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Tourism has become a crucially important subject in the study of culture today. In 
many places in the world tourism has become a key agent in constructing and 
reconstructing "traditional culture." In fact, today, traditional dress, traditional houses, 
and traditional dances often exist only for the tourists. Tourism becomes, as Dean 
MacCannell writes, a field of cultural production on a global scale.1

In this book, Michel Picard, a French anthropologist at the Centre National de la 
Recherche Scientifique (CNRS), examines the dynamism of cultural production in 
touristic contexts, focusing upon Bali, Indonesia. The book was originally published in 
French in 1994. The English translation is by Diana Darling.

According to the author, the book was written "out of a dissatisfaction with the 
way in which questions are commonly formulated when international tourism 
penetrates a society": namely, "the question of whether the impact of tourism on the 
culture is positive or negative." (p. 8) The real issue, he tells us, is that "tourism has 
neither 'polluted' Balinese culture nor kindled its 'renaissance/ much less simply 
contributed to 'preserving' it. What has happened is that the decision to promote 
'cultural' tourism made the Balinese self-conscious about their culture." (p.198) The 
book as a whole eloquently demonstrates this point.

The book consists of two parts. Part One, "The Touristification of Bali," traces the 
history of tourism in Bali under the Dutch colonial regime as well as the nation-state in 
independent Indonesia. This part includes chapters on how Bali became "a living 
museum" or "the last paradise" under Dutch colonization (Chapter 1); how Bali 
became "the show window of Indonesia" in the nation-building processes after 
Indonesia's independence (Chapter 2); and what has been going on in relation to the 
development of tourism in Bali at tourist sites such as Nusa Dua, Sanur, Kuta, and 
Ubud (Chapter 3).

Part Two, "Balinese Culture under the Challenge of Tourism," examines the 
dynamism of the relationship between culture and tourism in the context of the 
contemporary Indonesian politico-economic regime. This part includes chapters on the 
socio-cultural impact of tourism (Chapter 4); "cultural tourism" which is the most 
important regional development policy to have been adopted by the provincial 
government of Bali since the early 1970s (Chapter 5); Balinese culture, particularly 
Balinese dance as a tourist attraction (Chapter 6); and a discussion of the culture 
produced for tourist audiences, which Picard calls "touristic culture" (Chapter 7).

The book provides an excellent example of the kind of anthropology of tourism 
which explores the dynamic interaction between culture and tourism. In this review, I 
would mainly like to highlight some of the issues that this book raises.

1 Dean MacCannell, Empty Meeting Grounds; The Tourist Papers (London and New York: Routledge, 1992), 
p .l .
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(1) "A living museum," or the Balinization of Bali

Contrary to the theory of cultural assimilation, which sees the indigenous culture 
as losing its identity under the influences of a dominant Western Power, one might say 
that Balinese culture was rather strengthened in its uniqueness under Dutch 
colonialism. This process is termed "the Balinization of Bali"; through this process the 
cultural essence of Bali, and in particular its religion and art, were refined or even 
invented.

This was due to the Dutch colonial cultural policy which aimed to make the 
Balinese conscious of the richness of their cultural heritage. Picard quotes the words of 
G. P. Rouffaer, a former director of the Bali Instituut which was founded in 1915: "Let 
the Balinese live their own beautiful native life as undisturbed as possible! Their 
agriculture, their village-life, their own forms of worship, their religious art, their own 
literature—all bear witness to an autonomous native civilization of rare versatility and 
richness . . . "  (p.21) Bali was Balinized in this way in the Dutch Orientalist image of "a 
living museum."

(2) The invention of Balinese art under the Dutch colonial regime

In these colonial cultural circumstances, what is at stake is that Balinese 
"traditional" culture was recreated or even invented in the encounter with Western 
artists, scholars, and tourists, whom Picard discusses in detail in Chapter 6. In Bali, 
traditional culture, and particularly traditional arts and dances, have been elaborated 
and refined since the 1930s under the artistic as well as the "tourist gaze," to use John 
Urry's words.2

The now famous kecak dance is a good example of this. The original form of kecak 
was a male chorus which accompanied a trance ritual. Water Spies, the German artist 
and musician who lived in Bali in the 1930s, was deeply interested in this ritual chorus 
and recreated it into a spectacular dance drama, using the Hindu drama Ramayana to 
restructure it into a spectacle designed to be presented to Western tourist audiences. 
The barong dance and the kris (dagger) dance which were originally part of Calonarang, 
a dramatic exorcism ritual, began to be performed for tourist audiences in the 1930s.

