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ABSTRACT 
Gandrung, a traditional Banyumas dance, is in a contested space between the state, market, and religion and has no 
bargaining power to maintain quality through innovation, creation, and improvement of performance aesthetic literacy, 
economy, technology, and law. The focus of the research is to revitalize Gandrung through inheritance and local-based 
creative industries. The urgency of the research is the general tendency of traditional art to be increasingly marginalized 
and replaced by modern art. With the ethnographic method, the research began with collecting library data from various 
sources and complemented by field data obtained through observation, participation, and in-depth interviews with 
traditional arts actors, community leaders, culturalists, bureaucrats, and the arts community. Through the revitalization 
of traditional arts, it has the potential to coexist and collaborate with modern art which is more in demand by the public. 
The implication of this study’s finding was that the need to follow-up the inheritance of traditional arts through 
apprenticeship (nyantrik) for senior Gandrung dancers and performances that used a solid concept. Other improvement 
was collaboratively involving artists, community, cultural actor, government, and academician. 
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1. INTRODUCTION 

Gandrung is one of the traditional arts in Banyuwangi 
which is still popular and in demand by the supporting 
community, despite the negative stigma, especially from 
religious leaders and ulama’, because the dancers use 
movements that are seen as sensual and with costumes 
that exposed their nakedness. The results of research and 
search of library sources indicated that not only does 
Gandrung have an ecosystem that supports each other, 
but it also innovates to remain in demand and receive 
appreciation from the supporting community 
(Anoegrajekti et al., 2021; Anoegrajekti, Setyawan, 
Saputra, & Macaryus, 2015). The ecosystem are art 
actors, militant connoisseurs (Gandrung developer), 
responders, local bureaucrats, and itinerant traders who 
attend every Gandrung-Banyuwangi performance.  The 
association of professional Gandrung lovers in 
Banyuwangi is part of the traditional arts ecosystem that 
has contributed to the preservation of this traditional art. 
Therefore, both the dance and the performers have a 
potency to be involved in the revitalization movement of 
Gandrung traditional art, so it can obtain higher quality 

and contribute significantly to the quality of life of the art 
performers and their supporting communities. Gandrung 
also received attention and space for appreciation from 
the community and local government, respectively by 
participating in various local, national, and international 
festivals, such as Gandrung Temu and Gandrung Mia on 
28–30 August 2015, attended and performed at the 
Frankfurt Book Fair, Germany – known as a prestigious 
world book fair. Moreover, in 2002, Gandrung was 
designated as the mascot of Banyuwangi tourism by the 
then Regent Samsul Hadi. This is a matter of pride, as 
well as a challenge, especially to develop and improve 
the quality of Gandrung performances. The quality 
includes art performances, alternative innovations, and 
adaptations made in response to market demands. 

The traditional art of Gandrung has militant fans who 
are loyal to the performances, namely the developers. In 
Banyuwangi, there is a progressive organization that calls 
itself as Association of Professional Gandrung Devotee. 
This association has a dual role, namely a mediator 
between responders and Gandrung dancers, lovers of 
Gandrung performances, donors, and security guards for 
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Gandrung. They bring money to give to singer (sinden) 
during the show (Caturwati, 2011). The ability to give 
saweran indicates that they belong to the middle class. 
The developer has multiple roles, namely as a funder, a 
mediator who invites members of the community 
individually or in groups, and a security guard who is 
respected and feared by the community. 

Caturwati (2011) provides a broad and detailed 
description to be able to provide a comprehensive picture 
of the lives of traditional art performers, especially sinden 
dancers. In addition, the wide exposure provided 
inspiration for revitalization, so the lives of the 
performers of these traditional arts could generally be 
more worthy and received a prestigious response. In 
Banyuwangi, this craze for the art has penetrated a short 
response in restaurants, hotels, public spaces, 
corporations, tour packages, and rituals. This strong 
collaboration provides a space for aesthetic expression, 
and at the same time served as a venue to socialize and 
promote Gandrung dancers. Collaboration among the 
arts is also a space for bequeathing that can be developed 
by the next generation (Salniwati & Nurtikawati, 2016; 
Elvandari, 2020; Cahyono, 2006; Hersapandi, 2012; 
Nurasih, 2014; Rochmat, 2013). 

However, many of the performers are in poor 
condition. Protection is needed for the perpetrators of 
traditional arts. One of the ways is that traditional arts 
practitioners who have been educated to help other artists 
to be able to take advantage of the facilities provided by 
the state, such as Public Guarantee for Health 
(Jamkesmas), Health Card, and Social Health Insurance 
(BPJS). The facilities provided by the state should be 
useful to support the lives of traditional arts performers 
who experience health, economic, and social difficulties. 
In this way, the stigma that traditional art performers said, 
"when they were young, they were worshiped; when they 
are old, they are lost” has transformed into "when prima 
donna entertains the public, they are full of wisdom with 
their old age". 

