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Abstract: The development of contemporary Semarang batik as an expression of personal expression free from
the boundaries of traditional rules is feared to threaten the existence of traditional batik. For this reason, we
studied aesthetic hybridization as an approach to creating contemporary batik designs in Semarang. The research
uses a qualitative approach with case study methods through observation techniques, interviews, and document
studies to explore contemporary batik motifs by batik artisans in Semarang. The validity of the data was deter-
mined by triangulation of data sources and focus group discussions, which were analyzed in a descriptive-multi-
disciplinary manner with theories of culture, art, and creativity. The results of the study are as follows: (1) the
creative exploration process of batik artisans in Semarang is carried out through the application of the concept of
aesthetic hybridization that combines coastal and inland styles that produce the design of contemporary Semarang
batik motifs; (2) the embodiment of Semarang batik works combines elements of traditional art identity and
creative innovation based on personal expression that combines exclusive and egalitarian characteristics through
aesthetic hybridization to form a new identity. This research contributes to artisans and entrepreneurs developing
contemporary batik based on traditional batik aesthetic hybridization to form a new identity.

Keywords: aesthetic hybridization, batik motif, contemporary batik, exclusive, egalitarian

1 Introduction

The existence of Indonesian batik as an identity and cultural heritage needs to be preserved and developed.
However, the author has identified two main problems in the field of batik, namely, the problem of safe-
guarding traditional batik and the development of contemporary batik. Several challenges hinder efforts to
preserve batik, including limited public awareness of its meaning and philosophy (Fadly & Pramudita, 2024),
the problem of the authenticity of traditional batik art with the emergence of printed batik technology that
disrupts the market and affects consumer confidence (Putra et al,, 2021), and the entry of foreign cultures
raises tensions between efforts to preserve traditional batik making techniques and the adoption of modern
technology to improve design quality and production efficiency (Lestari et al., 2018; Minarno et al., 2024; Sari
et al., 2018; Supriyadi & Prameswari, 2022). Meanwhile, the problems faced in batik development efforts
include adaptability and market changes, limited access to credit, financial literacy and digital marketing
strategies that hinder production and distribution (Al-Shami et al., 2024; Bakri et al., 2018); environmental and

* Corresponding author: Syakir Syakir, Visual Arts Education, Universitas Negeri Semarang, Semarang, Indonesia,
e-mail: kirmuharrar@mail.unnes.ac.id

Gunadi Gunadi, Riza Istanto: Visual Arts Education, Universitas Negeri Semarang, Semarang, Indonesia

Bangkit Sanjaya: Fine Arts, Universitas Negeri Semarang, Semarang, Indonesia

Untung Untung: Non-Formal Education, Universitas Negeri Makassar, Makassar, Indonesia

Bandi Sobandi: Visual Arts Education, Universitas Pendidikan Indonesia, Bandung, Indonesia

Moh Fathurrahman: Elementary School Teacher Education, Universitas Negeri Semarang, Semarang, Indonesia

8 Open Access. © 2025 the author(s), published by De Gruyter. This work is licensed under the Creative Commons Attribution 4.0
International License.


https://doi.org/10.1515/culture-2025-0064
mailto:kirmuharrar@mail.unnes.ac.id

2 = Syakir et al. DE GRUYTER

water resource pollution management and green industry standard adoption capability (Amalia et al., 2020;
Kusumawardani & Kurnani, 2021; Kusumawati et al., 2020); use and integration of advanced technologies such
as IoT, AR, and CAD/CAM to improve the production and promotion of batik as a cultural heritage (Bakri et al.,
2018; Rahmat et al,, 2024; Syed Shaharuddin et al., 2021). Considering the complexity of problems in the
preservation and development of batik, ranging from the lack of philosophy awareness, challenges to the
authenticity of traditional techniques, penetration of foreign cultures, to the demands of technological adapta-
tion and global markets, it is seen as necessary to have the right approach in the process of creating con-
temporary batik motif designs, namely, an aesthetic hybridization approach as an integrative strategy that can
bridge traditional values with innovation in harmony and sustainability.

The hybridization strategy combines two different batik cultures to produce innovations without elim-
inating the typical traditional elements. The coastal and inland mix is a unique and distinctive dichotomy of
batik culture. The growth of batik along the northern coast of Java is growing rapidly because it is helped by
the area’s proximity to trading ports and port access (Rojak, 2023). Currently, batik is developing in several
places along the coast of Central Java, such as Lasem, Pekalongan, and Semarang (Maulany & Masruroh, 2017;
Rahayu & Alrianingrum, 2014; Salma, 2013; Syakir et al., 2022). Batik culture in Semarang City, as one of the
batik-producing areas in the coastal style, is open to receiving significant foreign influences, with the implica-
tion that strict rules do not bind the development of batik. This condition differs from inland batik, which is
subject to strict traditional rules and has high philosophical values (Dwiyanto & Nugrahani, 2002). The
difference between coastal and inland batik lies in the location of the region and the ability to process the
influence of outside culture; coastal batik occupies areas along the north coast of Java Island, which displays
an independent and adaptive nature to foreign influences, while inland batik occupies areas close to the
tradition of the palace. Hence, it is conservative and complex to accept changes from the outside (Yuliati, 2010).
Based on the exploration of the resulting motives, coastal batik motifs have a variety of shapes, like Semarang
batik, while inland batik motifs show more consistent repetitive shapes.