I would like to add that this kind of transformation from ritual to art, or from the 
ethnographic to the aesthetic, occurs in what James Clifford called the "modem art- 
culture system."3 It is the system in which the West or the central power adopts, 
transforms, and consumes non-Westem or peripheral cultural elements, while making 
"art" which was once embedded in the culture as a whole, into a separate entity.

(3) "The show window of Indonesia" or the growth of cultural tourism in Bali

After Independence, Bali became "the show window of Indonesia" in the context of 
international tourist development, just as in earlier times it had been "a living 
museum." The importance of tourism as a vehicle of economic development has been 
recognized since Indonesia's first five-year development plan started in 1969, and the

2 John Urry, The Tourist Gaze (London: Sage Publications, 1990).
3 James Clifford, The Predicament c f Culture: Twentieth-Century Ethnography, Literature, and Art (Cambridge 
and London: Harvard University Press, 1988), p. 223.



Indonesian government decided to make Bali a model for the development of cultural 
tourism in the archipelago.

Since then international tourism in Bali has developed remarkably to the extent 
that the number of foreign visitors going directly to Bali increased from six thousand in 
1969 (the year the Ngurah Rai international airport was opened) to 1,032,000 in 1994 
and 1,230,316 in 1997. The development was particularly remarkable after the oil shock 
caused by the decline in oil prices in the early 1980s, which stimulated the government 
to take tourism seriously as a means of national development in order to separate the 
economy from its dependency on oil.

In economic terms, the Regional Development Planning Board (Bappeda) estimated 
in 1994 that tourism accounted for 42.2 percent of the GRDP in Bali while agriculture 
barely reached 28 percent, though it is difficult to evaluate tourism's actual 
contribution to the Balinese economy because of the lack of reliable data. (pp. 56-57)

(4) The dilemma of cultural tourism

The type of tourism promoted in Bali is "cultural tourism." In the history of 
tourism in Bali, the dilemma of cultural tourism was recognized soon after a tourism 
development plan had been implemented in the late 1970s. The dilemma was that 
tourism needed Balinese culture, while at the same time it was threatening to Balinese 
culture, (p. 121) In other words, the question was how to develop tourism without 
bringing about the ruin of the culture on which it depended, (p. 120)

To solve these dilemmas the Balinese government and intelligentsia organized a 
series of seminars on cultural tourism in the early 1970s. These seminars resulted in 
provincial decrees forbidding the performance of sacred dances for tourists, in 
requiring tour guides to wear traditional Balinese dress, and, among other things, in 
the regulation of access to temples and other sacred Hindu sites on Bali, (p.130) The 
spirit of these seminars was crystallized in slogans such as "Tourism for Bali, not Bali 
for tourism." It is as a result of this cultural consciousness or even cultural resistance 
that the traditional Balinese culture came to be so carefully staged for the tourists.

(5) Fostering regional culture in the National Cultural Scheme

Furthermore, it must be noted that the conceptualization of culture in the tourism 
of Bali is also related to the cultural policy of the Indonesian government. As Picard 
has discussed in another book,4 tourism, culture (or ethnicity), and the state are deeply 
related to one another through their involvement in the production of national and 
regional culture.

In Indonesia, making a national culture (kebudayaan bangsa/kebudayaan nasional) has 
been one of the most important national projects since Independence in 1945. In the 
multicultural state of Indonesia, the national culture is conceived as being built up by 
"summits" (puncak-puncak) of regional cultures (kebudayaan daerah). This conception of 
regional/national culture in Indonesia is demonstrated in the "Beautiful Indonesia-in- 
Miniature Park" (Taman Mini Indonesia Indah), a kind of cultural theme park with
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4 Michel Picard and Robert E. Woods, eds., Tourism, Ethnicity and the State in Asian and Pacific Society 
(Honolulu: University of Hawaii Press, 1997).



