis yang tersebar beberapa daerah 

di Kabupaten Gianyar. Motif flora dan fauna diadopsi dari pengembangan bentuk objek 
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lukisan flora dan fauna Pengosekan. Hasil produksi kerajinan bermotif flora dan fauna, 

seperti relief batu padas, bingkai cermin dan sketsel (pembatas ruangan) kayu, serta 

produk batik lukis yaitu bed cover dan kain pantai  sangat diminati konsumen pada 

masa itu. motivasi kerja dan inovasi dari para perajin untuk menciptakan produk yang 

dapat diminati konsumen. Pada dasarnya seni kerajinan sangat mengikuti perubahan 

pasar, ketika produk dilempar ke pasar memiliki daya jual yang baik, maka perajin 

akan sekuat tenaga untuk memproduksinya.  

Kejayaan seni lukis flora dan fauna Pengosekan menimbulkan motivasi kerja 

bagi para perajin untuk mengembangkan karya seni mereka. Mereka dipacu untuk 

mengembangkan produk-produk baru agar dapat bersaing di dunia pasar pariwisata. 

Selain karena adanya motivasi kerja dan ekonomi, perkembangan yang terjadi juga 

karena didukung adanya semangat belajar dari para perajin yang tercermin dari kualitas 

produk yang diciptakan. Disisi lain merebaknya representasi lukisan flora dan fauna 

Pengosekan pada seni kerajinan, semakin banyak memberikan alternatif pilihan produk 

kepada konsumen, sehingga secara tidak langsung terjadi persaingan yang sangat ketat 

antar dua produk seni tersebut. Terjadinya representasi seni lukis flora dan fauna 

Pengosekan pada karya-karya seni kerajinan sangat jelas menunjukkan adanya 

implikasi pada dua kesenian tersebut,  dilihat dari sisi penciptaan visual karya, maupun 

pada sisi ekonomi, sosial dan budaya para pelaku seni dan masyarakat disekitarnya. 

Berdasar latar belakang di atas dirumuskan beberapa permasalahan yaitu, 1) 

Mengapa terjadi representasi seni lukis flora dan fauna Pengosekan pada seni kerajinan 

di Kabupaten Gianyar. 2) Bagaimana estetika seni lukis flora dan fauna Pengosekan 
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pada seni kerajinan di Kabupaten Gianyar. 3) Apa dampak representasi seni lukis flora 

dan fauna Pengosekan pada seni kerajinan di Kabupaten Gianyar. 

Sebagai sebuah aktivitas ilmiah, penelitian ini secara umum bertujuan untuk 

mendapatkan pengetahuan dan pemahaman secara lengkap mengenai representasi seni 

lukis flora dan fauna Pengosekan pada seni kerajinan di Kabupaten Gianyar. Lebih 

khusus dalam mengungkap latar belakang terjadinya praktik representasi seni lukis 

flora dan fauna Pengosekan pada seni kerajinan di Kabupaten Gianyar. Mengetahui 

bentuk representasi seni lukis flora dan fauna Pengosekan pada seni kerajinan di 

Kabupaten Gianyar, serta mengungkap dampak representasi seni lukis flora dan fauna 

Pengosekan pada seni kerajinan di Kabupaten Gianyar. 

Hasil penelitian ini dapat dipergunakan sebagai salah satu referensi yang 

memadai terkait dengan representasi seni lukis flora dan fauna Pengosekan pada seni 

kerajinan di Kabupaten Gianyar. Mampu menjadi media edukasi bagi masyarakat dan 

generasi muda terkait dengan seni budaya Bali khususnya seni lukis tradisional dan 

seni kerajinan yang keberadaannya saat ini hamper punah. Diharapkan dapat membuka 

akses kepada pemerintah dalam upaya pelestarian seni budaya Bali, khususnya seni 

lukis flora dan fauna Pengosekan.  

 Lokasi penelitian terkait dengan seni kerajinan difokuskan pada beberapa 

wilayah di Kabupaten Gianyar. Adapun wilayah-wilayah tersebut diantaranya: (1) 

Wilayah Desa Singapadu Kaler khususnya di Bajar (Desa Adat) Silakarang yang 

termasuk dalam Kecamatan Sukawati. Daerah ini menghasilkan produk seni kerajinan 
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yang berbahan dasar batu padas atau batu putih; (2) Wilayah Desa Singakerta, 

Kecamatan Ubud yang merupakan wilayah dengan hasil pengolahan kayu sebagai 

produk seni kerajinannya; dan (3) Wilayah Desa Kedewatan, Kecamatan Ubud dengan 

produk kerajinan yaitu batik lukis.  

 Model representasi seni lukis flora dan fauna Pengosekan yang hadir dalam 

produk kerajinan merupakan sebuah tindakan untuk menunjukkan citra seni lukis di 

dalam medium yang berbeda dari medium aslinya. Representasi seni lukis flora dan 

fauna pada produk seni kerajinan hadir sebagai citra seni lukis flora dan fauna 

Pengosekan yang diadopsi tidak hanya pada pemilihan tema tetapi telah sampai pada 

hal teknis seperti komposisi yang terdapat pada seni lukis flora dan fauna pakem 

Pengosekan. Komponen lainnya yaitu gaya visual meliputi unsur garis yang tersajikan 

dalam setiap produk kerajinan sangat terkesan tegas, sepontan, serta dengan sentuhan 

estetis yang kuat dari para seniman atau pengerajin dalam menghasilkan produk 

kerajinannya. Unsur yang membentuk model representasi berikutnya adalah unsur 

volume pada produk kerajinan yang menghadirkan citra seni lukis flora dan fauna 

Pengosekan. Volume merupakan dimensi pada setiap unsur bentuk yang tersusun 

secara estetik dalam sebuah karya seni. Dengan demikian, model representasi seni lukis 

flora dan fauna Pengosekan pada seni kerajinan secara beberapa unsur memiliki 

keterkaitan.  

Estetika memberikan jembatan penting dalam memahami persoalan seni 

sebagai sebuah pengalaman terhadap objek seni. Citra seni lukis flora dan fauna 
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Pengosekan sebagai produk seni yang menawarkan kenyamanan dan keteduhan bagi 

audience yang melihat, banyak digandrungi konsumen. Citra merupakan salinan 

realitas di luar dirinya yang disebut Baudrillard sebagai simulacra. Estetika meniru 

merupakan  simulacram murni, tidak terkecuali produk-produk representasi seni lukis 

flora dan fauna Pengosekan pada seni kerajinan ukir kayu, batu padas, dan batik Bali. 