Recent studies on aesthetic hybridization practices have been widely conducted in arts, design, and crafts.
In the discipline of fine arts, this practice is carried out by integrating traditional artistic methods with the
adaptation of technology and other sciences (Gal, 2023; Trach et al., 2023). In the design discipline, the concept
of aesthetic hybridization is found in architectural art and in the field of fashion design that integrates nature,
technology, art, geography, aesthetics, and the environment in a single synthetic unit (Benes, 2022; Huang &
Jin, 2024); design art combines art and product design in creating aesthetic and functional works (Di Stefano,
2016). In the discipline of crafts, hybridization has been found in making traditional crafts, combining digital
fabrication with modern tools and techniques to innovate and revitalize sustainable traditional crafts
(Bernabei & Power, 2018; Liu et al., 2024; Zoran, 2013).

Applying aesthetic hybridization concepts and practices in contemporary batik motif design innovation is the
ability to integrate various elements in the creation process. The aspects of integration in question, in between: the
integration between the source of ideas and the technique of creation (Guntur et al., 2023), integration of Batik
motifs of tradition and contemporary culture (Budi et al., 2024; Rismantojo et al.,, 2024), aesthetic and cultural
integration (Luo et al., 2024; Reis, 2011; Sun, 2023), and traditional to modern adaptations (Parhusip et al., 2023). To
have this ability, a batik designer or craftsman must be creative in processing and integrating several elements into
contemporary batik works. For example, the combination of traditional and modern elements not only combines
the values of a nation’s cultural traditions but can also combine traditional motifs between nations, such as Tiga
Negeri batik motifs combined with modern digital printing technology and pleated techniques into contemporary
designs (Rismantojo et al., 2024). In addition to being skilled at combining traditional elements, designing con-
temporary batik designs also requires integrating symbolic, ethical, and philosophical values into the design to
reflect the ethical values and adaptation of contemporary design (Sachari et al., 2020).

When seen in its characteristics, the visualization of Semarang batik motifs as coastal batik reflects an
open, free, and spontaneous society (Triyanto, 2018). At the beginning of its development, the Semarang Batik
motif, influenced by the Dutch and Chinese, did not reflect its characteristics. However, after the recognition of
UNESCO, the form of Semarang Batik motifs metamorphosed from traditional to contemporary motifs through
innovation to produce batik motif designs in the form of city icons in the form of architectural buildings (Tugu
Muda, Blenduk Church, Marabunta Building), leaf motifs (Blekok Srondol), Semarang culture (Wewe Gombel,
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Warak Ngendok), and culinary types (Lumpia, Tahu Gimbal), as well as tourist sites and tipogafi motifs
(Hananto et al.,, 2018; Suliyati & Yuliati, 2019). The characteristics of Semarang Batik can be seen from the
bright and striking colors and the motifs that are free or not bound by specific rules, influenced by Chinese
culture, especially with its mythological elements (Yuliati & Susilowati, 2022). In addition to having similarities
in the characteristics of Semarang Batik motifs with batik from other northern coastal areas of Java, there are
also differences in the basic colors of Semarang Batik which are bright colors such as orange and red, light
brown Demak batik, and Kudus Batik with blue base (Afreliyanti, 2015; Rens & Veldhuisen, 1996).

Various studies on aesthetic hybridization have been presented in the study of art, design, and craft.
However, the study of art in the context of creating coastal and inland-style batik motif designs has not been
widely studied. The batik industry in Java has transformed from a traditional craft to a modern economic
venture, especially since the nineteenth century with innovations such as stamping methods and chemical
dyes. Batik is a cultural artifact and a product that develops in the context of capitalism, globalization, and
international market competition. It continues to evolve through a dialogue between local heritage and global
influences (Sekimoto, 2016). This perspective is further substantiated by Wronska-Friend (2019) that batik as a
technique of fabric decoration with canting and hot nights has reached the highest complexity in the Javanese
tradition, serving as an intermediary between Indonesian culture and other countries influenced by local
values, aesthetics, technology, and market dynamics and commercial profitability globally, as well as offering
expressive flexibility that encourages innovation and cross-cultural personal expression. For this void, the
author examines the aesthetic hybridization of coastal and inland batik motif styles by studying creative
exploration in designing contemporary batik motifs in Semarang. This research aims to:

1. Analyze how the creative exploration of batik artisans in Semarang through aesthetic hybridization (coastal
and inland styles) creates contemporary Semarang batik motifs.

2. Analyze the visualization and embodiment of Semarang batik motifs resulting from creative exploration
through aesthetic hybridization (coastal and inland styles).

The novelty of this study is the theoretical findings of the contemporary cultural phenomenon of batik in
Semarang through aesthetic hybridization efforts in strict inland batik motifs with the tradition of the palace
and the egalitarian Batik culture of Semarang (coastal). The urgency of this research lies in its potential to
revitalize the batik industry in Semarang, ensuring the sustainability of this cultural heritage while encoura-
ging economic growth. The novelty of this research is its approach to combining different aesthetic traditions
to create innovative batik designs that maintain artistic integrity while appealing to contemporary aesthetics.

2 Methods

2.1 Research Approach and Design

The qualitative descriptive approach has the advantage of explaining research phenomena (Leedy & Ormrod,
2016), so it is suitable for this research, which seeks to uncover the phenomenon of creative exploration of
Semarang batik artisans in creating contemporary batik motifs through aesthetic hybridization of Inland and
coastal batik styles. Exploring contemporary batik motifs in Semarang is seen as a case; thus, a case study was
chosen as a research design (Creswell, 2013; Yin, 2003).

