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Abstract 

This article is an exploration of the theological meanings and local wisdom of Islamic visual 
arts in Indonesia, particularly batik, Javanese-Sundanese mosque ornaments, and recent 
calligraphy canvases. This descriptive study with qualitative approach used observation of 
artworks and interview to artisans, curators, and artists also literature. The data was 
condensed, presented, and verified using the Miles Huberman Saldana model analysis. The 
findings reveal three key points. To begin with, the argument here is that the non-verbal 
reading of tawhid, mizan, and cosmic order, have their visual manifestations in repetitive 
patterns, sacred geometries, and colour assessment. Besides, the theology’s integration, as 
well as local aesthetic, takes place in a creative practice that nurtures sensibility, calms 
patience, mutual cooperation, and eco-awareness. The process of creating visual patterns is 
an expression of the remembrance of God which helps to discipline the inner self and brings 
sincerity and devotion. This research proposes the Visual Theology of Nusantara Harmony to 
interpret visual works to be spiritual text that is embedded in the local culture. This text 
contributes new conceptual and practical material. Together with its curatorial and educational 
references, it extends and deepens the study of theological aesthetics in art communities. It 
is suggested to further research the use of digital media and cross-discipline collaboration to 
enhance visual spiritual literacy in Indonesia. Exhibition design, art education and cultural 
da‘wah can be designed with enhanced sensitivity to local symbols, processes and contexts 
of communities. 
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Introduction 

Batik in Indonesia is not merely an aesthetic heritage but also a cultural text that records the 
worldview and spirituality of its people. Since 2009, UNESCO has designated batik as an 
Intangible Cultural Heritage of Humanity, while data from the Ministry of Industry (2024) notes 
more than 39,000 active batik enterprises across the archipelago employing nearly 900,000 
workers (UNESCO, 2009). Behind its immense economic value, batik holds symbolic layers 
reflecting cosmic harmony, social ethics, and the community’s religious beliefs. In the Islamic 
tradition of the Nusantara, batik serves as a theological interpretation that reveals the meaning 
of divine unity through motifs, colours, and patterned visual rhythms. 
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Islam in the Nusantara did not grow by erasing traditions but by internalising and giving new 
meaning to existing cultures (Aricindy et al., 2023; Hady, 2025; Puspawati, 2021). Its arrival 
brought the spirit of tawhid that blended with local aesthetics, forming a subtle and profound 
system of symbols. In the hands of scholars, artisans, and artists, divine values were 
translated into visual forms familiar to society. Patterns, colours, and rhythms became the 
language of faith that could be seen, felt, and inherited. From the outset, Islam did not reject 
images or forms but taught balance between creation and the Creator, between form and 
meaning. This balance is reflected, for example, in QS Ar-Rahman [55]:7–9, which describes 
the establishment of the cosmic balance (mizan) and calls human beings not to disturb that 
balance. 

Batik thus becomes one of the most tangible embodiments of this integration (Indriya, 2023; 
Wibowo, 2025). In every line and curve lies an awareness of the human journey towards moral 
perfection. The parang, kawung, and mega mendung motifs do not merely speak of regional 
identity but also of spiritual quest. Parang symbolises continuous struggle against desire, 
kawung depicts harmony between the physical and the spiritual worlds, while mega mendung 
evokes serenity under God’s mercy (Budi et al., 2025; Repiyan et al., 2023). Here, tawhid is 
realised not in words but in repetitive patterns that reflect the unity of the cosmos. 

Beyond textiles, theological values are also embodied in the architecture and ornamentation 
of traditional Javanese-Sundanese mosques. Wooden carvings, tiered gates, and triple-roof 
structures are not merely architectural forms but symbols of spiritual hierarchy connecting 
earth and heaven. Vine, floral, and geometric motifs that adorn the mihrab and veranda 
visualise the order of creation and the harmony between the temporal and the transcendent. 
Architecture becomes an open book teaching the balance between beauty and sanctity, 
showing how the values of mizan are translated into space (Kancal-Ferrari, 2022; Shomely, 
2024; Zahra & Shahir, 2022). 

The gradual Islamisation of Javanese and Sundanese motifs also demonstrates a creative 
dialogue between revelation and local culture (Basiroen, 2021; Basiroen & Manuaba, 2025; 
Budi et al., 2024). The parang barong pattern, once symbolising power, has been reinterpreted 
as a sign of self-control, while the lotus motif, rooted in Hindu-Buddhist cosmology, is 
reimagined as a symbol of purity of heart. This transformation illustrates the capacity of 
Nusantara Islam to absorb without losing its identity, to interpret without negating. Local 
wisdom becomes a mirror of a living contextual theology in which Islamic values are expressed 
through a visual language accepted by society (Akin-Kivanç & Ellis, 2025). 

