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Abstract
In the development of the tourism area, experience is getting more recognition from
the business owner and destination manager. We cannot rely only on the given aspects at the
destination but are also expected to be more creative in creating an experience for the
visitors. Regarding research about the meaning of place, previous research mostly talks from
the ‘seeing’ perspective, and it is very uncommon to analyse it from a sound standpoint.
Furthermore, this paper will talk about sound, more specifically music, building experience of
tourism sites in Bali, Indonesia. Bali is chosen because its character as one of the most cultural
destinations in the world. By adapting non-representational ethnography methodology, this
paper is taking a non-traditional approach to qualitative research, where the views of the
research are also being taken to make sense of this research. Furthermore, this paper
contributes to understanding the tourism experience, especially concerning the use of
traditional music in tourism sites in Bali. Lastly, this paper also provides recommendations for
further research, specifically in Balinese music’s frequency to affect tourist’s mood
emotionally while visiting a tourism site.
Keywords: tourism experience, non-representational ethnography, emotional geographies
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I.

Introduction

In an attempt to make sense of place, humans need to use their senses to grasp a
place’s identity. In the field of human geography, almost all researchers commonly use a
sense of vision to achieve their study’s aim (Smith, 1997). Most of them are most likely
confining themselves on what is being seen rather than what is being heard. During the
middle of the 1990s, Smith (1997) starts to ask geographers to take into consideration sound
and music in social and cultural research in the study of the meaning of place. Since then, the
increasing recognition in this field (Classen, 2010; Jazeel, 2005; Leyshon et al., 1995; Paterson,
2009) signifies the rising importance of hearing, listening and understanding sound in
mundane life. It is also essential to pay attention to what is heard in order to construct the
meaning of place (Revill, 2000). Moreover, later research reveal that people are giving
emotional reactions to sounds representing the implication of the place, it is evidence of how
sound shapes a deep meaning to the place (Duffy & Waitt, 2013; Gibson & Connell, 2007;
Jones & Fairclough, 2016; Krüger & Trandafoiu, 2013).
In a more specific scope, music, as an inseparable part of the sound, holds a special
role as well in shaping the place’s identity. Some scholars convey that music as an object that
should be analysed because of its relation to other things (Smith, 2000). Music is considered
an adequate medium in describing how sounds make people feel compared to written text
or other graphic methods (Dodds, 2019). One famous example is a show that John Cage
conducts, when he performed his work called 4’33”, in which a pianist did not play anything
at given times, the audience sit still in silence, while the concert hall was filled with various
sounds. From this example, it is being said that even ‘silence’ can be categorised as music, as
long as it is showcased and listened to in specific places at certain times (Ingham et al., 1999).
A further example, the loud sound produced by a truck on the street could be classified as
music and if a composer or a listener enclose the scene, set the proper context or mindset
about it (Cage, 1961).
More studies have been conducted, resulting in music creating strong attachments
between people and senses of place and identities (Venkatesh & Bennett, 2001; Whiteley et
al., 2004). There is a growing amount of focus on the role of music in contemporary geography
in recent years, with its usefulness and interdisciplinary impact greatly valued regarding
broader issues and themes that have emerged. These are especially noteworthy: Firstly, there
is a more developmental shift that seeks to comprehend human geography. Secondly,
awareness has recently shifted to the performance and practice of music in daily life. Thirdly,
the recognition of the significance of the nonvisual senses has arisen. Lastly, people are now
more acknowledge the relevance of emotional or affective impact on behaviour (Hudson,
2006).
The concept of music says that it deals with the interpretation and arrangement of
sounds and silences (Smith, 1997). Complex entities, ensembles of material possessions,
persons and structures of social interactions that represent distinct cultures and multiple
perspectives, identities and behaviours can be conceived of as ‘places.’ As a result, rather
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than being essentialised and fixed, places are disputed and continuously in the process of
being, flexible and deflectable to a variety of flows in and out rather than closed and rigidly
sealed (Hudson, 2001). In addition to that, music is described as able to help build a sense of
place in a variety of ways, both literally and figuratively. The setting or atmosphere of music
which encompasses everything including the environmental characteristics of the pieces,
consisting of both the physical and built components. Furthermore, music could also serve as
an adjunct to social life, activities, and interactions, representing or depicting social relations
(Hudson, 2006).
As a part of the culture, music is classified as one aspect that supports the creation of
experience in tourism. In most extend study, it is being said that like tourism, music is
ingrained in contemporary leisure areas, serving as a vehicle for creative expression and
audience enjoyment and as a sanitised and commercialised cultural product (Lashua et al.,
2014). As time goes by, when music emerges into the tourism scene, people now adding
particular agenda in their travel plan in order to enjoy music as fans, pilgrims, concert
enthusiasts, festival goers or by any chance when a place creates sounds and enters the
travellers’ recognition and later become a welcome accompaniment and create a memorable
experience for the listeners (Lashua et al., 2014).
Based on some research that based on music and tourism, there are some pieces of
evidence of how music shaping place identity, for example, ethnographies of amateur musicmaking in Milton Keynes (Finnegan, 1989) and Liverpool (S. Cohen, 1991), also the work of
Singapore’s transnational identities (Kong, 1995) and lastly on how hip-hop music in
Newcastle produce new ideas in their society (Bennett, 1999). Later on, the question is raised
whether music is being transformed as the reason why people are visiting tourism destination
as music offers a powerful and emotional story as a reflection of the culture, a cultural
heritage, a meaning of place or a marker of moments (Lashua et al., 2014).
This research will focus on building experience by the music played in various tourist
attractions in some cities in Bali, Indonesia. Based on the most comprehensive research
regarding music’s geographies concerning the ‘Scottish’ identity by using nonrepresentational ethnography styles of thinking (Wood, 2012), this research will also perform
a similar approach. However, to explore the richness of place by grasping the geographical
habit of a strong tradition of defining and intervening in space, this study will try not to
undergo conventional research techniques. Instead, using creativities to explore and
experience non-representational dimensions of traditional Balinese music by focusing on
active engagement with specific practices, both temporarily and spatially specified.
Furthermore, this research will also explore the richness of place by grasping the geographical
habit of a strong tradition of defining and intervening in space. As the most popular tourist
destination in Indonesia, Bali is famous for the mixture of strong tradition within their daily
life. We can certainly hear that Bali traditional music is being played wherever we go, from
tourism scenes, temples, souvenir shops, to hotels and restaurants (Johnson, 2002).
Under this realisation, this research is about exploring the use of music in everyday
life in Bali. How does music play the role of building experience in tourism sites? Questions
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regarding the role of music in creating a tourism experience will be identified by exploring
perspectives both from the manager and organiser of the place and from tourists visiting Bali.

1.1.