2.2 Research Subjects and Objectives

The subject of this research is an exploration of contemporary Semarang batik motifs by batik artisans in
Semarang. The research targets three batikan areas in Semarang: Meteseh Tembalang, Gunung Pati, and
Bubakan Batik Village Semarang.



4 — Syakir et al. DE GRUYTER

2.3 Data Collection Techniques

Data collection in this study was carried out through observation techniques, interviews, and document
studies. The observation technique is directed to obtain related data: profiles of artisans, themes, media,
processes, and elements of coastal and inland batik as ideas that are processed into contemporary
Semarang batik motifs, product identities, and product patterns. Observation is assisted by recording aids
in the form of cameras, audio-visual recordings, notebooks, and drawing paper. The interview technique was
carried out to obtain data from several sources regarding the profile of the craftsman, ideas, media, process,
artistic manifestation of the work, identity, and characteristics of the batik motifs created. The document study
was carried out to obtain biodata or profiles of artisans, identity and characteristics, and pattern of batik motif
products created. The following is presented in the form of a data collection guideline table.

2.4 Data Validity

For the validity of aesthetic hybridization research data (coastal and inland style), a study exploring contemporary
Semarang batik motifs was carried out through the data source triangulation technique. This means that data
obtained through observation, interview, and document study techniques are compared to find the level of trust in
the data that has been collected. In addition, to strengthen data triangulation, it is also pursued through focus group
discussions (Gundumogula & Gundumogula, 2020; Mishra, 2016) with colleagues and a number of experts.

2.5 Data Analysis

The data in the study is art data (contemporary Semarang batik motifs), categorized into two types: intra-
aesthetic and extra-aesthetic (Adams, 1996; Rohidi, 2011, p. 75). Intra-aesthetics deals with the expression of art,
media, techniques, and ideas, while extra-aesthetics encompasses social, environmental, individual, and
cultural. Intra-aesthetic theory is used by the author in explaining and discussing the works of batik motifs
textually, while extra- aesthetics are used in discussing artworks contextually, which underlies the creation of
Semarang batik motif designs. A number of theories will reveal the phenomenon of art data such as the theory
of creativity (Al-Ababneh, 2020). The theory of creativity used to discuss the results of the research uses the
four stages of creative thinking proposed by Helmholtz and Graham Wallas, namely, the stages of preparation,
incubation, illumination, and verification as a psychological framework and mental process in generating new
ideas (Wallas, 2015). The theory of cultural hybridization as a new mixture resulting from local and global
cultures through the process of hybridization (Canclini, 1995; Dwiyanto & Nugrahani, 2002). Hybridization is
the process of mixing between different cultures that results in new forms, new meanings, new identities, and
new cultural practices. Data collection involves some techniques with tools and cross-checking data involving
some experts through the Focus Group Discussion method (FGD).

3 Research Findings and Discussion

3.1 The Creative Exploration of Batik Artisans in Semarang through an Aesthetic
Hybridization

In this section, the results of research and discussion will be presented to answer the first research objective,
namely, the creative exploration of batik artisans in Semarang through aesthetic hybridization. In the context
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of batik motif design, creative exploration entails seeking innovative ideas and visual forms while remaining
rooted in local values and wisdom. This process involves an in-depth observation of cultural elements, the
surrounding environment, and contemporary aesthetic developments, which are then processed into original
and meaningful motifs. In this process, batik designers produce existing motifs and patterns and create new
interpretations of visual dyeing techniques and dynamic compositions. The result is a batik motif that incor-
porates engineering and traditional textile art and presents a cultural identity that is dynamic and relevant to
the development of the times.

The emergence of batik in Semarang was possible since the Dutch colonial era in Indonesia through a
number of immigrant actors, only handled by people of Semarang in the twentieth century (Afreliyanti, 2015).
Since its existence has been questioned, Semarang batik has begun to grow and has been committed to its
existence as part of the culture in Semarang since 2005 (Asikin, 2008). Through the role of the government and
the community, Semarang batik began to grow and develop, which can be grouped into three central areas for
batik artisans: Bubakan, Meteseh, and Gunungpati (Syakir, 2017). As a culture with coastal characteristics,
batik in the three regions processes the characteristics of Semarang’s motif culture, which is egalitarian and
open to change. The motifs that became Semarang’s cultural identity continue to be maintained until now,
namely, motifs developed from cultural identities in Semarang such as Asem, Lawang Sewu, and Tugu Muda.
Through interaction with batik culture from outside Semarang, the existing batik motifs have changed by
crossing the different characteristics of batik culture, namely, coastal and inland cultures.

Semarang’s contemporary batik motifs are composed of elements of Inland and Coastal batik motifs.
Combining these two motif elements is an effort to hybridize two different batik cultural identities. Inland
batik motifs developed in the Yogyakarta and Surakarta (Kraton) areas. The culture of making inland batik
motifs has a strict rule structure. In the Inland batik culture, creating batik motifs must be subject to standard
rules that have been determined or agreed upon, especially regarding the arrangement of motif patterns.
Inland batik has measurable patterns, its shape is full of symbols, and it has not undergone changes. This
shows the superiority of the palace culture. The coastal batik motif is developed outside the palace (Yogyakarta
and Surakarta) or in coastal areas heavily influenced by foreign cultures. The batik motif shows a free

Table 1: Characteristics of inland batik patterns

No. Pattern name Pattern Pattern characteristics

1 Kawung 1. It consists of a loop of a circle
2. Circles that cross or overlap each other
3. Diamond planes are created in the center of the circle plane, and oval planes
encompass the inner side of the circle