As such, Gandrung is in a contested space between 
the state, market, and religion. Meanwhile, the economic 
problems tend to make traditional art performers have 
limited bargaining power. Therefore, it is necessary for 
art performers to increase their literacy power in the 
fields of performance aesthetics, economics, technology, 
and law. In this case, the government policy on creative 
industry can offer a solution to the revitalization of this 
traditional art. The creative industry as an 
implementation of the concept of the creative economy is 
one of the focuses discussed by academics and policy 
makers. Tomic-Koludrovic & Petric (2015) argue that in 
contemporary era, various concepts of creativity have 
emerged (Anoegrajekti, et al., 2015; Macaryus, 2014). 
The increase in natural resource -based industries and 
economies tends to be increasingly limited, while 
creative industries based on knowledge and creativity 

become an alternative to drive the economy. When 
cultural industry with a great capital has a lack ability to 
distribute profits for society, the creative industry is seen 
as an alternative to encourage economic equity for 
individuals and creative communities. 

In this context, the proposer places the creative 
industry as a business developed by individuals, 
institutions, or communities based on knowledge and 
creativity, especially traditional arts (Anoegrajekti, 
Sariono & Macaryus, 2018). Traditional art (Gandrung) 
has the potential as a basis for creative economic 
development, such as a space for socialization, 
promotion, and product marketing (Anoegrajekti, et al., 
2015). Cross-sector collaboration is also needed to 
expand business and community involvement that has the 
opportunity to contribute and benefit economically 
(Lindsay, 2012; Imanto, Sungkari & Prijotomo, 2019; 
Treimikienė & Kaêrauskas, 2020). 

A cultural revitalization then should take into 
consideration of all the parties involved: the artists, the 
community support, and the government policy. In 
international scope, cultural revitalizations took in many 
countries, such as Israel and Japan (Wilson, 1968). In 
national level, revitalization is conducted to the 
performance of “Topeng Wayang” at Jombang, due to 
inactiveness of regeneration (Yanuartuti, 2014). Another 
revitalization was also done on Sangeh tourism, Bali, 
whereby it was done collaboratively to attract tourist’s 
visit to give an enjoyment for the tourist (Yuliana & 
Suryawan, 2016). Another form of revitalization was also 
done on weaving industry “agal” with Bunga Mekar 
Nusa Penida in Bali (Purnawan et al., 2020) that 
potentially can support the development of tourism. 

Therefore, this study explores the possibility of 
revitalizing Gandrung through bequeathing and local-
based creative industry. Employing an ethnographic 
method, this study argues that strength of Gandrung’s 
local support enables it to revitalize so that it is co-
existent and able to collaborate with modern arts.  

2. METHOD 

This study used ethnographic method, whereby it 
reflects a culture by interpreting the performance and 
evidence happen in a community.  The study began with 
a literature study and complemented by field data 
obtained through observation, participation, and in-depth 
interviews with selected informants, namely art actors, 
cultural observers, local bureaucrats, and lovers of 
Gandrung art. 

Data validation was done through triangulation of 
sources which assumed that every member of the 
community had a taxonomy of various cultural activities 
in their community. The affirmatives of Gandrung-
Banyuwangi traditional arts are the people of 
Banyuwangi, connoisseurs, responders, traders, local 
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governments, and traditional arts actors (Murchison, 
2010; Anoegrajekti, et al., 2021). Data analysis was 
carried out simultaneously and continuously since the 
data provision stage. Data sorting was done based on its 
role, function, and contribution in the development of 
Gandrung traditional art. The theoretical bequeathing 
pattern has the potential to take place naturally or through 
a school, studio, or community education process. Each 
data is placed as cultural phenomenon interrelated as a 
whole (Gullion, 2015; Paulson, 2011). With cultural 
studies and interdisciplinary approaches (oral tradition 
and creative industries), each data is placed as cultural 
event related to power relations. Semiotic and contextual 
interpretation of data by looking at the relationship 
between data as a whole to get a comprehensive 
conclusion. 