Preliminary problem statement

The previous study mainly focused on the relationship between music, identity and
place in the sense of human geography. In some case studies that were highlighted remained
limited to the role of music concerning placemaking creation (Hudson, 2006). A study also
featured several examples from some places in the world on how music could produce sites
in the city of Liverpool (S. Cohen, 1991). Music even could create such a massive impact in
the internet world, where ‘Cantebury sound’ is making a momentous impact and classified as
the virtual sound of the internet (Venkatesh & Bennett, 2001). Moreover, the study about
music and identities and people’s well-being and places in the cities by taking examples of
Mersey and Icelandic sounds (Connell & Gibson, 2002), temple music originally from Bali is
now commonly played in Lombok, West Nusa Tenggara (Harnish, 2005). However, most of
the studies that being mentioned above are using the conventional approach, which often
not enhancing the full potential to grasp the genuine meaning of music. Most of the direction
in those researches above are barely involve the ‘doings’ of musical performance.
Although this research will undergo a similar direction as Wood (2012) when she
examines the concept of music, emphasising its ‘being and doing – its non-representational,
creative and evanescent aspects – in Scotland music, this research is not trying to repeat her
work. This research, however, will try to investigate the practicality of the nonrepresentational approach for examining the relationship connection between traditional
Balinese music and place identity and how it can build experience for tourists that come.
Furthermore, this research aims to contribute to the extensive study that is performing the
same method.

1.2.

Scientific objectives and research questions

This research will be focused on identifying music and sound in the tourism
environment. Through this research, the analysis of place identity through music would be
conducted in order to answer the main research question How does music builds experience
to tourism sites in Bali, Indonesia? Four sub-research questions are proposed:
1. How do Balinese people view music as part of their culture shaping the place
experience?
2. How do tourists experience the music?
3. What role does the music play at tourism sites in Bali?
4. What are the important aspects of traditional Balinese music that should be fulfilled
so that tourists can experience the authenticity of Balinese culture?
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II.

Theoretical Frameworks

2.1.

The creation of place through music

In the history of placemaking, it is clear that there are strong relations between music
and senses of identities, either for people or places (Hudson, 2006). Strong evidence could be
found in the various examples showing how impactful music is in giving feelings of deep
attachment to place, from the expressive symbolism of Sibelius’ Finlandia to how Springsteen
boldly enough to define deindustrialised relicts of modern Youngstown (Hudson, 2006).
Studies exploring the connection between music and place have been only revolved around
the product of the practices of music and sound, while its practice is not getting the same
recognition (Anderson et al., 2005). Previous research also mainly focuses on seeking the
geographical context through the textual methodology and not allowing entanglements of
practice and performance to develop (Anderson et al., 2005).
‘Places’ may be considered essential entities, encompassing physical commodities,
persons, and social relation structures that encapsulate different cultures and values,
identities, and behaviours (Hudson, 2006). That is why the concept of places is basically
always contested and constantly being made more open and permeable to different flows in
and out rather than closed and completely isolated (Hudson, 2001). Then the question is how
we define the connection between the process of shaping place identity by music?
In her study about rock music in Liverpool, Cohen (1991) conveys her concern about
the process of music-making by local amateur rock bands in their attempt to succeed in the
midst of a highly profitable market that scrapes their idealism. She then points out how rock
music as a component of rock culture becomes the national identity of Liverpool with its own
ideologies, practices, standards and traditions. Thus, she challenges postmodernists claiming
the globalisation of music or other popular culture resulting in a ‘loss of place,’ a common
state of both placelessness and timelessness (S. Cohen, 1991).
Another example from the late study is the growth of the relationship between music
and place in the IT and internet scene (Bennett, 2002). Bennett (2002) uses the idea of
‘mythscapes’ to the ‘Cantebury sound,’ a term used by a web-based fan base in order to
depict a general defined back-catalogue of albums, songs, and home-recorded musical
experiments. Later on, Cantebury is being carved in various urban myths associated with its
recognised character in the formulation of musical style, which allegedly as locally distinct by
the fans (Bennett, 2002). What is being displayed here is how music now can go further
beyond the conventional space. As Cantebury is specified as virtual sound, it is not being
played in a concert hall, public room, or even festival sets, instead of being established in a
territory called ‘cyberspace’ (Bennett, 2002; Hudson, 2006).

2.2.

Music shapes identities

The role of music in shaping identities has been discussed in the past decades. From
the compilation of study that investigating the importance of music in the creation of
identities and ethnicities (Leyshon et al., 1995; Stokes, 1994), until the piece of collections of
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study about the role of music in the producing and structuring of geographical imaginations
at different spatial levels and musical power as a cause in the concept of places (Leyshon et
al., 1998). Moreover, the work by Connell and Gibson (2002) also exploring the complex
relations between places, popular music and cultural identities at various spatial levels.
Another interesting case is the influence of Balinese musical culture that appears in
the neighbouring island of Lombok causing by a series of conservation, transformation, and
innovation process, which later classifies as place-based socio-musical identity (Harnish,
2005). In her findings, Harnish (2005) describes that the traditional music and culture of the
Islamic Sasak tribe has taken many similarities from the traditional Balinese Hindunese
culture. This shows how the musical culture influences and shapes the identity of the
neighbour area, although the core of belief between Hindu and Islam is entirely different.
In the tourism scene, a study about the rising of musical tourism has been conducted
to analyse the connections between tourism, place and tourism (Dunbar-Hall, 2003). Through
his work, Dunbar-Hall (2003) examines staged performances that being played for tourists
that come to Puri Saen Agung in Ubud Village, Bali. He finds that the performance of
traditional Balinese culture is thoroughly changed when it comes to being packed for tourist
consumption. The case that happens in Bali is one of the examples of economic development
strategy, where throughout its constant change, the production of traditional Balinese music,
dance and culture needs to adapt in the way of how tourism giving huge influence to its
existence (Dunbar-Hall, 2003).
Globalisation has a vital role in shaping identity. In line with this, there is an increase
of struggles in categorising what is ‘identity’ in the midst of the fusion of various cultures in
one place. The struggle of keeping it real to the roots of culture has been discovered in
research on a German-Turkish hip-hop group named Cartel (Stokes, 2004). In his report,
Stokes (2004) conveys that cultural identities are the result from a contested process, and it
is consistently in between becoming and unbecoming. The group Cartel displays that identity
development and ‘difference producing’ must be understood as the core of cultural processes
in modern urban life. Through globalisation, Cartel’s musical genre is adapting to what
describes as the global refashioning of Istanbul. At the same time, it also needs to adjust with
the wave of migration in Europe after 1989, world music in the recording business and Turkish
Islamism (Stokes, 2004).
Lastly, research exploring the relationship between self-identity and life quality of
elderly people in Australia (Hays & Minichiello, 2005) discovers how important music is to the
lives of elderly people. Music can provide people with means of understanding, improve their
self-image, connect with others and be healthy. Moreover, music could also help people to
practice and demonstrate their spirituality. It has the ability to both provide fond memories
and serve as a person’s connection to life. Music, thus, positively affects a more positive
outlook on life, providing the person who listens with increased self-confidence, helping
people feel more capable and reducing feelings of solitude and isolation. In recent years
where the numbers of elderly increased, music can be a helpful, promising way to give
therapeutic effects for them (Hays & Minichiello, 2005).
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2.3.