Beauty in the Islamic tradition of the Nusantara is understood not merely as formal harmony 
but as a reflection of divine perfection. The principle that “Allah is beautiful and loves beauty” 
is embodied in aesthetic habits that guide conduct and way of life (Budi et al., 2024; Widayat 
& Prameswari, 2022; Zuliana et al., 2023). In batik, the balance of patterns teaches moral 
order; in mosque ornamentation, symmetry serves as a reminder of human equality before 
God; in traditional motifs, natural colours symbolise balance between the corporeal and the 
spiritual. Together, they form a spiritual awareness that beauty is a bridge towards unity. 

The creative processes of batik-making, carving, and painting contain deep theological values. 
Every hand movement becomes dzikrullah, every motif repetition a spiritual exercise to 
subdue the ego and cultivate sincerity. These artistic activities do not merely produce material 
works but serve as spiritual paths nurturing awareness of God’s presence through patience, 
precision, and responsibility towards creation (Ladan, 2023; Qatawneh & Rababah, 2021). 
Beauty in the artwork emerges from spiritual stillness, turning artistic practice into an act of 
worship that disciplines the heart to submit and give thanks. 

In the modern context, the canvas takes on a new role as a medium continuing the theological 
spirit of tradition. Contemporary Muslim artists express tawhid and harmony through 
calligraphy, colour abstraction, and spatial composition radiating personal searches for the 
divine. The connection between batik, mosque ornamentation, and canvas demonstrates 
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continuity between tradition, social structure, and individual reflection (Khalifa, 2025; Widayat 
& Prameswari, 2022). Together they form an aesthetic-theological unity affirming that Islamic 
theology lives not only in texts and law but is also visually manifested through art as a 
contextual and living expression of faith within society. The transition from batik to canvas 
reflects a modern transformation in which contemporary calligraphic painting, postmodern 
abstraction, and digital art negotiate the tension between inherited Nusantara symbols and 
new visual expressions of tawhid. 

This research aims to formulate a contextual form of visual theology that interprets patterns 
and visual structures in batik, mosque ornamentation, and Javanese-Sundanese motifs as 
representations of three core principles: divine unity, life harmony, and cosmic order. In an 
increasingly visual world, faith must be translated into the language of imagery to remain 
communicative and relevant. Through this study, Indonesian Islamic visual art is understood 
not merely as aesthetics but as a spiritual vehicle that unites beauty, wisdom, and divinity on 
one canvas of life. 

 

Literature Review 

Studies on batik and Nusantara visual art show a shift from ethnographic and aesthetic 
approaches to interpretive ones that emphasise cultural and spiritual meaning. This research 
departs from the view that visual works are not merely traditional artefacts but media of 
interpretation and faith experience that live within society. Its theoretical foundation rests on 
theological hermeneutics, in which symbols and patterns in batik are read as texts reflecting 
the relationship between humans, God, and nature (Nasr, 1987; Ricoeur, 1967). Within the 
framework of Islamic visual theology, beauty becomes a manifestation of the values of tawhid, 
balance, and cosmic harmony internalised through artistic processes (Balthasar, 1982; Nasr 
et al., 2025). Against this backdrop, this literature review examines previous studies to identify 
how research on batik and visual art has developed, while asserting the position of this study, 
which focuses on the theological reading of symbolism and local wisdom in Indonesian Islamic 
visual arts. 

Aliantari and Sumardi (2024) employed a qualitative ethnomathematical approach to analyse 
Laweyan batik patterns in Surakarta based on Bishop’s concept of the mathematical aspects 
of culture. Their findings reveal that traditional batik patterns contain principles of geometry, 
transformation, and symmetry that reflect the structured reasoning of Javanese society. The 
focus of their study lies in the mathematical and cultural education dimensions rather than 
theological or symbolic aspects. This differs from the present research, which interprets batik 
patterns not merely as mathematical constructions, but as visual texts embodying theological 
and spiritual values of Nusantara Islam. 

Karomah, Ratnawati, and Anggriani (2023) examined the creative process of painted batik 
inspired by the legend of Reog Kendang Tulungagung using a qualitative descriptive-artistic 
approach. Their findings show that local legends can be transformed into visual ideas 
combining elements of myth, traditional colours, and cultural symbols. Their study highlights 
the role of folklore as a source of imagination in creating contemporary batik. Unlike this 
research, their focus lies on narrative and folkloric aesthetics, whereas this study concentrates 
on theological symbols and the spiritual meanings contained within Islamic visual patterns. 