Pada praktik representasi pada seni kerajinan keautentikan seni lukis flora dan fauna 

Pengosekan dikabutkan dengan pencitraan sehingga terjadi perubahan seni murni 

menjadi seni terap yang orientasinya adalah  produk massa. 

Representasi seni lukis flora dan fauna Pengosekan pada seni kerajinan sangat 

berdampak secara signifikan bagi perkembangan ekonomi para perajin dan masyarakat 

yang terlibat di dalamnya, khususnya yang berada di wilayah Kabupaten Gianyar. 

Perkembangan ekonomi sangat dirasakan sebagai sebuah upaya yang dilakukan secara 

signfikan dalam menjadikan wilayah tersebut sebagai tempat tidak hanya memamerkan 

berbagai karya seni yang dimiliki, tetapi ada berbagai peluang bisnis yang diharapkan 

mampu menopang sumber perekonomian masyarakat. Perihal ini ditandai dengan 

meningkatnya hasil produksi seni kerajinan yang menyebabkan perlunya beragam 

motif kerajinan yang perlu ditawarkan untuk menghindari pola monoton dalam proses 

produksi barang-barang kerajinan kepada konsumen. 

Secara sosiologis, proses representasi seni lukis flora dan fauna Pengosekan 

pada seni kerajinan dapat dimengerti sebagai dualitas struktur. Artinya masing-masing 

struktur yang terbangun dalam tubuh komunitas mengalami pertukaran dan saling 
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mempengaruhi. Hal ini dimengerti sebagai bagian dari bentuk reproduksi struktur 

komunitas yang ada. Peran masyarakat komunitas seni kerajinan (pengerajin) 

mengadakan reproduksi struktur dalam imaginasinya untuk memperbaharui struktur 

sebelumnya. Akhirnya muncul sebuah karya seni yang baru dan lebih 

merepresentasikan kebutuhan jaman. 

Dampak representasi seni lukis flora dan fauna Pengosekan pada seni kerajinan 

memiliki dampak budaya baik negatif dan postif. Secara negatif, dampak tersebut 

menjadikan ajang komersialisasi semakin masif, terjadinya bentuk mimesis (tiruan) 

terhadap suatu karya yang dari asalnya sehingga dalam suatu budaya terjadi pergeseran 

orientasi awal. Representasi menyebabkan munculnya gaya dan produk baru dalam 

teknis penciptaan objek flora fauna. Dalam konteks positifnya, representasi seni lukis 

flora dan fauna Pengosekan pada seni kerajinan mendukung terjadinya evolusi 

kebudayaan untuk menerima sebuah konsekuensi jaman dan lebih tepat mengarah 

kepada suatu kebudayaan yang mampu merespon kehadiran orientasi jaman yang baru. 

Perubahan ini merupakan keniscayaan yang terjadi dalam suatu sistem kebudayaan 

masyarakat Bali, yang juga dapat menjadi salah satu faktor  penunjang eksistensi  

sebuah kebudayaan  yang berjalan secara dinamis.
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ABSTRAK 

 
FOTOGRAFI PUISI SEBAGAI MEDIA KRITIK SOSIAL DAN 

PELESTARIAN BENTENG KEDUNGCOWEK 

 

Program Pascasarjana, Institut Seni Indonesia Denpasar, 2024 

Oleh: Yulius Widi Nugroho 

 

 

Benteng Kedungcowek merupakan warisan kolonial Belanda yang 

memiliki nilai sejarah tentang budaya dan perjuangan masa lalu, tetapi kondisi 

terkini benteng tersebut terbengkalai dan menjadi tantangan dalam menjaga 

keberlanjutan eksistensinya. Penelitian ini bertujuan untuk mengeksplorasi 

bagaimana fotografi puisi dapat menjadi media yang efektif dalam mengkritik isu-

isu sosial yang terkait dengan pelestarian benteng ini. Studi ini merupakan 

penciptaan karya seni dengan mengaplikasikan teori-teori pada setiap prosesnya. 

Data dikumpulkan melalui wawancara dengan budayawan dan fotografer yang 

berkompeten, dokumentasi visual, dan analisis teks. Melalui penggunaan elemen-

elemen seni visual, seperti komposisi, warna, dan simbol, fotografi puisi mampu 

merangsang perasaan penonton dan mendorong penyadaran tentang pentingnya 

pelestarian warisan budaya. Media fotografi dipilih karena merupakan salah satu 

media yang mampu merekam realitas di lapangan, dan pengembangan menjadi 

fotografi puisi agar pesan kritik sosial menjadi lebih mendalam dan mengena. 

Konsep penciptaan karya seni ini menggunakan media utama fotografi yang 

dimaknai tampilan visualnya, kemudian dibuat puisi berdasarkan pemaknaan 

tersebut. Foto dan puisi disajikan menjadi satu kesatuan karya seni visual poetry 

yang disebut fotografi puisi, merupakan novelty dari penciptaan karya seni. Pesan-

pesan kritik sosial tentang pelestarian Benteng Kedungcowek untuk diusahakan 

mencapai audiens yang lebih luas dan memicu partisipasi masyarakat dalam upaya 

pelestarian. Karya fotografi puisi muncul sebagai media yang kuat dalam 

mengkritik sosial dalam konteks pelestarian warisan budaya seperti Benteng 

Kedungcowek. Penciptaan ini memberikan wawasan penting tentang bagaimana 

seni visual dapat berperan dalam advokasi pelestarian warisan budaya dan 

memberikan inspirasi bagi seniman, aktivis, pemerintah lokal, dan masyarakat luas 

untuk bekerja sama dalam upaya pelestarian Benteng Kedungcowek. Hasil 

penelitian menunjukkan bahwa fotografi puisi mampu menyampaikan pesan-pesan 

kritis terkait pelestarian Benteng Kedungcowek dengan cara yang mendalam dan 

menggugah perasaan. 

 

Kata kunci: Benteng Kedungcowek, Kritik sosial, Fotografi Puisi, Visual Poetry 
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ABSTRACT 

 

POETRY PHOTOGRAPHY AS A MEDIA FOR SOCIAL CRITICISM 

AND PRESERVATION OF KEDUNGCOWEK FORT 

 

Postgraduate Program, Indonesian Institute of the Arts Denpasar, 2024 

By: Yulius Widi Nugroho 

 

 

Kedungcowek Fort is a Dutch colonial heritage that has historical value about 

culture and past struggles, but the current condition of the fort is neglected and 

becomes a challenge in maintaining its sustainability. This study aims to explore 

how poetry photography can be an effective medium in criticizing social issues 

related to the preservation of this fort. This study is the creation of artwork by 

applying theories to each process. Data were collected through interviews with 

competent cultural figures and photographers, visual documentation, and text 

analysis. Through the use of visual art elements, such as composition, color, and 

symbols, poetry photography is able to stimulate the audience's feelings and 

encourage awareness of the importance of preserving cultural heritage. 