3. RESULTS AND DISCUSSION 

The results of the research generally showed that the 
traditional art of Gandrung has historical, cultural, and 
juridical strengths. Historical power appears in the 
background of its emergence of Gandrung as an art of 
struggle to respond to the conditions of society, 
especially fighters whose numbers are sharply reduced 
and scattered in hiding. Cultural power, the art of 
Gandrung was created to facilitate and encode 
communication and conduct surveillance against 
opposing forces, especially colonial government. The 
communication code is conveyed in the lyrics of the song 
that is sung to accompany Gandrung performance which 
is composed using Using language. The juridical power 
was built through the regent's decision number 173 of 
2002 concerning the determination of Gandrung as the 
mascot of Banyuwangi tourism and number 147 of 2003 
regarding the determination of Gandrung Jejer dance as 
welcome dance in Banyuwangi Regency (Anoegrajekti, 
2016). 

This phenomenon showed that the using community 
in Banyuwangi wherein difficult conditions and under 
pressure from the opposing side, it still has alternatives 
and creatively comes up with ideas to overcome 
problems, gather, and unite forces scattered in hiding in 
various areas. The ability to find alternatives and creative 
ideas is built through a long history due to Using 
community Banyuwangi that has been under pressure due 
to attacks carried out by the great kingdoms in Bali 
(Badung) and Java (Demak, Majapahit and Mataram). 

3.1. Gandrung Pakem and Innovation 

In relation to the innovations and creations of 
Gandrung traditional art, traditional art performers who 
live side-by-side with modern art can adapt by making 
the following innovations. First, including new songs that 
are of interest to the public. Adaptation can be done by 
harmonizing the melody through a violin which can be 

harmonized with diatonic and pentatonic tones. The 
inclusion of new songs at the request of guests also 
caused conflict of opinion – considering that there was a 
tendency to reduce and abandon scenes that became 
standard scenes in Gandrung performances. 

The reduction happens on Jejer performance by 
singing “Podho Nonton”. The song is only delivered 
moiety. The expectation to return it to the whole song is 
also confirmed by senior Gandrung dancers as delivered 
by Gandrung Sunasih and approved by board of senior 
dancers. The scence that tend to negate is “Seblang-
seblang” or “Seblang subuh”, because there are a lot of 
attendee and request for the song, so there was not any 
sufficient time to perform the scene. 

Second, adapting to the interests of responders, 
especially short responses to meet the demands of 
commercial institutions, such as corporations, hotels, 
restaurants, tourist destinations, cultural tourism 
packages, and rituals. In short response, the structure of 
the performance is begun with Gandrung Jejer, and 
continued with repen, and ended with paju. Jejer is 
presented for guest in general. In repen scene, the 
Gandrung dancer visits the guest’ desk and fulfill the 
requested song, while in paju scene, the guests are 
welcomed to dance with Gandrung dancer. Paju is done 
on the stage or the primary arena of Gandrung 
performance. 

Third, adapting to social space and circumstances. 
Social space with various considerations requires 
adaptation, especially costumes. This phenomenon was 
responded to by the dancers who gave rise to Gandrung 
Kebaya and Gandrung who wore t-shirts according to 
skin color. However, the costume change raises pros and 
cons because it is not in line with Gandrung standard. As 
a compromise step, the public could introduce a 
dichotomous, Gandrung grip and Gandrung 
modification. Gandrung grip maintains the rules from 
costumes, gending, songs, and performance structures 
consisting of jejer, repen, paju, and seblang subuh. The 
modification of Gandrung adapts to social space, 
especially market and ceremonial demands. 

3.2. Revitalization and Bequeathing of 
Gandrung Terop 

Currently, there are five senior Gandrung dancers 
who control and maintain the standard. Four Gandrung 
are still active, and one is no longer active, but all of them 
stated that they were able to provide training and 
mentoring with nyantrik system. Revitalization and 
bequeathing by means of nyantrik seen as more effective 
and implementation possible by NGOs, professional 
organizations, or communities who are not shackled by 
reporting requirements with a strict duration of time. 
Meanwhile, the government recognizes that in every 
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activity the priority is the program can be carried out 
according to a predetermined schedule.  

Maintaining standard is a struggle; considering that 
current Gandrung performances tend to reduce the 
number of songs "Podho Nonton" and negates "seblang-
seblang" Meanwhile, the community of lovers and 
connoisseurs of Gandrung regrets the symptoms of this 
reduction and elimination, because viewers and 
responders only get entertainment and lose their 
educational and religious messages in it. 

The song "Podho Nonton” consisted of eight stanzas 
but tend to only be played by two stanzas as stated by 
Sunasih (a senior Gandrung dancer). Thus, the message 
that reaches the listener is not comprehensive, while the 
scene “seblang-seblang”. As a closing, Gandrung 
performance took place before dawn. Therefore, the 
closing scene is also commonly called "seblang subuh" 
which contained educational and religious messages, 
namely thanking, and apologizing to the host and 
audience as well as inviting all to return to family, 
community, work, and as a Muslim reminding that the 
angels will soon come, namely Dewi Murtasia (Princess 
of Sunan Ampel).  