Music in tourism scene

Music grips an essential element of people’s choice in modern life while enjoying their
leisure times to escape from their mundane life. But not only that, beyond its function as
entertaining tools, music can also be the key of cultural expression that able to evoke
movements. Music expresses identities, status, fight, place and many more (Lashua et al.,
2014). Throughout decades, as globalisation continues to bring changes in every place in the
world, there is also a significant shift in how music travels through various mediums, from
digital advertisements, recordings, movies and so on. When tourism enters the music scene,
now people have reasons to travel to attend festivals, enjoy live performances, live the
experience where the music takes place as the background, and even seek healing where the
music takes part as mindfulness tools (Lashua et al., 2014).
Music offers tourists an essential and nuanced manifestation of cultural identity and
inheritance in tourism settings and a place and a hallmark of moments. Hence, it is rather
difficult to think how it would be if we travel without the accompaniment of songs and music
throughout the journeys. Music can actively generate the experience and passively pervade
its duration. Motivations to enjoy music while travelling can be seen in the form of traditional
dance shows for tourists, as the reason for pilgrimage trips to famous composers and singers’
homes and graves, unscripted street performances, visit huge festivals and concerts until local
festivals, to the sound that often played in the radio or streaming platforms while travelling
with cars, or simply from the music in hotel lifts (Lashua et al., 2014). Thus, music can
distinguish and simultaneously surpass the destinations’ surroundings. But, at the same time,
it also highlights and challenges tradition’s beliefs and, the vital part, helps construct the
identities of tourists and the culture’s owners (Lashua et al., 2014).
Music in tourism has a deep connection to ‘nostalgia consumption’ (Dann, 1994),
which means that the experience strongly depends on how music could provoke memories
and emotions (Groce & DeNora, 2001). Furthermore, music in tourism involves various
interests, including people, activities, places, attractions, workers and events. All of these
elements join forces to bring musicians and the music they accomplish to tourists (Gibson &
Connell, 2007). Therefore, music tourism is considered an array of practices where places of
music-making and expression (whether former or current “scenes”) become a focal point for
visitors and can be a prominent part of the regional government’s strategies, tourist
promotion boards, and businesses for the music heritage industry and a musical ecosystem
(Gibson & Connell, 2007).

2.4.

Experience in tourism

Consumers’ experiences are shaped by their recurring understandings of the world
concerning their specific circumstances (Pernecky & Jamal, 2010). It is common knowledge
that the practises we do in our daily lives, and the transitions between them are a natural
part of being in the world. As a result, people’s methods of understanding, interpreting, and
creating meaning are well-known and implicit (Alvesson & Sköldberg, 2017). People’s sense
6

of place in the world is thematised. It takes on the form of projection on their actions when
the familiar becomes unfamiliar and perhaps daunting (which can happen in unusual tourism
contexts) (Tumbat & Belk, 2011).
There is a difference between thinking about tourist experiences as distinct from
everyday situations and thinking about them as part of everyday life that cannot be separated
(Uriely et al., 2002). Significant studies on tourist experiences have examined the search for
authenticity (MacCannell, 1976), newness and unfamiliarity (Cohen, 1972), and pseudoevents (Boorstin, 1964) as well as the posttourist role (Lash & Urry, 1994; Urry, 1990), the
postmodern tourist (E. Cohen, 1995), and a variety of conceptual mechanisms (E. Cohen,
1974, 1979).
A tourist motivated by the divine search to see new destinations, meet new people,
and learn about new cultures is revealed by the modernist view of authenticity (Lindberg et
al., 2014). As a result, the connection to the authentic location becomes crucial when
evaluating a tourist’s experience. However, most tourists will not have the opportunity to see
or experience the authentic site (MacCannell, 1976). The weirdness of the “other” (such as a
foreign culture) and the tourist’s area of innovation can be conceptualised as the relationship
between a tourist experience (E. Cohen, 1972). Moreover, Cohen asserted that how tourists
perceive tourist experiences is influenced by “the place and relevance of tourist experience
in the total world-view of tourists” (Cohen, 1979, p. 179). As a result, he then put forth a
theory of authenticity based on social construction (E. Cohen, 1988).
There is a common belief that tourists have personal preferences that encompass
their lives and influence the places they visit and the types of tourists experiences they seek
(Madrigal & Kahle, 1994). Having these values focussed on a specific goal (such as taking a
trip) creates travel true motivations, which act as a “push” to get people to go on their
planned trip. In marketing research studies on tourist experiences, travel motivations and
goals have been important considerations (Loker-Murphy, 1996; Prentice et al., 1998).
A well-staged experience, according to Pine and Gilmore (1999), helps in increasing
memory — that is, memorising a specific event — which influences a tourist’s impression of
the location positively (Gilmore & Pine II, 2002b, 2002a). They propose particular
methodologies for providing travellers with souvenirs or other memorabilia to help them
establish lasting memories of their time at the destination. An enjoyable experience is critical
to a destination’s potential to provide Pine and Gilmore’s four realms of experience
(entertainment, education, escapism, aesthetic), so creating pleasant memories is at the core
of their design (Oh et al., 2007).
It is essential to mention that a visitor’s overall impression of a destination is shaped
by everything there. In terms of the tourist decision-making process, tourists’ perceptions of
a destination’s experience may be related to prepurchase concepts like qualities, aspirations
and behaviours. At the same time, some researchers have argued that the correlation is not
valid. Travellers will have positive memories of a destination because of the experiences they
have there and feelings of the general quality of the destination and contentment with their
travel experience (Oh et al., 2007).
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III.

Methodology

3.1.

Study area and population

Bali is one of the very well-known destinations in the world. In various polling held by
some notable tourism platforms, Bali often enters the top five spots or even ranked as the
number one best destination in the world. The latest recognition comes from Tripadvisor,
which positioned Bali as the number one Most Popular Destination in 2021 (Tripadvisor,
2021). The crucial aspect of why Bali is so famous amongst travellers is how Balinese people
have a cultural aspect as the foundation of their tourism strength. Almost all parts of Balinese
life can be an inspiration to be used as an attraction for tourists; not even a few domestic and
foreign tourists have finally settled and made Bali an inspiration.
Balinese traditional music can be heard in almost every place in Bali, from tourist
attractions for entertainment to temples for ceremonial and ritual purposes until in public
places such as hotels, museums, and merchandise stores. Therefore, this research takes place
in various tourism sites with strong cultural values amongst other places in Bali. Here, I
explore the use of music in places such as tourism attractions, temples, and public spaces to
determine how traditional Balinese music affects these places’ experiences. Moreover,
participants for this research will be the managers and organisers of each site to know their
motivation to play traditional Balinese music in their places. And not only the managers but I
also interviewed tourists who visit these destinations to understand how they experience the
sense of place concerning the music they hear. Lastly, I also get a chance to interview the
Balinese performing arts artists to get their point of view regarding the use of music in
building experience for tourism sites.

3.2.