Photography media was chosen because it is one of the media that is able to record 

reality in the field, and development into poetry photography so that the message 

of social criticism becomes deeper and more striking. The concept of creating this 

artwork uses the main medium of photography which is interpreted as its visual 

appearance, then poetry is created based on that meaning. Photos and poetry are 

presented as a single visual poetry artwork called poetry photography, which is a 

novelty of the creation of artwork. Social criticism messages about the preservation 

of Benteng Kedungcowek to try to reach a wider audience and trigger community 

participation in preservation efforts. Poetry photography works emerge as a 

powerful medium in social criticism in the context of preserving cultural heritage 

such as Benteng Kedungcowek. This creation provides important insights into how 

visual art can play a role in advocating for the preservation of cultural heritage 

and inspire artists, activists, local governments, and the wider community to work 

together in efforts to preserve Benteng Kedungcowek. The results of the study show 

that poetry photography is able to convey critical messages related to the 

preservation of Benteng Kedungcowek in a profound and emotional way. 

 

Keywords: Kedungcowek Fort, Social criticism, Poetry Photography, Visual 

Poetry 
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ABSTRACT  

This study examines Yasana’s creativity in wayang painting, focusing on 

the formation of visual style, iconological meaning, and the transformation of 

Balinese aesthetics within a contemporary context. The research addresses three 

main issues: Yasana’s creative process in shaping his painting style, the visual 

meanings of his works through an iconological approach, and the forms of aesthetic 

transformation reflected in his works. The method employed is descriptive 

qualitative with emic and etic approaches. Data were collected through artwork 

observation, documentation study, and visual analysis. The emic approach is used 

to understand the artist’s perspective, while the etic approach is applied to analyze 

the structure and visual elements of the artworks. Theories of style and iconology 

serve as the primary framework for interpreting the paintings. 

The results show that Yasana’s visual style is formed through a synthesis 

of the traditional Wayang Kamasan style and contemporary visual exploration, 

resulting in a distinctive artistic character. This style is characterized by expressive 

stylization of wayang figures, the use of decorative and contrasting colors, and 

dense, dynamic compositions. Iconological analysis reveals that Yasana’s works 

contain symbolic, philosophical, and social meanings related to Balinese cultural 

values and contemporary life. 

The study also identifies a transformation of Balinese aesthetics marked 

by the reinterpretation of classical Kamasan wayang figures into a more contextual 

hybrid aesthetic form. Yasana’s wayang paintings function not only as 

representations of tradition but also as a medium of creative expression that reflects 

the dynamic evolution of Balinese aesthetics. Yasana holds an important position 

as a transformative artist who bridges classical and contemporary aesthetics. 

The main findings include the concept of Yasana’s transformative wayang 

style and the adaptive transformation of Balinese aesthetics that accommodates 

artistic innovation without abandoning its traditional roots. This study contributes 

to the development of iconological studies in wayang painting, academic 

documentation of Yasana’s works, and the strengthening of cultural preservation 

and creative industry development. It is recommended that artists, educational 

institutions, and government bodies support innovation and sustainability in 

Balinese wayang painting. 

Keywords: wayang painting, iconology, aesthetic transformation, Bali, Yasana. 

 

 



 

 

xi 

 

ABSTRAK  

Penelitian ini mengkaji kreativitas Yasana dalam seni lukis wayang dengan fokus 

pada pembentukan gaya rupa, makna ikonologis, dan transformasi estetika Bali dalam 

konteks kontemporer. Permasalahan penelitian mencakup proses kreatif Yasana, makna 
visual karya melalui pendekatan ikonologi, serta bentuk transformasi estetika yang 

dihasilkan. Metode yang digunakan adalah deskriptif kualitatif dengan pendekatan emik 

dan etik. Data diperoleh melalui observasi karya, studi dokumentasi, dan analisis unsur 
rupa. Pendekatan emik digunakan untuk memahami perspektif seniman, sedangkan 

pendekatan etik untuk menganalisis struktur visual karya. Teori gaya dan ikonologi 

menjadi landasan utama dalam interpretasi karya. 

Hasil penelitian menunjukkan bahwa gaya rupa Yasana terbentuk melalui 

perpaduan antara tradisi Wayang Kamasan dan eksplorasi rupa kontemporer, 

menghasilkan karakter visual yang khas. Gaya ini ditandai oleh stilisasi figur 

wayang yang ekspresif, penggunaan warna dekoratif dan kontras, serta komposisi 

yang padat dan dinamis. Secara ikonologis, karya-karya Yasana mengandung 

makna simbolik, filosofis, dan sosial yang berkaitan dengan nilai budaya Bali dan 

realitas kehidupan kontemporer. 

Penelitian ini juga menemukan adanya transformasi estetika Bali melalui 

reinterpretasi figurasi wayang klasik ke dalam bentuk estetika hibrid yang lebih 

kontekstual. Seni lukis wayang Yasana tidak hanya merepresentasikan tradisi, 

tetapi juga menjadi media ekspresi kreatif yang mencerminkan dinamika perubahan 

estetika Bali. Yasana menempati posisi penting sebagai seniman transformatif yang 

menjembatani estetika klasik dan kontemporer. 

Temuan utama meliputi konsep gaya wayang transformatif dan bentuk 

transformasi estetika Bali yang adaptif terhadap inovasi tanpa meninggalkan akar 

tradisi. Penelitian ini berkontribusi pada pengembangan kajian ikonologi dalam 

seni lukis wayang, dokumentasi akademik karya Yasana, serta penguatan 

pelestarian budaya dan pengembangan industri kreatif berbasis seni tradisi. 

Disarankan agar seniman, institusi pendidikan, dan pemerintah mendukung inovasi 

dan keberlanjutan seni lukis wayang Bali. 