2 Jlamprang 1. It consists of a loop of a circle
* 2. The forms of denial intersect with each other
3. Created diamond fields on the outer side of the intersection of the four circles
4. The lines between the circle's midpoint and the diamond plane form a pseudo-
» ; plane of the diamond and/or square
3 Lereng

Z

3. The arrangement of two parallel lines is made tight-stretched-tight

4 Sekar Jagad 1. Patterns are arranged in organic or geometric planes
2. Each field is filled with a specific different motif

‘ 1. Arranged in the shape or basic pattern of parallel slashes
2. Each of the two parallel lines is arranged at different distances alternately
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Figure 1: Inland batik motifs. Source: Author’s document, 2024.

expression and is open to outside cultural influences. Batik with coastal cultural characteristics reveals that
the visualization of batik motifs tends to be free, not bound by rules, egalitarian, and open to changes.

The visualization of batik motifs is composed of shapes and patterns. There are different shapes and
patterns between Inland and coastal batik cultures. The shape of the inland batik motif developed in Semarang
is generally geometrically symbolic, such as in the Parang and Kawung batik motifs.

Table 1 illustrates the inland batik pattern that Semarang batik artisans widely use. The patterns of batik
motifs include the following patterns: Kawung, Jlamprang, Lereng, and Sekar Jagad. Visually, the Kawung,
Jlamprang, and Parang batik patterns tend to be classified as geometric batik motifs, while the Sekar Jagad
batik pattern belongs to a non-geometric group. The form of geometric motif patterns is usually orderly with
symmetrical balance, such as in Kawung motifs, which have a full repetition pattern.

Figure 1 visualizes two patterns of inland motifs: the Kawung and Parang. The Parang batik pattern is
composed of an orderly pattern of repetition of motifs with a full repeat composition with one step to the side
or up to meet the batik fabric. Meanwhile, the machete pattern is obtained through specific repetitions to form
an oblique plane to meet the cooled field of batik fabric. In contrast to the inland batik pattern, the coastal
batik pattern, as shown in Figure 2, does not have a standard rule but has the characteristics of a tumpal and
fringe pattern that is always presented in the batik visualization (Anas, 1997; Anshori & Kusrianto, 2011).

The design of the coastal pattern batik motif in Figure 2 shows a typical structure consisting of a body (a)
as the main element with ample space for the main motif, which usually contains flora, fauna, or abstract

—

c

Figure 2: Characteristics of coastal batik patterns. Source: Author’s document, 2024.
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patterns typical of the coast. The plank element (b) on both sides serves as a barrier that provides a visual
transition between the body and the head (d), which generally has more complex and striking motifs. The
tumpal (c) on the edges features a repeating triangular pattern, symbolizing strength and protection. At the
same time, the fringe (d) plays a role in clarifying the boundaries of the design to make it more structured. This
coastal batik motif reflects foreign culture’s freedom of expression and influence due to the interaction of
coastal communities with foreign traders, resulting in a more dynamic and varied design than inland batik.
Overall, this design represents coastal batik’s characteristics, which are colorful and bold in motifs and still
contain deep philosophical meaning.

Figure 3 shows various distinctive elements representing Semarang’s cultural and environmental identity.
The motifs of blekok (cranes), milkfish, and mangroves reflect the richness of coastal ecosystems closely
related to the lives of local communities that depend on fisheries and environmental conservation, which
have a denotative meaning. The visualization of the Gedongsongo Monument and Temple illustrates the
historical value and cultural heritage that is the pride of the region. Hibiscus and sour leaf motifs represent
local flora with aesthetic value and ecological benefits. Meanwhile, the Warak Ngendog motif represents a
typical Semarang icon closely related to the Dugderan tradition, symbolizing the harmonious cultural accul-
turation between Javanese, Chinese, and Arab ethnicities. Overall, this image features a combination of
natural, historical, and cultural elements that can be inspired by the design of typical coastal batik motifs
with a strong local identity.

The difference in batik motifs in the three Semarang batik centers is influenced by nature, the social and
cultural of the supporting community, and the creativity of designers/craftsmen in creating batik designs. In
general, the process of creating batik motifs in three Semarang batik centers has been carried out by

Burung Blekok Mangrove

N

Bunga Spatu

NArirmasses o g

Candi Gedongsanga Warak Ngendog

Figure 3: Coastal motifs. Source: Author’s document, 2024.
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craftsmen/designers in stages, starting from preparation, contemplation, tightening, and assessment of design
results. This condition aligns with the four psychological frameworks and mental processes to generate new
ideas, such as those offered by Helmholtz and Graham Wallas, namely, the stages of preparation, incubation,
illumination, and verification (Wallas, 2015). Based on this theory, the process of creating batik motif designs
that craftsmen have carried out is presented in detail in Table 2.

Table 2 shows the creative process in creating Semarang batik motif designs. In the Preparation stage, the
designer conducts data collection and initial exploration, several activities are carried out at this stage: visual
and philosophical study of inland and coastal batik ornaments, documentation and object photography
process, interviews with cultural experts/artisans, recording of initial ideas and inspiration. The Incubation
stage, a process of unconscious reflection without explicit activities, includes taking a break from design
activities, reflecting on aesthetic and philosophical values from cultural sources of inspiration, and interna-
lizing traditional cultural values. The Illumination stage, at this stage, original ideas or design inspiration
emerge through the process of conceptualizing visual ideas for batik motifs, realizing ideas through sketches,
arranging objects to form batik motif patterns decoratively and intuitively, and refining the design and pattern
of batik motifs. Actualization Stage, at this stage testing and refining ideas into concrete works, including
revision and finalization of design sketches, adjustment of composition and harmonization of forms, visual
evaluation and meaning of works, and testing of motifs and designs of batik patterns by experts/society/
consumers.