Sunarti and Fadeli (2021) conducted a cultural ethnography on the preservation of Javanese 
identity within Malaysia’s diaspora communities. They found that batik, language, and ritual 
traditions play essential roles as media for maintaining ethnic identity in multicultural societies. 
In the diaspora context, batik becomes a symbol of cultural continuity and an instrument of 
cultural diplomacy. The present research, however, differs in focus: it does not emphasise 
ethnic identity preservation but interprets batik as a medium of faith reflection and visual 
theology in the context of Indonesian Islam. 
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Wijayanti and Fakhriati (2024) explored Tuban’s gedhog batik culture using a qualitative 
ethnographic method to understand how weaving and local batik traditions persist amid the 
globalisation of fashion. Their findings indicate that gedhog batik functions as both ritual 
medium and symbol of resistance to global cultural homogenisation. Their study underscores 
the social and economic roles of batik in facing modernity. In contrast, this research moves 
beyond social functions to trace the theological and spiritual dimensions behind the visual 
expressions born from those traditions. 

 

Methods 

This study employs a qualitative research design with a descriptive-interpretative approach 
(Creswell & Creswell, 2022; Takona, 2024). This choice is based on the research objective of 
interpreting the theological and symbolic meanings behind Indonesian Islamic visual arts, 
particularly batik motifs, mosque ornamentation, and contemporary calligraphic canvas. The 
study does not aim for measurement or statistical generalisation, but seeks to uncover the 
meanings and values embedded in visual symbols as expressions of faith, culture, and local 
wisdom. The data sources consist of primary visual materials and secondary literature (Baum, 
2021; Weyant, 2022). The primary visual materials were selected purposively from 
documented Indonesian Islamic artworks, including batik motifs, Javanese–Sundanese 
mosque ornaments, and contemporary calligraphic canvas works that visibly contain Islamic 
symbols, local motifs, geometric structures, calligraphic elements, or theological themes. Site 
and artwork selection was based on three criteria: the artwork’s relevance to Indonesian 
Islamic visual culture, the presence of recognisable theological or symbolic elements, and its 
connection to local wisdom expressed through motif, colour, form, or artistic process. No 
interviews were conducted in this study; therefore, the analysis relies on visual documentation, 
close visual reading, and contextual interpretation rather than interview-based testimony. 

Secondary data were collected from theoretical literature and relevant previous studies, 
including academic journals, books on theological aesthetics, cultural studies, Islamic art, 
batik, mosque ornamentation, and digital archives from cultural institutions. Data analysis 
followed the interactive model of Miles, Huberman, and Saldana (2020), which includes data 
condensation, data display, and conclusion drawing or verification. The coding strategy was 
thematic and interpretative. For example, repetitive geometric patterns were coded as “order” 
and “tawhid”, balanced compositions as “mizan”, natural motifs such as clouds, plants, and 
vines as “harmony with creation”, and calligraphic or light-based compositions as “divine 
remembrance” and “spiritual presence”. These codes were then grouped into broader 
analytical categories, namely theological symbolism, local wisdom, creative spirituality, 
ecological awareness, and visual theology. Data validity was strengthened through 
triangulation of visual materials, theoretical perspectives, and previous studies to ensure 
consistency and interpretive credibility (Flick, 2022). 

 

Results and Analysis 

Hermeneutic Reading of Islamic Theology in Visual Forms 

Islamic visual art in Indonesia serves as a space for the disclosure of meaning, where 
revelation, culture, and aesthetics interact. Within it, faith is not expressed through verbal 
discourse but through form, colour, and visual rhythm, which affirm the relationship between 
humanity, nature, and God. A hermeneutic approach is employed to read works such as batik, 
mosque ornamentation, and Javanese–Sundanese motifs as non-verbal texts carrying 
theological messages. Every pattern and line becomes a symbol of the teachings of tawhid, 
harmony, and cosmic order as inscribed in the verses of the Qur’an. In this framework, visual 
art functions not merely as a cultural artefact but as a living exegesis revealing how the 
Nusantara community perceives God through beauty. The associations presented in the 
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following tables are researcher-generated hermeneutic interpretations based on close visual 
reading, Qur’anic references, and relevant literature, rather than direct claims made by 
artisans themselves. 

