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INTRODUCTION

Bali is a small island in the Indonesian archipelago. Its total
size is about 5,632.86 square kilometres. Despite its small size
compared to other islands of the archipelago, Bali is internationally
renowned as a tourist destination. One of the various reasons
for which Bali has become famous is its unique culture that
has developed through creativity and from being transmitted
from generation to generation. The island’s inhabitants, known
as "manusia Bali", share characteristics with other peoples of
Indonesia. Despite these similarities, philosophically speaking,
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 are two unique characteristics among the Balinese that
lem apart from the other groups. First, while the majority of
nesians are Muslim, most of the Balinese are Hindu. Second,
Balinese are highly skilled in the field of the arts, favouring
ity, to the extent that the people of Bali as a whole are
widered as artists. The Hindu religion among the Balinese is
furdy force in the preservation of nearly all Balinese art forms.
i therefore renowned for its many art forms, such as the
rforming arts, visual arts, architectural arts, and literature.

 Hindu religion teaches that there are three ways to execute
 instructions of God: Tatwa (philosophy), Susila (ethics)
d Upacara (ritual/ceremony). First, Tatwa is a life philosophy
scording to which the following need to be carried out evenly:
atyam (truth), Siwam (goodness), and Sundaram (beauty). By
tue of this understanding, world perfection can be achieved if
umankind upholds the values held in truth, logic and intuition;
en, by constantly enacting good deeds upon others and the
gnvironment in all actions, humankind is able to do something in
 beautiful way. Secondly, Susila suggests that in life, mankind
hould have ethics and demonstrate good behaviour. Humankind
5 not about living alone in the world; it requires interaction and
inderstanding to create a tolerant, peaceful, and harmonious
society. Thirdly, Upacara is an expression of gratitude and
fespect toward God by way of performing Yadnya, which is a
heartfelt presentation of a ceremonyj/ritual. The latter can be
performed through various means, starting from a prayer recital
with an offering (banten), working selflessly (ngayah), building
a temple, and performing artistic activities. The execution of
this Yadnya or ritual can be yield various kinds of activities and
cultural products, such as dance and music.

The functions of Balinese traditional dance and music are mostly
subject to the execution of Hindu religious activities. In the
mythology of Siwa Nataraja, it is mentioned that Dewa Siwa is
a supreme god as the creator of dance. When the Lord Siwa
organized the universe, he did it through dancing. Therefore,
there is the realization of world order and the harmony achieved
therein that are related to dance. (ISI Denpasar's Statutes 2010:
5). As for music, as mentioned in the Prakempa inscription
(Bandem 1986: 31-33), sound and voice originate from fruitive
penances (yoga) of the trilogy of gods, Sanghyang Tri Wisesa
(Brahma, Wisnu, Siwa), and were then arranged by the sage
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Wiswakarma so as to become ten beautiful sounds. These ten
sounds were then packaged into five pelog tone scales and five
selendro tone scales. These mythologies have been adopted
as a principle conviction among the Balinese, insofar as dance
and music are not merely entertainment, but are also functions
to maintain the balance of life, both materially and spiritually, real
and unreal, inwardly and outwardly

In Bali, religion, art and culture are intertwined in daily life
with performing and visual arts considered as integral parts of
religious ceremonies. Customarily, traditional performing arts
are presented in the Balinese Hindu temple ceremony known
as piodalan. Dances such as Rejang, Baris Gede, Sanghyang,
and Topeng Sidakarya, and musical performances such as the
Gamelan of Gong Gede, Selonding, and Gong Beri are some of
the various performances associated with Hindu religious rituals
in the temple. Through the performance of dance and music, the
Balinese express their sense of heartfelt devotion towards God
They dance, play music, chant devotional songs, pray, and work
together on the occasion of a temple festival. Therefore piodalan
is not only a religious festivity, but also a social occasion and a
theatrical event (Asnawa 1991:; 2),