At the beginning of the emergence of Semarang batik motifs, it was difficult to find its identity because
Semarang batik was initially initiated by a number of foreign actors from China and the Netherlands (Suliyati
& Yuliati, 2019). Now, the identity of Semarang batik can be recognized through a long struggle by Semarang
batik artisans who can explore the source of ideas. The ability to examine the potential for Semarang’s local
culture as an idea or idea in creating batik motifs makes Semarang batik motifs very exploratory (Suliyati &
Yuliati, 2019; Syakir et al., 2022; Syakir, 2017). Batik motifs or batik ornamental motifs are the main thoughts
and basic forms in the realization of ornaments or ornamental variety, which include all of God’s creations
(animals, plants, humans, mountains, water, clouds, stones, and so on), imitations of objects and technology
created by humans, and also the results of human creation or imagination (arrangement of lines and geo-
metric shapes, as well as other imaginative creatures) (Syafii & Rohidi, 1987). Based on the description of the
data above, it shows that the process of creative exploration carried out by craftsmen/designers is very
important to create new motif designs that suit consumer preferences, without leaving the cultural value of
the existing batik tradition. In overcoming economic problems and the textile industry, challenge is done by
combining eco-friendly material innovations, local designs, digital marketing strategies, and community

Table 2: Process of exploring the creativity of making contemporary batik motifs in Semarang

Preparation stage Incubation stage Illumination stage Actualization stage

Initial data collection and
exploration activities:
1. Visual and philosophical

The process of unconscious
reflection without explicit
activity:

1. Take a break from

The emergence of original ideas  Testing and refining ideas
or design inspirations: into concrete works:
1. The process of 1. Revision and

study of inland and
coastal batik ornaments
. Documentation and
object photography
process

. Interviews with cultural
experts/artisans

. Recording of initial ideas
and inspiration

design activities

. Reflecting on the

aesthetic and
philosophical values of
cultural sources of
inspiration

3. Internalizing traditional

cultural values

4. Allowing ideas to settle

and mature naturally

conceptualizing visual
ideas for batik motifs

. Bringing ideas to life

through sketches

. Arrange objects to form

batik motif patterns in a
decorative and
intuitive way

. Defining the design and

pattern of batik motifs

finalization of design
sketches

. Composition

adjustment and shape
harmonization

. Visual evaluation and

the meaning of
the work

. Testing of batik pattern

motifs and designs by
experts/society/
consumers
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collaboration, allowing them to preserve cultural heritage while achieving sustainable growth (Octavia &
Sriayudha, 2024). For these conditions, the artisans, through their creative ability, carry out an aesthetic
hybridization process that combines the source of ideas and creation techniques (Guntur et al, 2023). The
integration of traditional and contemporary batik motifs through the creation of new designs that resonate
with modern aesthetics while preserving cultural heritage (Budi et al., 2024; Rismantojo et al., 2024) and the
integration between aesthetics and culture shows the linkage between textile cultural heritage and digital,
aesthetic, and ecological technologies for design innovation, preservation, and enhancement of its aesthetic
and functional experience in the modern context (Luo et al., 2024; Reis, 2011; Sun, 2023). And the adaptation of
traditional to contemporary in the creation of batik motifs can be seen from the use of modern geometric
objects in batik motifs, combining mathematical precision with artistic creativity (Parhusip et al., 2023).

Based on the results of observations of contemporary batik designs in the research process, the author
found that in the process of creative exploration through an aesthetic hybridization approach, in addition to
the process of merging into new motifs, it is also possible to change the shape and meaning of the batik motif
design that is created. This is strengthened by previous research on Semarang batik that the development of
batik motifs is carried out by complicating the pattern of batik motifs, combining one shape with another into
a new motif, changing the shape of the ornament, presenting new objects into the motif, and giving a special
identity to the motif (Subekti et al,, 2019). The findings are confirmed by the latest research in the case of
Garuda batik motifs through syncretism from the Hindu period to the Islamic period, undergoing visual
transformation and meaning (Banindro et al., 2024).

3.2 The Embodiment and Characteristics of Semarang Contemporary Batik Motifs
through Aesthetic Hybridization

In this section, the results of research and discussion will be presented to answer the second research
objective, namely, the embodiment and characteristics of contemporary Semarang batik motifs through
aesthetic hybridization.

The embodiment and characteristics of Semarang Contemporary batik motif design as an artistic expres-
sion through an aesthetic hybridization approach is produced in practice combining various ideas, forms of

Table 3: Visualization and embodiment of Mateseh batik motifs through aesthetic hybridization approach

Visualization and motif form Aesthetic hybridization

Inland motifs Coastal motif The embodiment of contemporary batik
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motifs, media, and creation techniques carried out by designers and craftsmen. The transformation of the
inland-style batik and coastal batik into contemporary batik. This effort is made to maintain traditional batik
on the one hand and develop contemporary batik to meet consumer preferences on the other. The aesthetic
hybridization approach aims to maintain traditional batik and develop it into contemporary batik so as to
form a new identity. This practice can be found in the embodiment of batik motifs in three locations of
Semarang batik centers located in Mateseh, Bubakan, and Gunungpati.