Method

3.2.1. Conducting non-representational ethnography
In conducting human-geography research, most researchers mainly use ethnography
as their fundamental way of exploring the culture and tradition (Cope, 2009; DeLyser et al.,
2009). The consistent increases of interest in using ethnography in the field of geography for
the past decade can be seen in most progress reports, analysis papers and methodology
books (Vannini, 2015). Ethnography itself is a people-focus emic study that applies several
data collection methods, consisting of participation, observation, and interview, in order to
unravel the truth in one culture by broad narrative and contextualised representation
(Vannini, 2015). While most of conventional and realist ethnography (Adler & Adler, 2008)try
to deliver their main ideas as authentic as possible in order to represent the real world ‘as it
is,’ non-representational ethnographic approaches considered for aiming at animating and
not simply imitating, at rupturing rather than just reporting, to evoke, instead of just reflecting
and to resonate, in this notion giving a real escape from the established academic practice of
undertaking to reveal meanings and senses that are seemingly awaiting our discovery
(Lorimer, 2007). Non-representational theory commonly aims at better dealing with our
worlds outside humans’ multi-sensual and textual evidence (Lorimer, 2007).
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Non-representational ethnographic styles seek to discover contexts and values
allegedly waiting to be discovered, understood, and described by the researchers (Lorimer,
2007). By doing the non-representational ethnography, it means that we try to go beyond
what is ‘common in the field of human geography (Latham & Conradson, 2003) by breaking
the timidity that shown in conventional qualitative reports, which extensively displaying
‘know and tell’ (Thrift, 2004). Thus, a broader spectrum of types and styles than those
discovered often in conventional journals can enable researchers to develop alternative
practices and performances (Vannini, 2015).
Applying non-representational theory in conducting this research means that the
necessary to challenge ourselves to have a mindset to accomplish novel expressions of
creativity. As Dewsbury (2009) mentioned in his work, non-representational ethnography is
suitable for finding ideas in the arts, developing passion, and discovering ways to reconstruct
thinking, sensing and producing by affirming the remarkable powers of action, expression and
idea. This means that creative direction is needed to view the research subject beyond what
is already established and beyond the conventional interpretational limitations of
ethnography. Generally, the notion of non-representational ethnography is to make our
ethnographic research ‘dance a little’ (Vannini, 2015). Non-representational ethnographers
are not inevitably concerned about what is behind the ‘masks’ covering the subject of
research or try to investigate the actual meanings that obscure behind the curtain (Vannini,
2015), but instead expected to provide the actual truth, whether if there is an absence, a
scolding question, even in a totally vague circumstance (Rose, 2010).
Hence, by applying non-representational ethnography, this research aims to explore
various possibilities presented in the field. It is believed that digging into the actual meaning
is essential for the end result of the study. However, having the creativity and freedom to
interpret the kinetic dimensions of fieldwork is also significant in order to tell the stories along
the road, throughout the journey, establishing knots tied from several and intertwined
strands of movement and growth (Ingold, 2007).

3.3.

Data collection

During the data collection, I get the chance to talk with several people about creating
an experience through traditional music in tourism sites in Bali. These people consist of local
and international tourists, site managers, and Balinese culture and art performers. In doing
this research, I conduct a non-representationally ethnography.
Previous studies have shown that it is common for the researcher to use the
conventional ethnography style. Still, non-representationally involves the researcher on
active involvements with particular, momentarily and spatially established practices (Wood,
2012). Besides doing the traditional qualitative research methods, l also adopts ‘participant
sensing’ (Wood, 2012) to pay attention to what is happening at the sites. I take the role of the
audience/visitor to have a perspective as an observer, listener and participant. Lastly, I am
practising narrative interviews in order to let the interviewee convey their views.
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Practising non-representational ethnography means that take my own notes during
my observation. Not only that, I record both voice and video to support my data collection in
order not to miss every tiny detail during my observation. I asked for interviewees’ consent
and permission before I made the recording. I spent around one-and-a-half months in Bali,
starting from June until early August 2021. The interviews were carried out in Indonesian and
English.

3.4.

Data analysis

Since I am conducting non-representational ethnography mostly based on what Wood
(2012) did for her journey to find the ‘Scottishness,’ the data analysis is similar to the standard
qualitative research analysis. What makes it different is that the focus of analysing the data is
not much transcribing and coding in a traditional sense, but more on re-listening the recording
and making sense of it by writing all the findings in the later sections of this thesis.
I also analyse some existing records, both sound and video of because of COVID-19.
Due to the pandemic, I could not conduct my research at tourism sites as I planned because
the local authorities forbid it due to the possibility of crowded mass in public space.

3.5.

Limitations

The biggest constrains for my research is the raise of positive rates because of COVID19 in Indonesia, included Bali. As a destination that rely so much on tourism. This condition
pretty much affected every corner and life aspects in Bali. I have to say that Bali lose its sparks.
It was not Bali that I used to know. Sadly, I had to adapt with this condition. With all the
limitations that being applied at some main tourism attractions, I barely can interview
international tourists that come to Bali for travelling purpose. Instead, I mostly talk to local
tourists and only few of foreigners that happened to be expats who could not go back to their
origin countries and got stranded in Bali. Moreover, most of cultural and art performances
could not be performed in public space due to the possibility of generating crowded mass. I
consider this a significant loss for a field researcher since the essential part of fieldwork is
going to the actual field, meeting people and observing the surroundings.
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IV.

Results and discussion

I spent two months in Bali for my field research. During the time, I found that Bali was
so quiet because of the pandemic. What I mean by quiet is before COVID-19, we can hear
“the sound of Bali” almost in every corner, whether it is traditional music performance in
front of the main temple in Ubud during weekends or contemporary Balinese dance
performance and musical numbers while we are enjoying dinner in local restaurants. This
situation saddened me very seriously because this is not Bali that I used to know. Bali used to
be warm, vibrant and full of joy. During my last visit to the land of gods and goddesses, I barely
can experience the quality: the long, wide-open arms and a friendly smile that always
embrace the adventurers and wanderers. However, I was still trying my best to go to places
that still playing and performing Balinese music.

4.1.

Belief and cultural values

To begin with, we need to understand that we cannot separate between culture and
belief in Bali. The practice of religious ceremonies is also become a particular charm for
tourists to come to Bali. Various forms of the reality of people’s lives cannot be separated
from the order of values and noble concepts contained in Hinduism. The Balinese people have
the view that all forms of action that are attempted and carried out in Bali basically must be
guided by the significant direction contained in Hinduism. People believe that if the order of
life in Bali has been bound and has always been in the circle of Hindu religious teachings, it
will directly bring Bali to eternity, security and harmony with other aspects of life (Tirta, 2019).
Hinduism has become the spirit and energises every step of the social and cultural life of the
Balinese people (Petera, 2008). The close domination and interrelationship between
Hinduism and Balinese life are basically caused by the maximisation of the function of religion
that the local people feel.
The aesthetic aspect as part of the artistic and cultural life of the Balinese people also
has rules or arguments that cannot be separated from the influence and inspiration of Hindu
religious teachings. Emphasis and efforts to build an element of beauty in artistic activities in
Bali always pivot on the aesthetic proposition of the Hindu spirit itself. Hinduism, which is
pervasive in the aesthetic realm, contributes to building slick Balinese art and has a unique
identity with the nuances of Hinduism. Hindu aesthetics is a perspective on the sense of
beauty (Lango), which is bound by Hindu religious values and based on contextual Hindu
teachings in the content of the Vedic Scriptures (Latra, 2008).
There are three aesthetic values that serve as guidelines in building artistic activities
in Bali. These three propositions are also synergistic that requires balance or harmony in an
art activity in Bali. The three main values or propositions of Hindu aesthetics that build art in
Bali are truth (Satyam), holiness (Siwam) and beauty (Sundaram) (Tirta, 2019).
During my discussion with Ida Bagus Agung Gunartawa, the co-founder of Samsara
Living Museum in Karangasem, which located in Jungutan village of Karangasem district in
Bali, in an area of two hectares of green and calming nature. Balinese Hindus believe in
Samsara, or the circle of life, which is symbolised by various ceremonies and rituals and leads
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to the belief that humans have the task of reincarnating in order to reach perfection.
Gunartawa explained the use of music in everyday life in Bali. As part of the rituals, music is
attached to every aspect of the performance:
“These three concepts hold an important role in Balinese culture and art. In terms of music, I can say
that every music that being played in Bali is always culminate to these concepts.” (Gunartawa)