In addition to piodalan (temple festival), Balinese traditional

dance and music are also used in other Hindu religious activities
such as ruwatan (sacrifice), bayar kaul (pay vows), and bersih
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(purification). The Ruwatan ceremony is aimed at lifting
bad luck from a child who was born on certain days that
sidered unlucky or bad days according to Balinese
5. One example is when a child is born on Tumpek Wayang
leon wuku wayang). In the sapuhleger mythology, it is
d that a child born on tumpek wayang is destined to
3 a meal of the lord Kala (Bagus, in Soedarsono et al.
57) The philosophical significance of this story is the worry
8 child would experience dangerous incidents in his/her
Iherefore, to protect the child from bad luck, the child needs
& given a ruwatan ceremony by way of a Sapuhleger shadow
el performance. Sapuhleger shadow puppetry performed
1he ruwatan ritual uses stories related to the Murwakala,
'_f, birth of Lord Kala. After the Sapuh Leger shadow puppet
formance, the children for whom the ritual is performed are
ated by the puppeteer, and in so doing they are
med to have been freed from the threat of Lord Kala.

milarly to the Wayang Sapuh Leger performance, the bayar kaul
mayah sesangi (making vows) ceremony is an effort to break

el ‘free from one’s “vow" which had been made in a prayer
and. For Instance, the people of Pujungan, Pupuan,
, Bali have maintained the masesangi tradition to this
For example if one is suffering from an iliness or disease,
g can make a vow to perform a sacred barong performance
carried out once recovered. Whenever vows made are due
be fulfilled, one would carry out a ritual to honour these vows
P ing a sacred barong dance (interview with | Wayan
idana, Bendesa Adathead of traditional village authority of
PUjungan village, January 25, 2017).

1 N
olzialel

) "eewmony of bersih desa is a ritual to invoke blessings for
5 and the environment to protect them from disease and
disasters. Balinese Hindus believe that certain days, such
sih keenem (the sixth month in the Balinese lunar calendar),
wlnerable times to contract ilinesses. During this period, it is
‘;‘.’- aved that many people fall ill and natural disasters occur. To
f; e the people and their environment from such dangerous
hreats, one of the rituals performed for the bersih desa is what
S known as “nangluk merana” through the music and dance of
Sanghyang Dedari, Sanghyang Jaran, and Barong Ngelawang.
conductmg these ritual performances, the people are no
plagued by the worry of potential threats and disasters,
that they may live peacefully.



BALINESE TRADITIONAL DANCE

Depending to its social function in Balinese culture, Balinese
dance is, as mentioned earlier, categorized into wali, bebali, and
balih-balihan dances. Wali dance is a sacred performance for
ceremonies/ritual activities, and is instrumental to the ceremony’'s
success, One example is the Rejang Dewa dance; it is
performed by dozens of female dancers who dress in white and
yellow, dancing softly and gracefully. They dance while circling
the temple court yard, to
welcome the presence
of the gods cheerfully. In
performing the Rejang
dance, people believe that
the gods will be pleased
and entertained, therefore
bestowing their blessings
onto the people. In addition
to the Rejang Dewa dance,
there is another wali dance
called Baris Gede. This
dance depicts a number of
guards who are prepared to
secure the situation al the
time when the gods make
their descent o earth, As
the dance depicts a number
of guards, Baris Gede
dancers are adorned with
a spear (tombak), a shield
(tamiang) and a dagger
(keris). The Baris Gede
dance is presented in the
temple court yard, with the
musical accompaniment of
the Gong Gede gamelan
Another wali dance that is
presented to ensure the
successiul completion of a
ceremony is Topeng Sida
Karya. The term sida karya
itself means ‘complete and
successful’. As a result, the
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rlormance of this masked dance is mandatory at every ritual in
fier 1o achieve spiritual success and completion. The Topeng
gaKarya dance is performed by a dancer who wears a haunted
hile mask with large and crooked teeth, and loose white hair
hén the dancer performs the Sida Karya dance, he carries out
g duty like a sage, dancing using highly expressive gestures
i movements, accompanied by sacred chants (Bandem |
gde and Frederik Eugene deBoer 2014: 69).

ie Wali dance that is performed for the bersih desa ceremony
fcalled Sanghyang Dedari. It is presented by two young girls
ho have not yet experienced
P menstrual period.  The

ghyang Dedari dance 1§
serformed to invoke blessings
80 that the people can be

stowed the protection of

Bmoke. Two Sanghyang
gancers are in a state of
ance and considered 10
e channelling the spirits
iof heavenly nymphs, then
gancing gracefully to the
Wocal music of kecak.
Another wali dance is the
iSanghyang Jaran dance
Pperformed by a male dancer
Who is also in a state of
fitance and considered 10
‘embody the spint of the
thorse. This is why the dance
‘movements resemble an
agile horse dancing In a
thot blazing fire without ever
Hfeeling the heat of the fire