3.2.1 Visualization and Embodiment of Meteseh Batik Motifs

Table 3 visualizes exploring batik motifs through an aesthetic hybridization approach in Meteseh. The visua-
lization of batik motifs in Mateseh combines inland and coastal motifs arranged in inland patterns. Intra-
aesthetically, the idea of coastal motifs is sourced from Semarang’s natural and socio-cultural environment:
milkfish, monuments, and temples. First, milkfish is a typical Semarang culinary dish expressed in motifs:
composed with stylization, oval-shaped, full of dots, and dark red. Second, the monument is an iconic piece of
Semarang architecture built during the Dutch colonial period. It is an expression in motifs: composed with
stylization, filled in lines and dots, and a combination of dark blue and white colors. Third, the temple is a
religious tourism building in Semarang, popularly known as Gedongsongo temple, an expression in the form
of motifs: composed with stylization, complete with dots and lines, using green and yellow colors. The three
motifs have white outline contours and isen-isen because the medium used is written batik with fabric,
candles, and night.

Extra-aesthetically, the process of creating batik is related to individual, social, environmental, and
cultural creativity. This is found in the patterns used to compose Mateseh motifs, namely, kawung and lereng,
as an influence of inland batik culture. The kawung pattern is an overlapping circle shape arrangement, while
the slope pattern is an oblique/diagonal parallel pattern (Sunaryo, 2009). Batik artisans in Meteseh are fond of
inland arrangement patterns. The shape of the coastal batik motif, which is freely arranged in a strict interior
pattern, eliminates the impression of coastal batik motifs. This is in line with the statement of Rini (Meteseh
batik) that: “batik pedalaman telah kuat dalam ingatan masyarakat dengan ciri khas pola yang teratur, ... pola
batik pesisiran Semarang yang bebas dalam menyusun motifnya membuat masyarakat kurang bisa menerima ...

Table 4: Visualization and embodiment of Bubakan batik motifs through aesthetic hybridization approach

Visualization and motif form Aesthetic hybridization

Inland motifs Coastal motif The embodiment of contemporary batik
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muncul ide untuk memadukan motif-motif batik Semarang yang khas dengan cara menyusun gaya pedalaman,
sehingga ada kesan klasik pedalaman meskipun motifnya Semarangan.” (Inland batik has been strong in the
community’s memory with the characteristic of organized patterns. The Semarang coastal batik pattern that is
free in arranging its motifs makes the community less able to accept. The idea emerged to combine typical
Semarang batik motifs by placing the interior style, so that there is a classic impression of the Inland, even
though the motifs are Semarangan.)

3.2.2 Visualization and Embodiment of Bubakan Batik Motifs

Table 4 visualizes exploring batik motifs through an aesthetic hybridization approach in Bubakan. Intra-
aesthetically, the visualization of batik motifs in Bubakan combines inland and coastal motifs arranged in
coastal patterns. The idea of coastal motifs is sourced from Semarang’s natural and socio-cultural environ-
ment, namely, asem and warak ngendog. Asem is a plant that originates from the name of the city of
Semarang, an expression in the form of motifs: composed with stylization, in the form of long sour fruits
with flowers and leaves, full of dot filling, and using a choice of bright colors. In addition, Warak ngendog is a
cultural icon of the city of Semarang. Warak ngendog is made to welcome the arrival of the month of
Ramadan. The expression is in motifs: composed with stylization, filling in lines and dots, and appearing in
blue. Both motifs have outlines and white isen-isen, which is characteristic of written batik media with fabric,
candles, and night. The inland motif used is the parang barong motif shaped like a twisted keris
(Sunaryo, 2009).

Table 5: Visualization and embodiment of Gunungpati batik motifs through aesthetic hybridization approach

Visualization and motif form Aesthetic hybridization

Inland motifs Coastal motif The embodiment of contemporary batik

7L
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Extra-aesthetically, creating batik at this center is closely related to individual, social, environmental, and
cultural creativity. This is found in the inner freestyle used to compose these motifs. Batik artisans in Bubakan
freely combine inland and coastal batik patterns and motifs. Although there are inland batik motifs (machete
motifs), the free way of arranging the motifs makes the design of batik motifs in Bubakan dominant with a
coastal style. Artisans develop batik motifs that tend to be influenced by strong inland batik in preparation,
excavation, illumination, and verification. This is in accordance with the following statement of Afifah
(Bubakan batik craftsman): “... dalam menciptakan motif batik, kami para perajin sering menambahkan
unsur-unsur batik pedalaman di bagian-bagian tertentu, ... barang kali konsumen jenuh dengan batik-batik
yang penuh dengan gaya pesisiran Semarang ... sehingga para perajin terpikir untuk menambahakan unsur-
unsur batik Surakarta atau Yogyakarta ke dalam batik Semarang yang kami buat.” (... in creating batik motifs,
we craftsmen often add elements of inland batik in certain parts,. Consumers may be saturated with batik that
is full of Semarang coastal style. so that the artisans thought of adding elements of Surakarta or Yogyakarta
batik to the Semarang batik that we made).

3.2.3 Visualization and Embodiment of Gunungpati Batik Motifs

Table 5 visualizes exploring batik motifs through an aesthetic hybridization approach in Gunungpati. Intra-
aesthetically, the visualization of batik motifs in Gunungpati combines inland and coastal motifs arranged in
inland patterns. The idea of coastal motifs is sourced from Semarang’s natural and socio-cultural environment,
namely, asem, warak ngendog, and mangroves. Asem and warak ngendok are similar in shape to the way in
Bubakan. Next are mangroves, which are trees that grow around the coastline. The coast of Semarang is
planted with many mangrove plants to overcome environmental damage. The expression of the ketinga motif
is composed of style and lines and is full of isen-isen. The inland motif used is the same as in Meteseh, namely,
the parang barong motif, including the written batik media used.