Kata kunci: seni lukis wayang, ikonologi, transformasi estetika, Bali, Yasana. 
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The high consumer interest in Pengosekan’s flora and fauna paintings of 
the 1980s was one supporting factor for representing this painting in 
several arts and crafts in the Gianyar region. The craft representing 
themes, techniques, and visual objects of Pengosekan’s flora and fauna 
painting, is the art of batik craft in Ubud district. This research reviews 
explicitly the process of this representation, the underlying factors, and 
the socio-economic impacts on the supporting community. This 
qualitative research uses aesthetic and representation theories to 
uncover research problems. The results show that the visual objects of 
Pengosekan’s flora and fauna paintings are represented in batik art 
products in Ubud district, as seen in themes, techniques, and visual 
objects attached to these batik art products. The representation is 
influenced by the painting image of Pengosekan’s flora and fauna as a 
trendsetter of art products. Moreover, it is also supported by the 
artisans’ motivation to create innovative forms of their products. Some 
of these factors are inseparable from the influence of tourism 
development and the developed market at that time. 

 
 

1.  Introduction 
 
Ubud district in Bali- Indonesia is famous among domestic and foreign tourists for its natural 

beauty, as well as for its diverse arts and culture (Hakim et al., 2009, Antara & Sumarniasih, 2017). 
The development of art and culture in Ubud area can be said to be very fast and advanced, even the 
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pulse of people's lives cannot be separated from art (Martana, 2002, Vickers, 2022). Along the way 
around Ubud, there are many galleries selling various works of art by Ubud community, whether in 
the form of paintings, crafts, or fashion products. The center of painting production in Ubud is 
Pengosekan Village. Since the early 1980s, Pengosekan's painting began to find its characteristics, 
which can be seen from the paintings of flora and fauna. The widespread of production and sale of 
Pengosekan’s flora and fauna paintings of 1980s era motivated several artisans to innovate similar 
craft products. The purpose is to embrace the painting market. The representation of themes, 
techniques, and visual objects of Pengosekan's flora and fauna paintings are created in the form of 
batik art in several villages in Ubud. Some of these villages include Kedewatan, Sayan, and Lungsiakan 
village. Specifically, the urgency of this research is the development and preservation of Balinese arts 
and culture, related to painting and crafts. 

 
2.  Materials and Methods 

 
This research is a qualitative research, using aesthetic and representation theories in 

uncovering research problems. Data sources used in this study are primary and secondary sources. 
The primary data were obtained from interview to several informants and direct observations of 
Pengosekan’s painting and batik arts in Ubud District. Secondary sources were obtained from various 
documents, writings, research reports and literatures related to this research. The secondary sources 
are used as a supporting data to improve the primary source. 

Data collection methods are observation and interview. Field observation was used to gather 
visual data regarding the characteristics of Pengosekan painting inherent in the art of batik in Ubud 
District. Field observations were carried out by visiting several villages, namely Pengosekan, 
Kedewatan, Sayan and Lungsiakan Villages which are still included in Ubud District area. The 
obtained data from several villages were then analyzed to find out the answers of research problems. 
The interview method was used to obtain data in the form of oral information regarding the history 
of batik arts development in Ubud District, from artisans, community leaders, and cultural observers 
as a complement to the developed analysis. 
 
3.  Results and Discussions 

 
 Pengosekan’s flora and fauna painting is a traditional Balinese painting style that has been 
developed since the early 1980s, which was born from the creativity of painters, the result of 
experimentation and innovation and the development of ideas provided by consumers. The theme of 
surrounding plants and animals is visualized in the form of paintings. At the beginning of its 
emergence, the Pengosekan’s painting in themes of flora and fauna still sources from Balinese 
folklore, namely Tantri or Tantri Kamandaka stories. The stories are a collection of animal tales with 
animal characterizations which is full of moral messages. Paintings with Tantri theme had developed 
previously, but they only became popular in the 1980s. I Dewa Putu Manggis and I Dewa Putu Mokoh 
are two painters who originally used the Tantri theme in their works. 
 The famous image of Pengosekan's flora and fauna painting has experienced a long creative 
process by Pengosekan’s painter who built his identity as a painter with personal characteristics 
influenced by the collective situation in the painter's environment. The high level of consumer 
interest in the Pengosekan’s flora and fauna paintings in the 1980s was one of supporting factors for 
the practice of representing flora and fauna paintings in several arts and crafts in Gianyar. The craft 
that represents the visual art of Pengosekan’s flora and fauna painting is in the form of batik art in 
Kedewatan Ubud. 
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 The presence of flora and fauna painting as the identity of Pengosekan Village, then it is 
represented in the arts and crafts, is inseparable from the practice of producing cultural meanings. 
Struat Hall (1997) shows that the act of representation is inseparable from two important 
components, namely thought and language. It is really important to understand the relational of these 
two components in order to observe how far the representation of Pengosekan's flora and fauna in 
several arts and crafts has been practiced. The presence of abstract or conceptual thoughts requires 
language as a translator for the existence of these conceptual thoughts. Therefore, Hall (Setyowati, 
2019:93) concludes that representation can be said to be a symbolization act that reflects the world 
of independent objects. Meanwhile, to carry out this symbolic action, the role of language is important 
to convey the meaning of mind abstraction to other subjects. It means that the real role of language is 
as a medium of objects representation in the conceptual mind of object’s meaning to be conveyed to 
the recipient. 
 Based on Struat Hall's point of view regarding the representation above, it can be understood 
that the conceptual idea of Pengosekan’s flora and fauna painting is translated through a different 
medium, that is in the form of batik crafts. Thus, it is ensuring the object independence of flora and 
fauna paintings which present incompletely in a different medium. Therefore, the craft that adopts 
and is inspired by the visual objects of Pengosekan’s flora and fauna paintings is an effort to build a 
new image of craft to meet personal needs as well as consumers who have an interest in crafts with 
their renewal. 
 This representation occurs from a socio-economic perspective, which is confronted with the 
importance of maintaining economic stability against the scope of needs of craftsmen. The emergence 
of various crafts that visualize the art of flora and fauna paintings can actually be understood as a 
practice of representation. It is an effort to transform the visual art of painting into a different 
medium. Unknowingly, the identity image of Pengosekan's flora and fauna painting has experienced 
an incomplete displacement of space that was previously in canvas media, turning into other 
mediums such as stone, wood and cloth which is used as fashion. 
 The practice of Pengosekan’s flora and fauna paintings in the art of batik can be seen from the 
created products. These handicrafts are mass or periodically products as part of consumer needs for 
functional purposes and contain aesthetic value. Batik as one of the fashion icons in Indonesia, each 
region has its own characteristics. These characteristics indicate the diversity of ways to produce art 
works in accordance to the spirit of regional culture. Especially in Bali, the development of batik 
becomes a product that is growing rapidly. It can be seen from the various batik artisan industries 
that can be found quite a lot in several areas in Bali. Interest in batik as a traditional fashion is not 
only glimpsed by the local community, but various layers of society both nationally and globally have 
a high interest in using Balinese batik handicraft products. 
 The rapid development and consumer demand for Balinese batik has made batik produced in 
many varieties. The various types of production seem to be an effort by distributors and owners of 
batik industry to avoid a decrease in consumer interest in monotonous motifs, so that dynamic 
development is prioritized in batik. Finally, various motifs in Balinese batik present to meet market 
needs and tastes. 
 The development of this type of batik craft production is not only from the direct awareness of 
entrepreneurs and Balinese batik craftsmen, but also the interest among consumers to provide input 
and ideas has received a positive response from batik craftsmen. Therefore, various types and motifs 
in Balinese batik have developed. This development also makes the art of flora and fauna painting 
represented in the art of Balinese batik. 
 The presence of the flora and fauna painting image in Balinese batik is inseparable from various 
efforts to build creativity of the craftsmen. This creativity give reflection on Balinese batik craftsmen 
that the development of various motifs in craft needs to be pursued as a basis in providing support to 
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the motif’s diversity of consumers interest. Technically, batik artisans generally use several 
techniques in their work, including written technique, written batik technique and stamped 
technique, which in fact each of these technique produces a variety of aesthetic impressions. 
 The artisans of Balinese batik with flora and fauna theme can be found in Lungsiakan, Sayan 
and Kedewatan village, which are still part of the Ubud district. Before the existence of batik with flora 
and fauna theme in Kedewatan village, Ubud, another batik product called the Ubud Pucuk style had 
developed, which is owned by Mudita, but the craftsmanship was still in simple techniques. Then, it 
is developed to be Balinese batik with innovative motifs and techniques. 
 Some products have reached and entered the market industry throughout the world. The 
various Balinese batik handicrafts such as: beach sarongs/cloths, dresses, and clothes. On its way, the 
production has experienced ups and downs which are influenced by several factors. One of the batik 
businesses in Kedewatan Village that still survives and keep producing today is the Mawar's Batik 
Dewata Bali business or it is familiarly called Mawar Batik. This business is owned by Mrs. Ni Nyoman 
Sekar who is also a craftsman. Mawar Batik has grown rapidly, and has become an economic pillar for 
artisans and people who work in it. The batik market in Bali is indeed not as busy as in Java, especially 
since the Covid-19 pandemic that hit the world over the past few years and has had a huge impact on 
all work activities, including Batik crafts. Its existence needs attention in order to support tourism in 
Ubud area. The representation of Pengosekan's flora and fauna paintings is also inseparable from its 
presence as a motif that is included in various products of Balinese batik crafts. 
 