Bebali dances are performed for ceremonies/ritual activiies;
however, they tend to support, as opposed to determining, the
successful completion of the ceremony. Some examples of
bebali dances are Gambuh, Wayang Wong, Telek and Barong
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Gambuh i1s a dialogic
dance drama which
uses the story of Panji
(known as Inao in
Mainland Southeast
Asia), which is believed
1o be the oldest dance
drama in Bali. Gambuh
dance drama may be
performed In a series
of temple ceremonies
and other ritual activities, but its nature does not determine the
success of the ceremony. Wayang Wong dance drama uses the
story of the Ramayana in order to support the implementation
of the ceremony. In addition, Telek, Barong and Rangda are
performed as a unity of dances, also to support the execution
of the ceremony. In some other regions, like in Tabanan, Telek,
Barong and Rangda function as wali dances, thus being essential
to the successful completion of the ceremony

Meanwhile, Balih-balihan dances are
performed for entertainment purposes
in ritual ceremonies or other activities.
Balih-balihan dances have an emphasis
on aesthetic presentation in the aim 1o
please the audience. Some examples
of Balih-balihan dances are Legong
Keraton, Joged Bumbung and Kebyar.
The Legong Keraton used to be a royal
palace artistic performance staged to
welcome royal guests. Now that the
king no longer wields political power,
Legong Keraton is staged for anyone's
entertainment, anywhere as needed. As
for the Joged Bumbung dance, it is a social dance performed in
pairs between Joged dancers (female) and pengibing (males)
designated from among the audience. This dance is performed
purely for entertainment within the community. As for the Kebyar
dance, it is a new genre that was bom in the early 20th century.
Also an entertainment dance, it is often performed to enliven
a temple ceremony and for hotels and restaurants. Today, the
Kebyar dance is the most popular, not only in Bali, but also
throughout Indonesia and overseas
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- Balinese dance performers can be divided into male and female
talegories, and into soft and hard characters calegories. Balinese
dance is known for the agility, dynamics, expressions and drama
using a combination of four types of movements, namely agem,
landang, tangkis and tangkep (Dibia 2013: 64) Firstly, agem is
a basic form of dance motion that is done in place, or without
displacing of the axis of the body or moving from the point of
departure. These motions are generally made through changes
in the position of the body and limbs, including bending and
slraightening the knees, rotating the foot, positioning the hand
without moving the axis of the body from its original position
In agem, there is the distinction between male and female
characters, and soft and hard characters.

The second type of movement, tandang, is a moving posture.
There are few lypes of tandang in Balinese dance, namely
gandang-gandang, malpal and nayog. Gandang-gandang is
a dignified slow movement whereby both hands are extended
and held up to shoulder level Between steps one of the elbows
lrns in slightly bent. Malpal is a rapid movement with one hand
held at an angle to the body and the other bent forward of the
body. Nayog is a dignified slow movement whereby each step
is initiated by a subtle rotation of the free foot taking the step,
followed by a gentle swaying of the body as it moves forward
(Dibia 2000: 23).

Thirdly, tangkis are elaborative movements that enrich phases
Or sequences in the existing movement Various movements
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classified into tangkis include ulap-ulap, nabdab gelung, nabdab
karna, and nepak dada. Most tangkis movements appear
as parts of agem and tandang in addition to being executed
independently (Dibia 2013: 65).

Fourth, tangkep refers to facial expressions and eye movements
Tangkep are performed to communicate various expressions,
such as sadness, excitement, romance and tension. A sub-
category of tangkep is the seledet eye movements. Some types
of Balinese dance, such as Gambuh, Arja and Wayang Wong
include monologues and dialogues in Balinese or old Javanese
languages. Monologues and dialogues are also performed using
soft and hard characters.

BALINESE TRADITIONAL MUSIC

Balinese traditional music is often referred to as “karawitan”,
a term which is used in other parts of Indonesia (Java, Bali,
Lombok, Sumatra, and Sulawesi), wherein the pentatonic tune
system called pelog and selendro is practised the most. The
art of traditional Balinese music can be distinguished into two
categories: vocal and instrumental. In vocal music, the human
voice Is the main source of sound. As for instrumental music,
tools (instruments) are the main source of sound.