Extra-aesthetically, creating batik at this center is also closely related to individual, social, environmental,
and cultural creativity. This is found in the Inland and coastal patterns used in Gunungpati. The motifs that
originate from the idea of the natural and socio-cultural environment of Semarang are arranged in a slope or
incline (the influence of the parang slope motif as an inland motif that develops in Yogyakarta and Solo). Both
Inland and coastal motifs are arranged in an inland slope pattern. All motifs are placed in an oblique or
diagonal row. If in Meteseh the motifs used are only the coast, in Gunungpati, there are also inland motifs. The
combination of this method makes Semarang batik similar to classic batik. This was conveyed by Heno (a
Gunungpati batik craftsman) that: “... persiapan kami sudah sejak lama dengan cara mengamati identitas batik
pedalaman atau klasik. Kami membuat batik Semarang memiliki kesan batik klasik. Harapannya, batik
Semarang dapat lebih disuka (... Our preparation has been for a long time, observing the identity of the inland
or classical batik. We make Semarang batik have a classic batik impression. The hope is that Semarang batik
can be preferred).”

Based on the description of the data in Tables 3-5, it is known that the visualization of contemporary batik
in the three Semarang batik centers is formed through an aesthetic hybridization process between coastal and
interior-style batik motif forms. The presence of inland motifs such as traditional batik motifs of Kawung and
Lereng is found in the Mateseh batik center (Table 3), while the Parang motif as a traditional batik motif is
found in the Bubakan batik center (Table 4) and the Gunungpati batik center (Table 5). The same thing was also
found in the existence of coastal batik motifs, at the Mateseh batik center, there were milkfish motifs, monu-
ments, and Gedongsongo Temple (Table 3), Javanese tamarind batik motifs and Warak Ngendog (Tables 4 and
5) and mangrove motifs (Table 5). The findings indicate that there is a process of combining coastal and inland-
style batik motifs as a unique phenomenon of the development of contemporary Batik in Semarang. The
emergence of new motifs that develop from designer creativity and consumer preferences depart from pre-
existing traditional motifs. The results of interviews with batik artisans at three batik centers show that the
development of contemporary Batik in Semarang is carried out to meet consumer needs. These findings are
reinforced by the latest research that by combining traditional elements with contemporary design aesthetics,
Semarang batik can attract modern consumers while maintaining its cultural meaning. This balance between
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tradition and modernity is essential for the relevance and appeal of batik in today’s fashion and design market
(Rismantojo et al., 2024).

Semarang batik artisans strive to maintain their identity. The forms of Semarang batik motifs with coastal
style are more than the forms of interior motifs. If there is a form of interior batik motif, its function is to
complement it. Interior motifs do not appear as the main motif in contemporary Semarang batik. This method
is done on the machete motif created from the shape of the asem fruit and the kawung motif from the circular
arrangement of milkfish (Table 3). These methods make the barrier of coastal and inland batik culture
disappear into a new egalitarian identity. The findings of the data are in line with the results of the study,
which states that contemporary batik is seen as a medium that can beautify the appearance of its wearer, with
ornamental patterns that strengthen characteristics such as authoritative, openness, responsibility, dynamic,
and simplicity (Rokhani, 2020). The development of Semarang batik also requires a special creative technique-
based strategy to improve cost efficiency, quality, and uniqueness and accelerate production to be more
competitive in the batik industry (Tjahjaningsih et al., 2015).

The egalitarian expression of contemporary Batik Semarang can be seen in the embodiment of batik
patterns and motifs. In terms of motif patterns, contemporary Semarang batik uses a lot of inland patterns.
Meteseh’s inland batik patterns are Kawung, Jlamprang, and slopes. In Bubakan, only the slope pattern is used,
while in Gunungpati, the batik pattern is used in slope and Sekar Jagad. A free inland pattern is not found in
the composition of contemporary Semarang batik motifs. When observed from the aspect of the motif’s form,
coastal culture elements seem dominant. The inland motifs used are only the shape of machetes and Kawung,
while there are many Semarang motifs. Semarang motifs include asem, blekok, Warak Ngendog, Semarang
culinary, Semarang legends, mangroves, and the local wisdom of Gunungpati. This contrasts inland batik,
which expresses symbols, rules, and norms that apply in the palace (for example, Yogyakarta and Surakarta
batik motifs). However, in contemporary dance culture, those boundaries have disappeared. The batik
industry in Semarang is now starting to develop batik motifs as a result of personal expressions that are
free from the limits of traditional rules (Sugiarto et al., 2023; Syakir et al., 2019). Maintaining cultural heritage
and ensuring its transmission to future generations sustainably are crucial to strengthening the nation’s
creative economy and cultural identity (Yuliati & Susilowati, 2022).

Based on the flow chart in Figure 4, it can be seen that the process of forming contemporary batik motifs is
formed as a new identity: the existence of Inland and coastal batik culture as a visual identity and treasure of
Semarang batik. Each of these cultural maceongs gives birth to two groups, namely, coastal motifs and
patterns and inland motifs and patterns. Contemporary Semarang batik motifs were born from these two
groups. The use of inland batik patterns is more dominant, as well as the form of inland motifs. The coastal
batik pattern and the shape of the inland motif are recessive in their use. This shows that the nature of the free
Semarang (coastal) batik pattern can flexibly follow the rules of strict inland patterns. Meanwhile, the stan-
dard inland pattern makes it difficult to follow the rules of the free coastal batik pattern.