Table 1. Types of Balinese Batik Arts and Crafts Products 

No.  Types of 
product  

Product image description 

1. Beach 
cloth  

 

 

The beach cloth is made from a 
special batik cloth of a type of 
cotton, with abur or gradation 
coloring technique, resembling 
the rubbing painting 
technique. 
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2.  Bed  

cover  

 

Apart from beach cloth, other 
types of batik products are bed 
covers or blankets. Made by 
adding a special ingredient, 
namely Dacron for stuffing in 
the bed cover to make it 
thicker. 

 
 

Balinese batik crafts also develop very fast. The various products are inseparable from the 
artisan's efforts to express their ideas, especially in designing their own products. This is based on 
the emergence of principle to attract consumers’ interest to the work results. The presented designs 
are also inseparable from various parties who wish to recreate various entities of originate Balinese 
nature in a traditional way. It means that various aspects that build the natural beauty of Balinese 
traditional life become references for batik craft motifs. Considering that, the developments occurred 
in the social life in Bali had experienced quite massive growth, such as developments that were 
continuously being carried out by the government and individuals, so that the image of Bali which 
was always described as a paradise of world with natural views that were typically countryside had 
turned into a metropolitan city. This becomes the impetus to revive the images of Bali which are well-
known in the world sight, especially in ecological destinations that are full of knowledge about the 
natural beauty of Bali. Therefore, various motifs of Bali’s natural beauty appear as objects in batik 
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crafts, and then flower motifs appear with the perspective that rituals or ceremonies in Bali are 
inseparable from the presence of flower elements, which seem to give the impression of beauty to 
religious activities in Bali. 

The awareness to build an autonomous design with an effort to not imitate the designs of other 
Balinese batik crafts, presents an attitude of the importance of creativity value in building a business 
through the craft sector. In addition, to forming the image of a separate batik craft industry, this aspect 
is said to be able to attract consumer interest in the craft products. Moreover, the skill of creating a 
design is also inseparable from several Balinese batik artisans who were previously painters, so that 
several traditional painting techniques are also applied to create batik design. Then finally, its own 
characteristics are obtained in the works of Balinese batik crafts. 

The main capital applied as a batik craftsman cannot be separated from the awareness to 
present its own characteristics to its products. This characteristic reflects the identity of batik crafts 
which explicitly gives a touch to further efforts to act as a craft entrepreneur. It means that the 
competition principle is not the main choice, but rather builds identity towards creativity in the art 
of batik which is adapted to market interests. 

Thus, the presence of Pengosekan’s flora and fauna painting in the practice of representing 
some developing art and craft products is inseparable from the glory of flora and fauna painting in 
the world sight. Among the many enthusiasts of typical Pengosekan’s flora and fauna painting style, 
many are represented in several arts and crafts. This is an alternative or other choice for consumers 
in enjoying the image of Pengosekan's flora and fauna paintings. Due to the various influences and 
consumer interest which is quite high in arts and crafts as their needs. It has led to the efforts made 
by craftsmen to be able to build their creativity as a response to follow the trends of the times. 
 

Table 2. Representation of Pengosekan’s Flora and Fauna Painting in Batik Arts 
 

Category Pengosekan’s Flora 
and Fauna Painting  

The Art of Batik Painting Description  

Form  

 
I Dewa Made Bawa, 
Lotus, ink and acrylic on 
canvas, 90x60 cm, 1997. 

 

 

 
Product of Batik Painting 

From the two 
images, one can 
see the similarity 
in shape of the 
visual object of 
the artwork. 

Colour 
 

  In terms of color, 
there is a 
similarity in the 
color nuances 
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I Dewa Nyoman Batuan, 
Pucuk, ink and acrylic on 
canvas, 90x60 cm, 1985. 
 

 
Product of Batik Painting 

used, as well as 
the coloring 
technique that 
applies the 
gradation 
technique 

Line  

 
I Dewa Nyoman Batuan, 
Anggrek ink and acrylic 
on canvas, 90x60 cm, 
1985. 
 