There are four types of Balinese vocal music: gegendingan,
macapat, kidung and kekawin. These four types of vocal music
have systems and standard rules. Gegendingan, commonly
known as sekar rare, is the simplest form of vocal music; it is
not as bound by compositional rules as the other forms, uses
bahasa Bali lumrah (common Balinese language) and is sung
syllabically. Its simple form results in its popularity among
children whilst playing games. Macapat, also known as sekar
alit, is more complex in its form, and uses bahasa Bali halus
(refined Balinese language); it is bound by compositional rules
known as pada lingsa, which defines the number of stanzas in a
song, the number of syllables in a stanza, and the drop in tone
in the final stanza of each song. Macapat is often performed in
Arja dance-drama or ballet, a typical traditional Balinese opera in
which most of the dialogue is expressed through singing. Kidung
is'more complex than macapat, and uses refined Balinese and
Old Javanese languages. Kidung vocal music is performed for
devotional songs in ritual activities. Kekawin, or sekar ageng,
is the most complex form of Balinese vocal music, using Old
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anese language. The content in kekawin relates to religion as
sis for leading people to the right path.

iungan, or Balinese instrumental music ensemble, is more
known as gamelan. One complete set or barung of the
jamelan is commonly made up of various instruments, such as
e gong, cymbals, drum, metal-keyed instruments, flute, and
ebab. The shape of the instruments employed in the gamelan
Hmilar to those found throughout Southeast Asia, notably in
Myanmar, Thailand, Cambodia and Laos, but Southeast Asian
instrumental ensembles are usually comprised of smaller
s (McPhee 1966: xiii). As of today, there are roughly

types of barung or sets of gamelan ensembles in Bali, ranging
f_ om the simplest one with four instruments (gender wayang) to
e complex and larger ones such as Gong Gede, which uses
7 s lnstruments and musicians. Each set of Balinese gamelan is
classified by size, tune system, repertoire, function, and types of
ins ment.

balinese gamelan Is strongly connected to Hindu rituals.
Examples include Gambang, Selonding, Gender Wayang,
Gong Gede and Angklung Kelentangan. Gamelan Gambang is
sociated with ancient gamelan, simple in form and played by
Six players. When it is played during a cremation ceremony (rites
e death) the function of the Gamelan Gambang is tied 1o the
ef that the sounds of the gamelan penetrate heaven so as to
menain the gods. Entertaining the gods through Gambang is
believed to help the spirit of the deceased to reach heaven. Other
-myths exist, such as in Sempidi Village, Badung Regency, where
the inhabitants believe that the sounds made by the xylophone
-and a repertoire of songs called Kebo Dungkul must be played
~at midnight to silence the demons and evil spirits, so that they
‘may not disturb the tranquility of those conducting the ceremony
'(Rai 1992: 17).

Gamelan Selonding is also the sacred music of the community
of Tenganan Village, Karangasem Regency, who are considered
as the island's first inhabitants. The sacred Gamelan Selonding
of Tenganan is only played during the series of Dewa Yadnya
ceremonies, and its performance is considered as an important
factor contributing to the success of the ceremany. For the people
of Tenganan, Gamelan Selonding, locally known as Ida Bagus
Betara Selonding, embody the sounds of god, so that their beauty
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can give peace and tranquility to mankind. The performance of
Gamelan Selonding during the ceremony is believed to enable
the gods to descend from heaven and give their blessing to
mankind. It is for this reason that Gamelan Selonding is highly
respected, consecrated and properly maintained

As for Gamelan Gender Wayang, its primary function is to
accompany shadow puppet performances, which are believed
to be strongly connected to Hindu beliefs. The sounds of Gender
Wayang are called "kumbang atarung”, or “fighting wasps”, and
are believed to reduce the burden of Lord Kala when trying to
prey on Rare Kumara, a child born on the day of Tumpek Wayang.
The assuaging vocals of Gender Wayang and the puppeteer's
performance are believed to dissuade Lord Kala from preying
on Rare Kumara. The significance of this performance in Hindu
mythology is the belief that music can reduce anger and prevent
evil actions that can negatively affect mankind.