The visualization of Semarang batik has different motifs and colors from other coastal batik. The motifs in
coastal batik are often naturalistic, with bright colors, depicting elements from the local environment, such as

Visual Identity

Inland batik .| Coastal Patterns
culture il Coastal Motifs
Contemporary
X > Batik Motifs of
Inland batik N Inland Motifs Semarang
culture i Inland Pattern
Visual Identity Aesthetic Hybridity New Identity

Figure 4: Aesthetic hybridization of contemporary Semarang batik motifs.
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tamarind, butterflies, marine vegetation, coconuts, and flowers (Hadi et al., 2018; Surya et al., 2019; Syakir et al.,
2022). Meanwhile, the characteristics of inland batik motifs are more symbolic and often carry a deeper cultural
and spiritual meaning, incorporating Sufism motifs made while performing dhikr, which reflects their spiritual
meaning (Fadlia & Katiri, 2021). Bright colors characterize coastal batik and vary with contrasting colors such as red
and yellow (Hadi et al.,, 2018). Inland batik usually uses softer and simpler colors such as brown, white, black, and
blue (Fadlia & Katiri, 2021). The existence of Semarang batik is very significant in the context of cultures and history
as a process of adaptation and evolution. Semarang Batik has evolved from its traditional roots to incorporate
modern design elements, making it relevant in contemporary fashion while preserving its cultural essence. This
evolution is seen in adapting traditional motifs to fit modern aesthetics and fashion trends (Budi et al., 2021, 2024).
The development of contemporary Batik in Semarang was also created to respond to consumer preferences and
satisfaction with batik influenced by harmonious shapes, color quality, cultural values, design innovation, afford-
able prices, active promotion, and sustainability (Li et al.,, 2024; Pratiwi et al., 2020). Furthermore, training efforts
are needed to strengthen the practice of hybridization in the context of developing contemporary batik in
Semarang. Long-term training for artisans balances traditional and modern techniques so that this cultural heritage
survives and can be enjoyed by future generations (Corsini, 2021). This view is reinforced by the opinion that
preserving batik as an intangible cultural heritage involves promoting its unique regional motifs and integrating
modern design elements (Sugiarto et al., 2020).

Based on the findings of research and discussion, the practice of aesthetic hybridization is, in principle, an
effort to combine various elements of ideas, styles, and techniques for creating and producing innovative, creative
works of art by balancing aspects of preservation, application, and transformation of cultural forms. This statement
reinforces the results of research that affirm that hybridization plays a key role in the innovation of traditional craft
practices mobilized through three design strategies, namely, preservation, applicability, and transformation have a
key role in the innovation and regeneration of contemporary craft practices (Kouhia & Seitamaa-Hakkarainen,
2017). The application of aesthetic hybridization in the field of batik will increase aesthetic and visual diversity
through ornamental patterns and colors in batik motifs. In decorative patterns, the visualization of contemporary
Semarang batik features a variety of decorative patterns that are visually appealing and culturally meaningful that
are not only abstract representations but designed to enhance the appearance of the wearer, reflecting qualities
such as authority, openness, responsibility, dynamism, and simplicity (Budi et al., 2024). Meanwhile, the display of
color intensity and texture of batik also helps to distinguish different patterns; the high color intensity and large size
of the ornaments make the motif easy to recognize, while the low-intensity colors and small ornaments create a
delicate and intricate design (Kasim et al., 2016).

Finally, aesthetic hybridization as a solution to problems and approaches that can be used in developing
batik motifs has benefits in preserving and creating sustainable culture both on a local, national, and global
scale. The benefits of cultural preservation and the emphasis on traditional crafts are not lost but are adapted
to the contemporary context; innovation practices encourage creative collaboration and the development of
new techniques and products, and sustainability practices are beneficial to promote the incorporation of
traditional methods with modern efficiency. The benefits of global connectivity will facilitate building relation-
ships between local artisans and global markets to increase the visibility and appreciation of traditional crafts.

4 Conclusion

The development of Semarang batik motifs originates from personal expressions that transcend traditional
constraints. Batik artisans in Semarang face problems in realizing Semarang’s contemporary batik motifs,
namely, the orientation of preserving tradition and development efforts through batik innovation. To over-
come these problems, aesthetic hybridization can be a strategy for creating contemporary batik designs that
can creatively adapt elements of tradition and innovation. The process of creative exploration of batik artisans
in Semarang is an effort to face the conflict between tradition and innovation as well as consumer demands
and the development of batik technology and culture through the process of aesthetic hybridization (coastal
and inland styles) in creating contemporary Semarang batik motif designs. In Meteseh, the design of batik
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motifs has an Inland feel; in Bubakan, the design of batik motifs is more dominant with coastal characteristics,
and in Gunungpati, the batik motifs seem to be harmonious with these two elements. In the aspect of patterns,
contemporary Semarang batik designs generally show the dominant inland way and the recessive coastal way,
while in the motif aspect, it is the opposite. The embodiment of Semarang batik seeks to combine elements of
artistic identity, tradition, and innovation with its creativity by incorporating orderly Inland and egalitarian
coastal batik styles through aesthetic hybridization to form a new identity. Batik artisans in Semarang can
eliminate the strict barriers of inland batik culture with open coastlines in a new egalitarian way.
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