 

 
Product of Batik Painting 

From the visible 
lines of the two 
products, they 
show firm and 
rigid lines, so that 
both objects 
seem decorative 

 
4.  Conclusion 

 
 The visual objects of Pengosekan's flora and fauna painting are represented in batik art 
products in Ubud district. This can be seen in terms of themes, techniques, and visual objects attached 
to these batik art products. The occurred representation is influenced by the existence of 
Pengosekan’s flora and fauna painting image as a trendsetter of art products. Apart from that, the 
visual object representation of Pengosekan’s flora and fauna painting is also supported by the 
artisans’ motivation to create innovative forms of products. Some of these factors are inseparable 
from the influence of tourism development and market demand that developed at that time. 
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ABSTRACT 

Photography Poetry is a form of creative expression that combines literary and visual 
elements to create powerful and inspiring works of art. This research develops an art 
creation method using photography media to explore meaning directed towards poetry 
literary works, as a manifestation of the potential of poetry photography as a hybrid 
work of art. This creation aims to explore the process of making poetry photography, 
explore how to compose poetry words based on the visual elements of photography, and 
analyze how poetry photography works can be understood and enjoyed by the audience. 
Explore and develop methods used in creating hybrid works of art, using Roland 
Barthes’ theory of visual meaning. Producing unique and profound works of art, which 
are able to communicate meaning and emotion in a more complex way than words or 
images alone. An in-depth analysis of the results of the creation of this work reveals that 
poetry photography is a medium that allows artists to convey emotional and intellectual 
messages in a deeper and broader way. Poetic photography shows that hybrid art is a 
bridge between different types of creative expression, creating engaging experiences and 
changing the way we view art in a broader context. It is hoped that this research will 
become a basis for further development in the field of artistic and literary photography, 
as well as inspiring artists/researchers to continue exploring the boundaries of creativity 
in poetry photography.
Keywords: photography; poetry; hybrid art

ABSTRAK

Fotografi Puisi merupakan bentuk ekspresi kreatif yang menggabungkan unsur-unsur 
sastra dan visual untuk menciptakan karya seni yang kuat dan menginspirasi. Penelitian 
ini mengembangkan metode penciptaan seni menggunakan media fotografi untuk 
menggali pemaknaan yang diarahkan untuk karya sastra puisi, sebagai wujud potensi 
fotografi puisi sebagai karya seni hibrida. Penciptaan ini bertujuan untuk menjelajahi 
proses pembuatan fotografi puisi, mengeksplorasi cara menyusun kata-kata puisi 
berdasarkan elemen visual fotografi, serta menganalisis bagaimana karya fotografi 
puisi dapat dipahami dan dinikmati oleh penonton. Menggali dan mengembangkan 
metode yang digunakan dalam menciptakan karya seni hibrida, menggunakan teori 
pemaknaan visual dari Roland Barthes. Menghasilkan karya-karya seni yang unik dan 
mendalam, yang mampu mengkomunikasikan makna dan emosi dengan cara yang 
lebih kompleks daripada kata-kata atau gambar sendiri. Analisis mendalam terhadap 
hasil penciptaan karya ini mengungkapkan bahwa fotografi puisi merupakan medium 
yang mampu memungkinkan seniman untuk menyampaikan pesan emosional dan 
intelektual dengan cara yang lebih mendalam dan luas. Fotografi puisi menunjukkan 
bahwa seni hibrida adalah jembatan antara berbagai jenis ekspresi kreatif, menciptakan 
pengalaman yang menarik dan mengubah cara kita melihat seni dalam konteks yang 
lebih luas. Diharapkan penelitian ini akan menjadi landasan untuk pengembangan lebih 
lanjut dalam bidang fotografi seni dan sastra, serta menginspirasi para seniman/peneliti 
untuk terus menggali batas-batas kreativitas dalam fotografi puisi.
Kata kunci: fotografi; puisi; seni hibrida
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1.	Introduction

Poetry has long been an art form full of imagination, emotion and the beauty of words. In the history of 
literature, literary works or in this case poetry have often been a powerful medium for conveying human 
feelings, thoughts and experiences. Literature has experienced broader development so that works that 
have literary value, not only have beautiful language, also contain aesthetic, ethical and conceptual values 
contained in literary works generally reflect scholarship. (Enre, 1994) On the other hand, photography 
is a medium that focuses on capturing moments, visual composition and expression through photo 
recordings. Functionally, photography is increasingly widespread in society, making the understanding 
of photography increasingly complex as a recording media, journalistic media, advertising media or art 
media. It is clearer, as stated by Andreas Feininger, that “the camera is only a tool for producing works 
of art, and the added value of the work of art can depend on the person who operates the camera.” 
(Feininger, 1974)

The development of contemporary art often combines two different arts, for example photography 
and poetry. Media transformations also exist, such as musicalization of poetry, concert poetry, and so 
on, but in the case of works that turn poetry into photography, it is still very rare to find them. As did 
Kansuke Yamamoto, a Japanese photographer and poet who stated that his photographic work was 
visual poetry. Jeff Wall also stated the closeness between his poetry and photography, by addressing 
and responding to photography. Both photographers create work using the same medium, namely 
photography, but with different ideas, techniques and responses so that they can create authentic and 
interesting work. (Kamal, 2023)

The combination of photography and poetry is an alternative medium for displaying works of art. 
Photography Poetry can refer to Visual Poetry which can use photos as the main source for creating poetry 
which is then expressed in a visual display. This poetry photography work supports each other between 
visual photos and visual writing. The combination of photos and poetry can be easily interpreted by 
appreciators, and can expand the meaning through writing or lead to a more specific meaning according 
to each appreciator’s background. Exploration and development of the concept of poetry photography 
as a unique and potential art form. (Nugroho, 2022)

2.	Literature Review

Poetic photography emerged as a response to the desire to combine two different artistic languages: 
the verbal language of poetry and the visual language of photography. This combination provides new 
opportunities to express the complexity of emotions, thoughts, and narratives through the use of words 
and images. Creators of this kind of art can undergo deep creative exploration and bring different 
experiences to the audience.

Hybrid aesthetics is a style or art convention that combines two or three art cultures, styles, or 
techniques to create art that is unique and exists within the boundaries between two cultures and at the 
same time elevates worldly visual forms or art to the status of creative contemporary. (Akpang, 2013) 
Hybrid aesthetics can be seen as a point where contemporary art styles and techniques intersect as a mixture 
of the traditional and the modern. The idea of hybrid art is a continuation of various contemporary 
experimentalists who combine fine art and science, fine art and performance art, three-dimensional art 
and digital technology. Hybrid art is a phenomenon that occurs widely in the postmodern era. According 
to Eaton and Danto, postmodern art is characterized by a uniqueness consisting of elements that are 
“hybrid” rather than “pure”, compromised rather than clean, ambiguous rather than articulate, deviant 
as well as interesting. (Eaton & Danto, 1998)

In the development of contemporary art, more and more artists are trying to explore conventional 
boundaries between various art forms. One interesting and innovative trend is the development of 
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hybrid artwork, where two or more different art forms are combined to create something new and 
unique. One prominent form of hybrid art is poetry photography, which combines literary and visual 
elements in one work.