Gamelan Angkulng Klentangan is also known as the "sound of
death”, because whenever it is heard, it is a sign of grieving
The sounds of the Angklung Klentangan's four selendro tones
represent, among the Balinese, a musical expression of
compassion and sorrow. As a result, Angklung Klentangan
Is performed in the event of death, such as the procession of
carrying the body to the cemetery, the funeral home, or the
cremation site. According to local mythical beliefs, the sound
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fthe Angklung Klentangan played during a funeral ceremony
gips 1o pave the way for the soul of the dead to reach Nirvana

id become a god.

famelan Gong Gede, as the largest gamelan in shape and
umber of instruments and musicians, incorporates great, heavy
gnd magnificent vocals. These vocals are suited to strengthening
he atmosphere of solemn ceremonies in the temple so as 10
provide a sense of peace for the people who are conducting
he ceremony. In addition, Gamelan Gong Gede also serves 10
scompany sacred dances performed in the temple, such as
Baris Gede, Rejang and Topeng Sida Karya. For a great temple
fthe regency of Bangli, named Pura Batur, the performance of
he Gamelan Gong Gede is considered 1o be very sacred. The
hstruments are well cared for and are given a special place. The
plavers are carefully selected and undergo spiritual cleansing,
and carry out ritual offerings before and after the performance.
s performance of the Gamelan Gong Gede Batur represents
ithe village community's tribute to honour the gods of Batur
Temple. As a result, the Gamelan Gong Gede of Batur Temple
as a very magical nuance of music to support the carrying out
ol the temple ceremony

The Gamelan used for the SEAMEO SPAFA workshop activity
during the “Hindu Arts in Southeast Asia” programme is a
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Gamelan Gong Gede owned by Institut Seni Indonesia Denpasar
lts instruments are the same as those of the ensemble of Batur
Temple, and are classified according 10 the function of each:
melodic instruments, colotomic instruments, and rhythmical
instruments. The melodic instruments lead the melody, and
include the terompong, penunggal, pengangkep ageng,
pengangkep alit and reyong. Colotomic instruments refer to
those that play a role in determining or emphasizing segments of
the song, such as the jublag, jegogan, kempli, kempul and gong.
The gong instrument is a colostomy instrument used to finalize a
sequence in the song. As for rhythmical instruments, their role
is to enrich the rhythm, and include the kendang and cengceng
kopyak. The Kendang (drum) instrument is often called the
rhythmic leader as the kendang is commonly performed to start
the song, act as a beat determiner, give accentuation to the
song, and indicate the song’s end.

The structure of the repertoire of Balinese music is constructed
into eight counts, and every last eighth count is marked by the
beat of the gong, for instance: 1-2-3-4-5-6-7-(gong beat]. The
performance and function of every instrument in a repertoire/
song can be determined in the song pattern, called gilak, which
is the simplest song form in Balinese music. Starting with the
rhythm played by the kajar, the eight following counts would
end with the sound of the gong. The terompong instrument is
played from that count to introduce the main melody, following
the rhythm of the kajar: ndeng ndeng ndang ndeng nding ndeng
nding (ndeng). Then the kempur instrument arrives on the fifth
and seventh counts. The jegogan and jublag instruments are
then played to emphasize every segment of the song, prompting
the pengangkep ageng with a denser blow than the main
melody played by the terompong. Meanwhile, the pengangkep
alit instrument is played to lock the configuration together. The
reyong instrument also takes part in enriching the melody by
linking the sounds together. The cengceng kopyak is performed
to enrich the rhythm, preceded by the flute to soften the melody.
Once all the instruments are played, the kendang takes the lead
during the course of the song, organizing the dynamics and
signalling the end of the song.



dance and music can bring them closer to almighty God.
ugh dance and music, Hindu peoples may express their
aration for the greatness of God to invoke blessings, salvation,
lare and good health. It is also through dance and music that
linese Hindus can express their gratitude for having been born
man, considered a noble creature. The Balinese interact with
ch other, with nature and with the gods, and maintain harmony
daily life through the performing arts. All forms of dance and
isic require collective efforts in working together, in the belief
at this will lead to peaceful coexistence. The Balinese also
lieve that the natural environment should be maintained for
¢ sake of human survival. Many supernatural powers held by
other Nature contribute to harmony in the universe through
usic and dance. As a result, dance and music are developed,
eserved or evolve over time. The strong adherence to Hinduism
nong the Balinese is a factor in the continuous preservation of
aditional dance and music so that these may never be lost.
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