4.1.1. Hinduism aesthetic values

4.1.1.1.
Satyam
The value of truth (Satyam) in Hindu aesthetics emphasises the aspect of morality,
which focuses on heart stability, sincerity, and honesty in the arts. In the reality of art in Bali,
Satyam is generally used as the implementation basis for every activity and process of
performing arts. The community and art practitioners in Bali believe that when an artistic
approach and activity is based on stability and sincerity, a work of art will appear that has
qualities that can be judged based on material aspects and focus on inner relief in seeing the
artwork. This shows that the freedom of ideas and strategies in designing a work of art is not
carried out only as a means of overflowing artistic expression but instead leads to the
realisation of creative expression and instinct. Thus, it is expected to provide and awaken the
values of art morality and peace of mind based on the aspect of truth in art (Tirta, 2019).
4.1.1.2.
Siwam
The value of holiness (Siwam) is religious values that help build the reality of art in
Bali. Balinese people who live by the order of Hinduism always interpret Hinduism’s values in
the practice of artistic life. Art activities carried out by the Balinese people synergise various
noble values contained in the teachings of Hinduism. The optimisation of the divine aspect is
continually strived for in every work of produced art. This directly builds a reality of the
Balinese form of art, which is identical to Hindu theological spiritualism. When art in Bali is
intended as a form of offering to God, there has been spiritual devotion and surrender. Art is
one of the foundations and evidence of faith in God (Tirta, 2019).
4.1.1.3.
Sundaram
Beauty (Sundaram) which includes similarities and differences, can be reflected in
several dimensions. The reflection of balance is found in many arts, both inanimate and
animate arts. This concept of balance shows how Hindus use aesthetic values to create and
achieve a peaceful life (Tirta, 2019).
Moreover, the concepts of Satyam, Siwam and Sundaram in Hindu aesthetics have
become a cavity and a foundation for culture and art in Bali to create artistic products and
activities in harmony with the spirit of Hinduism, which aims for sustainability and peace in
the world. In a sense, when art life in Bali proceeds based on these three ideologies, it will
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have the potential to generate harmony or world peace, both in the spiritual (Bhuana Agung)
and material (Bhuana Alit) spheres (Tirta, 2019).
“We need to understand that every purpose of playing music in Bali should always take into
consideration these three values. It is mandatory.” (Gunartawa)

During my visit to Samsara Living Museum, I could hear the music faintly playing in the
corner. I realised that the music being played is actually a recording, not a live performance.
To my curiosity, I asked Gus Wis, a guy who was in charge, to explain about the surroundings
of this museum:
Yudhi: What can you tell about the music that is being played right now? Is there any meaning by the
number that we hear at the moment?
Wis: Actually, this is a piece of contemporary music. We choose this repertoire because of its calming
sound. We surely want to create a nice experience for tourists while visiting this place.
Yudhi: So, nothing special about the choice of music that is being played in this museum?
Wis: Actually not. As long as it contains calm Balinese melodic and rhythm, all good.

I am flabbergasted by his answer because I thought each repertoire would have
meaning, at least the manager or the person in charge of picking the song. In Samsara, I made
notes that “Although Gunartawa explained to me that Balinese musical numbers are always
based on Hinduism aesthetic, I do not get the sense that all the people, at least one of the
guides mastering this knowledge.” (Field notes, 15 June 2021)
Furthermore, Gunartawa continued explaining the function of Balinese music and art
in general:
“There are other three concepts of music classified by its function, which are Wali, Bebali and Balihbalihan.” (Gunartawa)

I was getting more excited by his statements because eventually, more concepts about
how music is played in Bali are expanding as our discussion goes on. Gunartawa then
explained these other concepts. However, when I got into the research of Wali,
Bebali and Balih-balihan, I found out that it is not merely about music, but pointing out the
classification of three functions of dances in Bali. We know that dance and music could never
stand alone in Balinese culture because both go to completing each other.
I later wrote a field note that “this classification might not only about music, instead it
is about dance numbers. Just because it is always being played alongside traditional dance,
then the repertoire can be classified as the only music.” (Field notes, 15 June 2021)
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4.1.2. Function of music
Based on the decision of the sacred and profane arts seminar in 1971, Balinese artists
and culturalists classify dance based on its function into three groups which are commonly
referred to as Wali Dance, Bebali Dance and Balih-balihan Dance (Bandem, 1996).

4.1.2.1.
Wali
Wali is the type of music that functions as a means of religious ceremonies. Hindus
classify this music as sacred by the supporting community, which can only be performed on
certain holy days and places, especially in the courtyard of the holiest temple, namely Jeruan
Pura. This type of music is magical and religious in which ceremonies with certain ceremonial
facilities always accompany each performance by the customs and beliefs of the people.
4.1.2.2.
Babali
Babali is music that accompanies religious ceremonies staged on certain days and
places, namely in the middle courtyard (Jaba Tengah) of a temple in Piodalan. View from the
form of presentation, in general, Babali is presented in a drama, a performance that uses
stories or plays.
4.1.2.3.
Balih-balihan
Balih-balihan is a musical number used only for entertainment, performed in the
temple’s outer courtyard (Jaba Side). This type of art is called profane art. The performance
is very dependent on the situation and condition of the religious ceremony in a temple.
Usually staged after the implementation of the prayer is over, with the aim of
entertaining Memedek and the surrounding community and at the same time revitalising
the Piodalan ceremony itself. As entertainment, this number is full of aesthetic and thematic
atmosphere.
According to these various explanations about the values of music and art in Bali, I
conclude that every musical performance has its classification. Based on my observation, it is
only a matter that this knowledge should be distributed to every person in charge of
organising tourism sites in Bali to understand when one music is being played, what are the
expressions that the artists try to convey and in what context it falls to.
4.1.3. Dharma Gita and Panca Gita
On the other occasion, I met I Made Makaradhwaja Marlowe Bandem, often called
Marlowe, an artist, lecturer, traditional Balinese art practitioner, and son of a famous Balinese
researcher and artist, I Made Bandem. He explained to me about the role of music in Bali:
“Actually, in Bali, it is quite rare to see a stand-alone traditional musical performance in public space.
It is because the musical performance is always attached to rituals purpose. Because of your question,
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I am wondering, do we, Balinese people, ever consider the importance of aural connection in the
commercial perspective?” (Marlowe)