The growth of digital technology and the increased accessibility of photographic cameras have allowed 
artists to bridge the division between words and images. Poetic photography emerged as a response to 
the desire to combine visual and verbal language in an evocative work of art. Artists who create poetry 
photography not only combine the words of poetry with images, but they also use visual elements to 
enhance and deepen the meaning of the poetry contained in the work.

In the current development of contemporary art, it is necessary to explore the understanding of 
the phenomenon of poetry photography as a hybrid art form. This work of art not only creates a unique 
artistic experience, but also presents the question of how two different artistic languages can complement 
each other and enhance each other’s meaning. Additionally, poetic photography has the potential to 
inspire new understandings about how we view and respond to art, as well as changing the dynamics 
of communication in an increasingly digital era.

It is hoped that research on poetry photography as a hybrid work of art will help reveal the 
potential and limits of this complex artistic expression. It will also provide valuable insights for artists, 
art critics, and art lovers in appreciating and interpreting these hybrid works of art. By understanding 
poetic photography in more depth, we can open the door to deeper creative exploration in the world 
of contemporary art. This research focuses on revealing the essence of poetry photography as a hybrid 
art form that moves, inspires and provokes.

In the early history of photography, it was mostly used as a tool to help paint because the ability to 
reproduce images and high precision made painters interested in using it. The development of photography 
in the world of visual arts, pros and cons have always emerged from its inception until now. As a medium 
that can be said to be new, at that time the presence of photography in the world was thought to be able 
to end the heyday of painting that had already emerged, especially realism/naturalism painting. This is 
reinforced by the statement of a French painter, De la Roche, that: From today painting is dead. Even 
though this opinion is not completely correct, the emergence of this concern is very reasonable and 
reasonable when seen from the technical advantages that photography had at that time. (Soedjono, 2006)

Photography is able to answer cultural challenges through its realistic artistic visual excellence. 
Technological developments, art always reflects the progress of the times, so that art does not close itself 
off to technological developments. Photographic recording media is a cultural dynamic that can always 
be presented accurately without reducing its reality. The recording of these moments is frozen over time 
and becomes eternal. (Fathurrohman, 2021) In the creation of this hybrid art, photography is combined 
with poetry in an effort to form interesting and creative art. This combination can produce works of art 
that have both visual and verbal dimensions, combining the power of images with the beauty of words.

Understanding the meaning of a photo is done after the photo is finished. The meaning is not 
to explain the object of the photo such as a caption, but rather to look for words to use as poetry as 
elements of a work of art. Interpreting photos using Semiotics theory. Roland Barthes, in his 1977 book 
“Image, Music, Text”, in the chapter “The Photographic Message” explains that there are three stages 
in interpreting photographic works. It has a conceptual or discursive nature, namely aiming to find out 
about a photo, related to ideology and morality. The objectivity of the message contained in the photo 
can be observed and measured.
a.	 The Perceptive Stage is the initial stage for transforming photos into verbal photos that are denotative 

and still imaginative.
b.	Cognitive Connotation Stage as an effort to connect the elements that form the background, starting 

from denotation to paradigmatic imagination. This stage requires general knowledge about current, 
social, cultural and political issues, to be broader in reading a photo.
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c.	 The Ethical-Ideological Stage is the stage of collecting various markers that are ready to be used as a 
series of narratives or poems so that the motif can be determined. (Barthes, 1977)

In making poetry there are several things to prepare, the imagination that is imagined is not 
necessarily the same as the form of the reader’s imagination. Not to mention that the development of the 
meaning of the photo above is not necessarily the same between the writer and the reader. The concept 
of this Poetry Photography work is that photos and poetry are actually free to be interpreted differently 
by the audience, just like other works of art. Multiperceptual makes the work richer and broader until 
it reaches the imagination of the audience who enjoys it.

According to Abdul Jalil, the process of writing poetry needs to pay attention to things in stages, 
namely; The first is experience, which is very important for a poet to know the actual events related to 
what will be stated in a work of poetry. The second thing is the decision to determine the event which is 
expressed in writing. Third is assessment, determining where the poem represents an event and what path 
it takes to impact the event in question. Fourth, appreciation and having a desire or interest in making 
poetry. Fifth, determine the ideas or concepts of an event in a work of poetry, taking into account the 
events they face. Sixth, the outpouring of unification of all aspects and the recruitment of a comprehensive 
process, so that all the inspiration can be expressed clearly in a work of poetry. (Jalil, 1985)

3.	Methods

The method for creating Poetry Photography was developed as follows:

Creating hybrid art by combining two art media is an opportunity to create works of art, even 
though they are based on visual and verbal ones, the realization can apply the technical characteristics 
of each art. The interaction between poles in the current contemporary era produces a synthesis that 
must be created, in accordance with the benefits and development of the spirit of the times.

Conceptually, the mixture of ideas, production techniques and goals are uniquely intertwined in 
the creation of poetry photography. Mixture has become a prominent theme in works of art. The mix 
suggests dual media, fusion, mixed-choice, boundary-crossing experiences and styles, everyday life, and 
the blurring of boundaries. Works of art as part of cultural products should be very close to innovative 
concepts with hybrid thinking patterns.

In this research, photos were made in various genres, for example with the concept of human 
interest, there are still life, and several genres that are considered to have deep meaning to be explored 
into poetry. The first result is a human interest photo (figure 1) taken at the Kenjeran Surabaya location, 
with the object of a fisherman sitting on the beach and fishing boats being moored. Technically it uses 
an 8mm lens and Black and White (BW) mode. At that time, fishermen were facing a season where it 
was difficult to find fish in the sea.

Diagram 1: Method of creating poetry photography (Source: Nugroho, 2022)
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4.	Results and Discussions

The process of creating poetry photography is designed and determined by the stages of creation, divided 
into several main stages of the entire creation process. The first stage of creation is photographing the 
photo object. Photographing was carried out with various experiments which were the steps of the 
activities carried out. The steps in the artistic creation process for creating photos include: (1) trying 
several alternative photo objects that are appropriate and suitable for the expression of the artistic 
creation being designed, (2) trying several alternative photography techniques that match the expression 
in the photographic creation, (3) trying several alternatives tools/lighting that match the creative artistic 
expression being designed, and (4) selecting a visual concept or arrangement according to the subsequent 
process.