180 Shinji Yamashita

exhibits covering the whole of Indonesia, located on the outskirts of Jakarta. The 
regional cultures displayed there take the form of arts such as dances, crafts, dresses, 
or house styles, (p.173)

"Culture as art" is then the concept adopted by the Indonesian government in its 
cultural policy, (p. 167) The Indonesian word for culture (kebudayaan) is derived from 
the root budaya which means cultivation, education, and the arts in the wider sense. 
And what is important in this context is not the fact that "cultural summits" exist as 
such, but that they are cultivated and fostered.

In Bali, the "Bali Arts Festival" (Pesta Kebudayaan Bali) best illustrates this point. 
Started in 1979 by the then governor, Ida Bagus Mantra, the Festival has served as a 
means of fostering Balinese culture in which the Balinese people themselves compete 
enthusiastically, especially in the field of sendratari (seni drama tari or "theatrical 
dance"), which was originally created for tourist audiences, (pp. 167-168)

(6) Tourism and Nationalism

After the Fifth Development Plan, implemented in 1989, the Indonesian 
government intensified its promotional efforts to raise kesasadaran wisata (tourism 
awareness), aiming to increase Indonesian consciousness of the benefits of tourism for 
their countries, (p. 55) Along this line the government staged the "Visit Indonesia 
Year" in 1991 to promote international tourism with a focus on the colorful local 
cultures which constitute Indonesian national culture.

This national project involved the staging of what might be called "Indonesia Indah" 
or "Beautiful Indonesia," featuring a "calendar of events" in various regions of the 
country that would include such attractions as the temple festival in Bali, the wayang 
orang dance drama in Jogjakarta, traditional funerals in Tana Toraja, and so on. By 
being inscribed in the "calendar of events," Balinese culture has been certified as 
belonging to the greater cultural heritage of the Indonesian nation as a whole.

In this sense, tourism generates new forms of nationalism, as I pointed out in a 
previous article.5 Traditional art performances and traditional costumes for tourists 
are, at the same time, representations of national identity for the people of the host 
country. It is within this context that Bali, once a "tourist paradise" under the Dutch 
colonial regime, has been transformed into an international destination which 
expresses Indonesia's national pride as well.

(7) Politics of Identity and Touristic Culture

It is important to stress here that the art/culture which was originally invented for 
tourism in this way has been "appropriated" by the local people in order to assert their 
own identity. It is simplistic, then, to consider only the "impact" of tourism as an 
exogenous force, assessing its effect as either "good" or "bad."6 In fact what is at issue 
is the dynamic process through which the host people make use of tourism to redefine

5 Shinji Yamashita, "Manipulating Ethnic Tradition: Funeral Ceremony, Tourism, and Television among 
the Toraja of Sulawesi, Indonesia 58 (1994): 69-82.
6 Marie-Fran?oise Lanfant, John B. Allcock, and Edward Bruner, eds. International Tourism: Identity and 
Change (London: Sage Publications, 1995), p. 1.



Bali: Cultural Tourism and Touristic Culture 181

their own identities. Tourism serves not to weaken but rather to strengthen "Balinese 
identity."

Since being involved with this kind of identity politics, the Balinese attitude toward 
cultural tourism has changed. While in the early years tourist development was 
criticized as a vehicle of "cultural pollution," tourism is no longer frightening to the 
Balinese, and is now considered by the Balinese authorities to be a factor in the island's 
"cultural renaissance." The tourism income stimulated the interest of Balinese in their 
cultural traditions, and visitors' admiration of Balinese culture has reinforced their 
sense of identity and their pride in being Balinese, (p.165) Further, culture has become 
for the Balinese a form of capital, (p. 181)

Here, Picard sees the transition from cultural tourism (wisata budaya) to touristic 
culture (budaya wisata), a transition which he brilliantly discusses in detail in Chapter 7. 
Touristic culture, which would include activities such as dance performances staged 
for tourists and souvenir production, is usually disparaged because it is not 
"authentic." However, it is the "tourist gaze," we must remind ourselves, that has 
stimulated creativity in the arts in Bali. And now the Balinese enthusiastically concern 
themselves with these "invented" arts to the extent that "it is no longer possible to 
differentiate in Balinese culture between what is touristic and what is ethnographic."7