Marlowe then conveyed that it is uncommon for gamelan Bali to be played outside
rituals purpose. As the main musical instrument for giving identity in Balinese rituals, Gamelan
is based on Dharma Gita. Dharma Gita is usually interpreted as a spiritual song. It can
positively impact the formation of mental attitudes, dignity, behaviour and character, and is
even believed to increase spiritual knowledge. At every religious ceremony,
especially Pujawali or Piodalan in every temple in Bali, there are always spiritual readings or
songs usually performed by the sekaa santhi1. The name of the implementation of religious
ceremonies will be more stable or can be said to be complete if accompanied by the Panca
Gita.
Panca Gita can be interpreted as five types of sounds that can evoke joy before, and
when religious ceremonies are carried out, these five sounds are:
1. Kentongan/kulkul: as a sign or wangsit so that people begin to gather at the ceremony
site;
2. Gong/gamelan: traditional music to accompany religious ceremonies, for example,
Piodalan rituals;
3. Kidung/kidungan: the chanting of the Dharma Gita;
4. Genta/bajra: the sound of a bell sounded by the sulinggihPuja/mantra:
sulinggih/stakeholder that develops into the gita/ritual stakeholders to attend
prayers;
5. Puja/mantra: sulinggih/stakeholder that develops into the gita.
After exchanging thoughts with Gunartawa and Marlowe about the concept of
Balinese music, I realise that basically, the music that we listen to in every corner in Bali is
always based on the values and traditional ideas of Hinduism. However, I feel that this basic
knowledge of Hinduism values may not always be known by everyone in Bali, even the local
tourist guide. I do not want to interferent with what the local artists or government should
do to spread the foundation of knowledge of what is described as ‘Balinese music.’
Continuing his explanation about what is classified as ‘sound’ and ‘music’ in Bali,
Marlowe then explained the concept of the sound of everydayness:
“You know that in Bali we celebrating Nyepi2, right? The most interesting thing in Bali, we also classify
the silent-ness as ‘music’. In a larger concept, we believe that we can find music in every aspect of our
lives. It is not always about the arrange of notes and rhythm, but also evdry sound that produced in
that place.” (Marlowe)

1

Sekaa santhi or called pasantian is a study group or group that pursues the Dharma Gita. Sekaa santhi has a
routine activity called ngayah, namely singing religious songs to accompany the ritual procession.
2
Nyepi is a Balinese “Day of Silence” that is commemorated every Isakawarsa (Saka new year) according to the
Balinese calendar
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Another interesting fact about how Balinese people classify sound concerning its
surroundings. But this concept needs some verification, as I got this insight from an expert in
this field. Do common people in society also think the same? Do the managers and business
owners also have this perspective about sound and music? We will get into details in the
following sections.

4.2.

Experiencing Bali through music

It is important for me to get insights of building tourism experience from the tourism
supporting industries such as hotel, food and beverage sector (restaurant and café), spas and
museum. I got the chance to interviewed the owners and managers of these sectors, and the
next section is my findings. I continue my research to understand how the tourism
stakeholders and managers put Balinese music as a complementary element for build-up
experience in their sites.
4.2.1. Samsara Living Museum, Karangasem

4.2.1.1.
Business perspective
As for Gunartawa, as the co-founder of Samsara Living Museum in Karangasem, told
me about the use of music in his place:
“When we talk about tourism in Bali, music definitely is an essential part in order to build experience
for visitors when they come to our place. We need to acknowledge that everything that we present
through tourism is all about our cultural pride. We want tourists have this feeling whenever they step
their feet on Bali, especially in Samsara Museum. Their five senses should experience the richness of
our culture. The existence of music in Bali is absolute, because we also want tourists to have this
memory about Bali whenever they hear our music” (Gunartawa)

I then continued to ask him whether he had any specific preference for music played
in his place to build experience in his site. He then told me his own perspective as a person in
business and also knowing communication marketing:
“In my own perspective – and I take into account what I am about to say – we actually do trial and
error in creating experience in tourism sites. So, when we feel that one particular music repertoire is
not suitable to build-up the perfect ambience, then we change it with other repertoires until we feel it
suits best with the characteristic of our museum.” (Gunartawa)

I found this really interesting. Although I know it is a sensitive concept, I believe
authenticity is somewhat a political construct. But this view seems perfect with an idea from
previous studies that a tourist’s experience of a destination is shaped by their interactions
with the environment and the practises they partake in a while there (Driver et al., 1987; Haas
et al., 1980; Manning, 1986). Gunartawa’s statement fitted this view that through good
experience surely will arise good memory to the visitors. As Oh et al. (2007) stated, owners
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and managers are motivated by customer demand to create distinct value-added offerings
for products and services that have already attained a high level of consistency and
functionality. In addition, Gunartawa added that:
“… although my team and I can choose which music is being played in the museum, it must be the
music with the concept of beliefs and traditional values (See section 4.1.). Or we can choose music that
usually being played in the context of Balih-balihan, but otherwise, we are free to choose other
repertoire as well”

On the other occasion, when I was with Marlowe, he repeated no particular
classification for what is being called ‘commercial music.’
“Even when we mention about Bali pop music, it is not common for pop music being played in public
space, because most of its lyrics are witty and naughty. That is why, we still choose music from the
rituals, because it still contains the original element of Balinese instruments, such as gamelan and
bamboo ensembles. Unlike the architectural design for buildings, there is no specific decree or rule
from the local government that regulate what type of music to play or perform in public space.”
(Marlowe)

From our discussion, I understand that what Marlowe said was indeed true, as I stated
in section 4.1.1., even the local guide of Samsara Living Museum is not really pinpointing
which repertoire is being played during my visit. He later added that there is one repertoire
that is not attached to ritual music. Still, it is not suitable for building a pleasant experience
for tourists due to its rousing characteristic. When I heard it on YouTube, to find out what he
meant by ‘rousing’, I understood why: it is because of its loud and lively sound. “Imagine when
you are in a shopping store, restaurant or even spa while hearing this music. Instead of getting
relaxed, you will get this ‘in urge of hurry’ experience.” (Field notes, 20 June 2021)
4.2.2. Merudhani Boutique Hotel and Spa, Ubud

4.2.2.1.
Business’ perspective
I met the owner of Meruhdhani Boutique Hotel, I Made Dwi Satria, and the
operational manager, I Ketut Ardika, in Ubud. As one of the most cultural areas in Bali, Ubud
always has a pleasant, artistic display and performance. Satria explained:
“Ubud is always been a place with vibrant arts to showcase in Bali. You can find a lot of famous painters
with splendid artworks from Ubud since a long time ago. During 1970s until 1990s era, the rise of
Gamelan performance in public spaces keeps blooming. It is then added more status to Ubud as a
destination with complete, rich culture. We have everything in here, from fine arts like sculptures,
paintings and the latest is musical performance. During late 80s until now, it is more common to see
live performance of Balinese musical performance in hotel lobbies and restaurants.” (Satria)
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In practice, Meruhdhani hotel also plays music in their place, especially in their lobby
and restaurant. Ardika explained that the music they choose for being played in their hotel
follows the hotel’s atmosphere throughout the day. Although the music played in the hotel is
mainly recorded most of the time, they still choose which music suits to be played in particular
areas.
“In the lobby area, we are playing repertoire from Rindik3 ensemble in order to create soothe
experience. We want all of our guests fell at ease after they arrived in our place after the long haul.
And for our restaurant area during breakfast time, we choose musical numbers from Suling4, because
as we know, the sound of suling is so peaceful and not too noisy. I believe it will help to rise the appetite
of our customers. Later on, during the afternoon, we play ‘Selamat Datang’ (‘Welcome’) repertoire
from gamelan ensemble. The characteristic of its music is not too fast and not too slow. We want to
showcase the vibrant of Bali in the afternoon.” (Satria)