In the second stage, the best selected photos can then be visually interpreted. The meaning of the 
photo is carried out by interpreting and processing the words which then further become poetry. After 
finding a series of words that have been connected to the issue in question, the words are then arranged 
to become poetry. The poem created raises a problem related to the existing photo. The meaning of 
photos uses Barthes’ Semiotic theory with denotative and connotative meanings of visual photos. After 
the meaning process is carried out further processing into poetry.

Steps in Diagram 2, the result of the visual display of the photo is obtained by keywords which mean 
the denotation (real meaning) of the photo object. Then, from these keywords, further meaning is carried 
out using words that develop the keywords with connotative meanings (figurative meanings). Then the 
words obtained are processed by referring to social problems, the latest updates, political issues, or anything 
that is related to the words that have been obtained. The following is an alternative arrangement of poetry 
from the words that have been obtained;

Figure 1: The first photo became material for the Poetry Photo

Diagram 2: The process of interpreting photos denotatively and connotatively
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Alternative 1:

LEAN

...firmness in the gaps of hope
narrowing the complaint gap
Famine is the reason for throwing anchor
sweat that is no longer intact
only hope remains
hope soars far away...

Alternative 2:

FAMINE

...the horizon stretches out
the gap in life is narrowing
the fish are getting farther away
the anchor was thrown
the fisherman’s blank stare
hope arises
accompanied by prayers at the sea
dream of going far away...

The next stage of the poetry composition process is carried out by translating the visual appearance 
objectively, and then developing it subjectively to raise the selected problem. When making poetry, there 
are several things that must be prepared. Imagination is subjective, so it can produce different poems 
from the same object. In this work of Poetry Photography, the social criticism of the work can be multi-
perceived like other fine art works, and this makes the work richer and wider to reach the imagination 
of the audience who enjoy it. From the alternatives created, the one that best suits the specified concept 
or mission is chosen.

The process of adjusting text and photos, regarding the size, position and layout of poetry text 
with photos using Adobe Photoshop photo editing software. Choose a font according to the desired 
atmosphere or concept. The type of text is chosen to be easy to read, because in this case the main thing 
is the content of the writing, not the shape of the letters. The alignment of visual elements is made to 
complement each other and create a balanced and attractive composition.

Before it is declared complete, there is of course a review and correction process to ensure there are 
no spelling errors or incorrect layout. Also ensure that the message you want to convey is clearly visible 
in the final work. Creation instruments are things used in the creation process. Every artistic creation 
cannot be separated from several instruments that determine the quality and form of the work created. 

Figure 2: Photo of the poem “Famine” which has been edited as a hybrid work of art
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Creation cannot be separated from the elements of the creator’s basic values and beliefs towards the 
object. The form of basic beliefs is a state of mind where there is a belief in the value of an object which 
can be turned into a work idea.

Analysis of the Photography Poem “Paceklik” (Figure 2) about fishermen facing famine times 
depends on the visual images and poetry contained in the work. The visual image obtained shows the 
condition of many fishermen who moor their boats due to difficult natural conditions. After observing 
the visual elements such as objects, composition, landscape, and other elements in the photo, it clearly 
describes the situation of the fishermen and their environment.

The fishermen’s facial expressions and body positions look tired, worried, but not hopeless, because 
many fishermen are still at sea looking for fish or other interests. The condition of the beaches and 
fishermen reflects their simple daily lives, these are visual indicators that can provide information about 
the challenges they face. The fishing village and boat environment looks worn but not in bad/damaged 
condition, illustrating the efforts they face in earning a living.

Analysis of the visual photos determines the theme of the poem being created, and the direction of 
the words obtained from previous meanings. The poetry theme in the fisherman’s photo describes the 
fishermen’s struggle in facing the famine. So, there is a certain message that you want to convey through 
poetry by choosing the words and language style used in the poetry.

It is important to evaluate the finished work, to look for things that may have been left behind. 
Emotional involvement or the impression you want to give to viewers of the work of art is sought to 
inspire, invite sympathy, concern, or awareness about the famine problem faced by fishermen. The message 
to be conveyed in the poem is visible in the photo, requiring harmony between the visual elements and 
the text of the poem, which is the key in Poetry Photography.

The audience’s personal interpretation of this Poetry Photography may be different, but it is hoped 
that this work will have a personal influence. The audience can interpret based on the existing poetry, and 
feel moved to take action or provide support to fishermen who are facing this famine. Of course, analysis 
of Poetic Photography can be very subjective, and each individual can take away different meanings and 
feelings from the work. The important thing is to see this work in the context of the social or emotional 
message that the creator of this work of art wanted to convey.

Several works of Poetry Photography were created based on the same method as the first photo 
(“Famine”). Shows that the method that has been carried out can be applied to other photos. Here are 
other works of Poetry Photography:

5.	Conclusions

The method of creating poetry photos is a unique and creative artistic approach in combining elements of 
words and images to produce profound and memorable works of art. In this research, we have identified 
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several important points that emerge from exploring methods for creating poetry photos: unlimited 
creativity is the spirit of the process of creating poetic photos, allowing artists to combine two different 
media, words and images, in unlimited ways. This provides great freedom of expression and allows for 
the expression of deep emotions, thoughts and meanings.

Multidisciplinary collaboration, the synergy of two artistic disciplines, art photography and poetry 
(Poetry Photography) can be stronger and more evocative, producing work that has strong aesthetic and 
narrative dimensions. Complex communication can be built by combining words and photos, Photo 
Poetry is able to convey messages and emotions in a more complex way than single media. This allows 
viewers to experience the work in greater depth and variety.

Technological developments always help as a tool or even create new media for artistic expression. 
Image editing applications and text editing software, have simplified the process of creating poetry photos, 
and allowed artists to explore various creative techniques in combining words and images. Poetry photo 
works have the potential to influence audiences emotionally and intellectually, hopefully inspiring them 
to reflect on the meaning and message in the work.

In the digital and social media era, words and images are becoming increasingly important in 
communicating, the method of creating poetic photos is an interesting example of how art can adapt to 
modern trends and technology. Creating poetry photos is not only a form of creative artistic expression, 
but also a cultural experiment that maintains the power of message and meaning in this digital era. 
The essence of this method of creating poetic photos provides a platform for a deep encounter between 
photography and literature, producing works of art that speak with beauty and wisdom.
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