In the pre-dawn scene, Gandrung performs a 
sweeping motion which is interpreted as an activity to 
clean the environment that was used for the performance 
in previous night. The meaning of the dance moves is in 
line with Aekanu's view which states that Gandrung 
dance movement is a series of prayers. The statement 
indirectly requires that the structure of Gandrung 
performances be returned to the standard. One of the 
causes of the reduction of the poem "Podho Nonton" and 
scene omission "seblang-seblang", Gandrung was 
departing from dancers and not the result of a 
professional Gandrung education. The symptoms of 
Gandrung that depart from the ability to dance are 
usually less mastery of vocals and classical Gandrung 
songs. 

Based on this phenomenon, the revitalization and 
bequeathing of Gandrung Terop or professional 
Gandrung is carried out by means of nyantrik. In this 
model, senior Gandrung dancers recruited 2-3 students to 
be trained and educated to become professional 
Gandrung dancers. The training material was focused on 
vocals and dance movements that strengthened 
Gandrung character. The dance training material was 
focused on responding to the developers and avoiding 
physical contact aesthetically. In addition to dance and 
vocal skills, professional Gandrung dancers who perform 
optimally have the potential to cause the audience to be 
interested, fascinated, and tempted. Therefore, 
professional Gandrung dancers need psychological 

assistance to cope with the audience who are interested, 
fascinated, and tempted. 

It is true for supporters of Gandrung performances, 
namely the drum which acts as a leader. Panjak Kendang 
recruits 2-3 players to be trained to become professionals 
and specialists in Gandrung performances. The training 
in five senior Gandrung dance studios is also a place for 
practicing the singer. The recruitment of drum training 
participants is determined by the facilitator who will train 
and assist during the training and development process. 

3.3. Love -based Creative Industries 

The creative industry as a form of activity from the 
creative economy is often simplified as an activity to earn 
income by utilizing ideas or thoughts. In Indonesia, the 
development of creative industries is in line with the 
response to the creative economy. In many developed 
countries, the creative economy contributes a significant 
amount of foreign exchange. Therefore, Indonesia has 
declared 2009 as the year of the creative economy. 
During the administration of President Jokowi, the 
Creative Economy Agency was formed. Further 
strengthening during the second administration of 
President Jokowi in 2019, the Ministry of Tourism and 
Creative Economy was formed to specifically develop 
various sub-sectors of the creative economy. 

The development of a Gandrung -based creative 
industry is an anticipation for Gandrung when entering 
retirement. Previously, a business diversification 
program had been developed, i.e., the development of 
alternative businesses to support the necessities of life 
after being inactive as a Gandrung dancer or 
experiencing a decrease in the number of responses. 
Various businesses have been developed by Gandrung 
dancers, i.e., catering, salons, grocery stores, food stalls, 
homestays, strand nuts, Gandrung costumes, and raising 
livestock. The development of creative industries is also 
carried out by involving the surrounding community 
through training in making Gandrung costumes and 
accessories made of metal. Training produces skilled 
workers who can produce production. 

During the Covid-19 pandemic, digital -based 
creativity was developed and gave rise to creative ideas – 
related to “how to earn money from home” (How to make 
money from home) and “how to earn money online” (How 
to make money online). The use of digital technology as 
the basis for developing creative industries inspires the 
public to develop digital applications with compulsive 
content. The content of Gandrung is also a space for 
socialization, promotion, and marketing of creative 
industry products that are produced personally or 
communally. 
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4. CONCLUSION 

A revitalization and bequeathing model of nyantrik 
can be formulated, namely the practice of education by 
means of students practicing to the teacher according to 
the agreed time. Every teacher gets a response, while 
students are invited and given the opportunity to practice 
dancing in public. The focus of revitalization and 
bequeathing is mainly for vocals and panjak, especially 
drum players who are in control and act as leaders. Vocal 
focus based on the consideration of young Gandrung 
dancers tends to be based on dancers who tend to master 
dance movements and are weak in terms of vocal 
processing. In terms of the creative industry, it is 
developed through the application of applications for 
product socialization and marketing as well as 
innovations offered to the public. The establishment of 
application is done by collaborating with research 
partners. 

Based on the finding of the study, we have concluded 
some ideas. First, there needs a bequeathing of norms in 
the traditional art of Gandrung across generation. 
Second, the bequeathing of traditional arts is done 
collaboratively by involving art actor, community, 
cultural practitioner, local government, and academician. 
Third, the actor of traditional arts requires a guidance to 
get facility and alternative profession to guarantee his 
lives after inactive as an art actor. 
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