In relation to experience, Ardika later added that they also want to introduce the
identity of Bali to all the guests.
“We all want them, our guests, to raise this image of Bali, not only from the visuals of their
surroundings, but also from what they heard at the given time.” (Ardika)
“… also, we want them to feel like they are embraced by the calmness of Bali through our music. We
build the ambience of relax and feeling like ‘home’.” (Satria)

I dig more specific about the selection of the repertoire that is being played in their
place. Because I already have enough knowledge of the foundation aspects of Balinese music
from Gunartawa and Marlowe, I wanted to know whether the owner and the manager of this
hotel also have this knowledge. The answer is they are not knowing specifically the distinguish
of that music, whether it is the repertoire that is only being played in the rituals or even
contemporary music.
“We are more depend on the arrangement, instead of its function. For example, we also choose
traditional music combine with Western instruments like guitar or piano.” (Satria)
“To be fair, we do not enough knowledge to specify does this music meant to be played in certain
occasion and certain place. We rely on our feelings. As long as it is suitable to create soothe and
relaxing experience, we will play the song. Especially when we play it on spa. We chose the music with
tempo as slow as possible” (Ardika)

3

Rindik is a traditional Balinese musical instrument. This musical instrument is made from selected pieces of
bamboo that have been processed to be prepared to make Rindik. The pieces of bamboo are then arranged at
a certain distance to produce sounds and tones.
4
Suling is traditional Balinese flute made from bamboo.
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After wrapping up my interview with them, I got the chance to visit the hotel. I did
hear music was played in the lobby. To my surprise, they chose to play music from
contemporary and modern Balinese musician Gus Teja. I arrived there in the afternoon after
lunchtime. From what I heard, they played musical numbers with a medium tempo. “And yes,
besides the beautiful crafted designed of the building, I also can experience Bali, most
specifically Ubud vibe from this place.” (Field notes, 16 June 2021)
I realised that from a business perspective, there is no specific distinction about what
music they should play in the tourism scene. Instead, they want to build a calm and relaxed
ambience, especially in a public area like the main lobby, restaurant and spa.
4.2.2.2.
Visitors’ perspective
Due to COVID, not many visitors come to Ubud. As some insights, the main sell factor
of this area is its culture. Sadly, the highest number of visitors that come to Ubud is from
European countries. European tourists tend to see the cultural aspects more than other
countries, even compared to local tourists. That is why Ubud seemed like a dead city when I
arrived there. Quiet and dull.
In Merudhani, I only met one local tourist in the lobby. I asked her about the
experience that she got by hearing Balinese music being played and her response to my
question:
“I love the experience that I got by hearing this music. You know, I already pleased by the visual of the
hotel’s architecture. Completing the whole idea of being in Ubud. I feel calm and relax hearing this
slow music, it is like the cherry on top: seeing the green sceneries and getting calm ambience through
this music. ” (Karina, from Jakarta)

I then asked her whether she knew that the music that she heard at the moment was
not a piece of traditional music but a contemporary number. She replied:
“I actually not really aware of that. Now that you are mentioned about that, now I can hear that there
is sound of guitar in this music. It is still nice, though. I can still hear the aspect of Bali from this song,
like the sound of gamelan and suling.” (Karina, from Jakarta)

By her answer, I conclude that the aim from the owner is achieved. The visitor could
experience ‘Bali’ through the aural experience from the recorded music played in the lobby –
not only the experience of being in Bali, but I also highlight the purpose of providing a chill,
relaxed and calm experience.
4.2.3. Bebek Tepi Sawah Restaurant, Ubud
Bebek Tepi Sawah Restaurant in Ubud is one of the main notable culinary attractions
in Bali. Unless other places in Ubud, this restaurant could maintain the number of its visitors,
especially local tourists still flooded this place. I went there on the weekend and found out
that that place was packed with people.
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This restaurant also famous for combining the view of rice paddy and back-to-nature
concept. In every corner of this place, we can hear Balinese music being played. I happened
to know that this place is staging the scenery of village in Bali, when you can still feel the
sound of nature combine with traditional music.
4.2.3.1.
Business’ perspective
Here, I met with Maharanti, one of the owners of this restaurant. When I asked her
about the motivation of playing Balinese music in Bebek Tepi Sawah, Ubud, here is her
response:
“Our motivation by playing traditional Balinese music at each outlet is to give visitors an atmosphere
like in Ubud. Because this restaurant is an authentic restaurant from Ubud, we want visitors from
outside Ubud also to be able to feel the atmosphere, and maybe be able to enjoy our food more
deliciously and feel more comfortable to stay longer in our restaurant. We also want the arts of Ubud
or Bali, in general, to be engraved in the hearts of our visitors so that they can become more aware of
the culture and atmosphere in Ubud, which is very strong and unique.” (Maharanti)

Regarding experience, I asked more specific about the whole concept that they build
in Bebek Tepi Sawah:
“The experience we want to present to visitors is the Balinese atmosphere. Like at our first outlet, which
is in Ubud, the atmosphere is very beautiful, green, calm and cosy. We want visitors to also experience
being in Ubud, surrounded by rice fields, grains, Balinese architectures and the breeze in every open
space, where visitors sit.” (Maharanti)

And the most essential, the question about the choice of music played in this
restaurant. Do you have specific preferences or knowledge about what music on what
occasion? Her response then:
“The standard of music we have chosen is contemporary Balinese music, like the music composed by
musician Gus Teja. We do not choose very traditional music such as gamelan, Gong Kebyar, Balinese
dance, or Semar Pegulingan because we think such music can make guests feel uncomfortable. After
all, it is too complicated and noisy, and our visitors could easily get distracted.
We chose contemporary, traditional music such as Gus Teja because his music can make guests feel
calmer and easier to accept in various audiences’ ears. In addition, the musical instruments used by
musician Gus Teja are also musical instruments such as flute, tingklik, guitar, bass and various
percussion instruments that can make the music easier to enjoy.” (Maharanti)