(8) The dynamic view of culture

As a whole, this book presents a dynamic view of cultural production in relation to 
tourism. Perceived in this way, culture is not regarded as a static entity, but rather as 
always in the process of creation and recreation within a changing sociopolitical 
environment. When one examines these kind of cultural processes, one has to adopt 
the framework not of a narrative of "authentic" cultures which are vanishing, but 
rather a narrative of new cultures emerging.8

Culture in this context is, therefore, not the body of "unconscious customs" with 
which conventional anthropology had previously been concerned but rather it is an 
object of conscious manipulation, invention, and consumption, within a broader social, 
economic, and cultural context. This conceptualization of culture is very relevant to the 
study of the dynamics of culture today in which the anthropology of tourism provides 
some fabulous insights into the nature of culture.

All in all, the book is a monumental achievement in relation to the study of tourism 
in Bali from the anthropological point of view. I would like to end this review by 
pointing out what this book does not fully discuss.

One subject it might have explored at greater length has to do with alternative 
forms of tourism in Bali. In the early 1990s, after reviewing the former master plan 
adopted in the 1970s for the development of mass tourism at Nusa Dua Beach, the 
provincial government decided to promote "village tourism," taking the three villages 
of Penglipuran (Bangli Regency), Sebatu (Gianyar Regency), and Jatiluwi (Tabanan

7 Edward M. Bruner, "The Ethnographer/Tourist in Indonesia," in International Tourism: Identity and 
Change, ed. Marie-Fran^oise Lanfant, John B. Allcock, and Edward M. Bruner (London: Sage Publications, 
1995), p. 238.
8 Clifford, The Predicament o f Culture, p. 17.
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Regency) as pilot "tourist villages" (desa wisata terpadu). This attempt is regarded as a 
Balinese version of "sustainable tourism."9 Picard touches on this topic briefly in the 
last part of this book (p.189), pointing out that the implications of this concept remain 
rather vague and that its implementation has raised unforeseen difficulties. I also got 
the same impression when I visited Penglipuran village in 1995. However, it is also 
true that Bali is now seeking new forms of tourism that emphasize sustainability, 
ecological consciousness, and, importantly, local interests versus the interests of the 
Jakartan capital. Despite the "unforeseen difficulties," this is the direction in which 
Balinese tourism is heading in the twenty-first century.

The other subject is the ethnography of the tourists. For the most part this book is 
about tourism from the perspective of the host Balinese society. However, the study of 
tourism is not complete without referring to the tourist/guest perspective also. As an 
ethnographer working as a guide for tourists, Edward Bruner10 tells us about the 
American tourists in Bali. To write about the tourists is, he says, to write more about 
Americans than Indonesians, and as such his study is more a contribution to studies of 
Western culture than to studies of Southeast Asia. Here is another type of "touristic 
culture." Further, this "touristic culture" may differ according to the nationality or the 
ethnicity of the tourists. For example, the Japanese tourists who now rank first among 
the foreign tourists in Bali have a quite different image of Bali from the Western 
tourists. They also have different behavior patterns, and they experience Balinese 
tourism differently. For them, for instance, Bali is not so much an exotic as a nostalgic 
place. The landscape of terraced rice fields reminds them of the Japanese countryside, 
the barong dance reminds them of the shishimai or Japanese lion dance, and so on. For 
them Bali is seen as a replacement for their rural areas of origin which have been lost in 
Japan owing to the processes of modernization and urbanization processes. I myself 
am concerned with this Japanese/Asian perception of Balinese tourism and with how 
this affects Balinese society and culture.11 But this takes me beyond my current task as 
reviewer of this book.

9 Ida Bagus Oka, "A Sub-system of Cultural Tourism in Bali/' in Universal Tourism: Enriching or Degrading 
Culture?, ed. Wiendu Nuryanti (Yogyakarta: Gadjah Mada University Press, 1992), p. 127.
10 Bruner, "The Ethnographer/Tourist in Indonesia."
11 Shinji Yamashita, Bali: Kanko-jinruigaku no ressun (Bali: What Can We Learn from the Anthropology of 
Tourism) (Tokyo: The University of Tokyo Press, 1999), chapter 7.