When I heard her response, I felt like a deja vu from hearing answers from my previous
interview in Merudhani Hotel. I can tell that the managers’ main aim is to spread calmness to
the visitors that come to their place. By choosing contemporary Balinese music, instead of
traditional music, which they considered noisier, they wished visitors could consume their
meals at ease.
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4.2.3.2. Visitors’ perspectives
I interviewed three visitors during my time in this restaurant. Each of them conveyed
their feeling by the music from what they heard in this restaurant. Raditya, a tourist from
Bandung, West Java, somewhat adored the experience he gained through his visit to Bebek
Tepi Sawah Restaurant. Aside from the ‘Back to Nature’ theme created by the restaurant
managers; he felt the importance of music to supporting the idea of ‘authenticities of nature’:
“Of course, the music is also important! I could not imagine if I am eating at this restaurant, with this
tremendous view without the presence of music. See? That is paddy fields over there. Calm, green, and
more perfect with the sound of music.” (Raditya, from Bandung)

I then asked whether he was aware that the music that was being played was Balinese
music? And his answer is yes. And later, I asked again, how do you know specifically that the
music you heard is Balinese music from its characteristics and specific pattern of the
melody, “Balinese music has its own characteristic, from the moment that you hear
it” (Raditya, from Bandung).
Moving on to another tourist, Sita, from Yogyakarta, visited the restaurant with her
family. She conveyed that the music played in this restaurant is suitable to give her a feeling
of peace. She is into the slow rhythm of the music that she heard, “I feel calm while I am
enjoying my meal. Nice experience! It is like can simply enjoy the moment by the view, also by
this peaceful music” (Sita, from Yogyakarta). Yet, another example of getting a relaxing
experience from the music that she listened to.
Lastly, the last tourist from Makassar, South Sulawesi: Stephen. I got an interesting
response from him in regards to the experience that he felt:
“I love the ambience and the experience. But in my opinion, this kind of music pretty much make me
sleepy. It is like hearing a lullaby. Especially after you finish your meal, I suddenly feel the to get sleep,
right now, in my seat. Nothing bad about the music, only too peaceful, not my cup of tea.” (Stephen,
from Makassar)

An intriguing point of view. I can also categorise his argument about music as a
supportive part to create calmness experience. But we can also understand that slow tempo
music can also make you fall asleep. This is important for future research, does the feeling of
‘calmness’ by hearing Balinese music is similar to every person who hears it?
Moreover, the other two visitors, Sita and Stephen, both know that the music they
heard was Balinese music. However, they could not tell whether it was traditional music or
contemporary music.
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V.

Conclusion

Nowadays, creating a tourism experience is crucial for the tourism sector, in the wake
of experience economy (Pine & Gilmore, 1999; Schmitt, 1999) and consumer research
(Arnould & Price, 1993; Holbrook & Hirschman, 1982). The focus of research has been on
commodities that stand out as being exceptional or surprising to customers (Mossberg, 2007).
In creating an experience, past research primarily focuses on what is being seen rather than
being heard. The later study then considered sound, particularly music, because music is an
adequate medium in describing how sounds make people feel (Dodds, 2019). This concluding
chapter will summarise the role of music in building tourism experience in Bali, Indonesia. In
order to address the main research question, four sub-questions will be reflected first.
RQ 1: How do Balinese people view music as part of their culture shaping the place
experience?
During my discussion with two of my informants, Gunarwata and Marlowe, I conclude
that Balinese music is always based on traditional culture and Hindusim beliefs. Hinduism has
become the spirit and energises every step of the social and cultural life of the Balinese people
(Petera, 2008). Through my findings and interview with my informants, I conclude that
Balinese music is always surrounding Hinduism belief. Even when musical numbers are being
played in public space and for commercial purposes, it still has to be based on traditional and
sacred values, such as Satyam, Siwam, Sundaram; Wali, Babali, Balih-balihan; and lastly
Dharma Gita and Panca Ghita. People who understand these concepts must also know what
music can play outside the ritual purpose because each traditional Balinese musical is
originally played inside the temples. The later development then allows it to be played in
public places. However, we must consider that not every person in Bali is familiar with these
concepts and values. Most business and tourism industry stakeholders’ managers only think
that music in Bali is attached to every aspect of life. Based on their opinion, they can use the
music casually without knowing the true meaning of each piece of music.
RQ 2: How do tourists experience the music?
Almost every tourist I interviewed during my fieldwork seemed happy with the
musical experience they endured during their stay in Bali. Interestingly, most of them hold
the same feeling toward the music they hear in public spaces like restaurants, museums,
hotels, and spas: they feel at ease and relaxed whenever they listen to the slow tempo of
music in these areas. In my fieldnote, I was writing that may be because all the places that
became the locus of my research mostly have the same aim: to make the visitors feel calm
during their stay or visit. The managers and owners did not want to provide music with fast
rhythm and noisy sound. The experience that the managers tried to build was received pretty
well by the visitors.
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RQ 3: What role does the music play at tourism sites in Bali?
In terms of creating an experience, Balinese music is viewed as the complementary
experience gained by other senses. But we must consider that there is no primary purpose
for traditional Balinese music for commercial use. Every business owner and tourism
managers seem like choosing their music preference based on the characteristics of their
products. The essential part of the experience in Bali is basically through their visuals. That is
why when we are visiting Bali, we can find magnificent architectural buildings, spirited and
vibrant rituals of the ceremony, while music is considered complimentary. Music is
substantial, but no specific numbers or ensembles should be played in certain areas for
commercial use.
RQ 4: What are the important aspects of traditional Balinese music that should be fulfilled
so that tourists can experience the authenticity of Balinese culture?
The answer will be different to whom this question is being addressed. As I stated in
the introduction, the concept of ‘authenticity is somewhat too political. I must say that when
we address this question to stakeholders that really understand Balinese music, they will
answer to keep it authentic. Balinese people really should consider the foundation of values
of music while being performed. On the other hand, when we point this question to business
owners, they answer that as long as it is Balinese music repertoire, they are not really
considered whether the music is suitable. As long as it fits with the experience and ambience
that they want to build, there is no hassle.
Main research question: How does music builds experience to tourism sites in Bali,
Indonesia?
The factual answer will totally depend on how the managers and business owners
choose the music based on the character of their places. Before I did this research, my initial
thought was that there would be a distinction between music played for commercial purposes
and sacred and forbidden to be played outside specific rituals. It turned out that there is no
particular rule to regulate this thing, especially when it comes to the commercial sector as
tourism. As long as it fits with the purpose (for example, making you feel relaxed, at ease, and
recall the feeling of being at home), Balinese music can surely be played anywhere without
any limitations.

5.1.

Limitations and recommendations

First and foremost, I realise that this research is far below perfect, as I conducted this
research during the pandemic. My space to explore every possibility is limited. I have tried
my best to find the most suitable interviewees and informants, but these have seemed the
best I could get during this pandemic. Moreover, I also realised that the locus of this research
is too broad, as I chose Bali as a whole. I barely can focus on determining which is the most
suitable area to conduct regarding this topic.
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Therefore, few recommendations are performed to improve future research. Firstly,
continual research regarding the use of aural aspects in building experience in Bali. There is
still no research about how Balinese music affects/arouses someone’s mood emotionally. This
study will be such a value-added to the study of the soundscape. Secondly, in terms of
experience, I also think it is essential to make a quantitative study about the quality of
experience that tourists gain by hearing Balinese music. As my research concluded, most of
them feel at ease and chill, but there is still a distinction, to be more specific, what is
categorised as ‘feeling relaxed’.
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