Table 1. Islamic Theology and Visuals (Source: Alquran and Literature Observation) 

Hermeneutic 
Dimension 

Expression of Indonesian 
Islamic Visual Art 

Relevant 
Qur’anic 
Verse 

Core Theological 
Meaning 

Tawhid and 
Cosmic Unity 

Repetitive patterns in parang 
and kawung batik, and mosque 
geometric panels 

QS. Al-Ikhlas 
[112]:1–4 

The oneness of God as the 
source of universal order 

Balance and 
Divine Harmony 

Mega mendung motifs, 
symmetrical patterns on 
Javanese–Sundanese mosque 
roofs 

QS. Ar-
Rahman 
[55]:7–9 

The principle of mizan as 
the foundation of 
creation’s harmony 

Cosmic Order Star, circle, and vine ornaments 
on traditional mosque walls 

QS. Al-Mulk 
[67]:3–4 

The order of creation as a 
manifestation of divine 
wisdom 

Beauty and Ihsan Calligraphy and gold–blue 
gradations on Islamic canvases 

QS. Al-A’raf 
[7]:31; HR. 
Muslim 

Beauty as a reflection of 
awareness of God’s 
presence 

Local Culture as 
Ayat Kauniyyah 

Integration of Javanese–
Sundanese motifs with Islamic 
symbols 

QS. Fussilat 
[41]:53 

God’s signs revealed 
through human cultural 
expression 

 

The visual patterns in batik and mosque ornamentation affirm that tawhid does not end as 
doctrine but is realised through a consciousness of form. Parang and kawung, with their 
endless spiral patterns, embody the concept of divine unity permeating all layers of life. 
Symmetry and repetition signify the order of the universe, where everything revolves around 
a divine axis as its centre of balance. In hermeneutic understanding, the repetition of form is 
not merely aesthetic but a symbolic act imitating the order of creation as an acknowledgment 
of God’s oneness (Zahra & Shahir, 2022). 

The mega mendung motif, appearing in Cirebon batik and coastal mosque ornamentation, 
symbolises mizan—the balance between heaven and earth, spirit and matter. The soft, 
undulating clouds depict divine mercy and gentleness as conveyed in Surah Ar-Rahman. The 
balance of colours and layers teaches humankind to live in moral and cosmic harmony. In the 
exegesis of Al-Maraghi and Jalalain, balance is a divine principle forming the foundation of 
cosmic order; visual art in the Nusantara manifests this principle through colour and line filled 
with inner sensibility (As-Suyuthi & Al-Mahally, 2015; Maraghi, 1910). 

 

Figure 1. Mega Mendung Motif. (Source: Medcom.id) 
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Geometry in Javanese–Sundanese mosque architecture, such as star motifs, octagons, and 
tiered triple-roof structures, visualises cosmic order as described in Surah Al-Mulk. Jalalain 
(2015) interprets the order of the heavens as a sign of divine wisdom; Javanese–Sundanese 
communities translate it into spatial structures arranged upward, marking the spiritual ascent 
of humankind toward the Most High. Each architectural form becomes a reminder of 
proportion, order, and the majesty of the Creator, uniting the physical and spiritual worlds. 

In calligraphy and modern canvas painting, beauty serves as a path to divine awareness. Blue, 
white, and gold are chosen not merely for aesthetic appeal but for their resonance with 
symbols of purity and nobility. In the commentaries of Hamka and Ibn Kathir on the saying 
“Allah is beautiful and loves beauty,” aesthetics is not a profane realm but a spiritual space 
guiding humans to create as if in remembrance of God (Hamka, 2012; Katsir, 2018). Each 
brushstroke becomes an act of contemplation, and the canvas a space of reflection where 
faith takes form. 

The openness of symbols that blend Arabic text with Javanese–Sundanese motifs illustrates 
how revelation does not remain confined to the Arabic language but resonates through culture. 
Surah Fussilat verse 53 affirms that God’s signs appear on the horizons and within the self. 
Quraish Shihab (2015) interprets this verse as a call to read divine signs within local realities. 
From this perspective, batik, carvings, and paintings are not merely products of creativity but 
ayat kauniyyah—living verses of revelation embodied within culture. 

Thus, the hermeneutic reading of Indonesian Islamic visual art affirms that beauty is an 
embodiment of spiritual knowledge. Every pattern, form, and colour is not merely an artefact 
but an experience of faith born from the awareness of cosmic order and divine compassion. 
In this context, art functions as a bridge between humanity and God: a visual dhikr that 
reinforces tawhid, teaches harmony, and displays the cosmic order as a reflection of divine 
wisdom. 

 

Integration of Theology and Local Aesthetics 

The integration between Islamic theology and local aesthetics in Indonesia reveals that faith 
always lives within a dynamic cultural context. There is no empty space where religion stands 
alone; it is rooted in the habits, symbols, and sensibilities of society (Danesh, 2020, 2024; Lee-
Niinioja, 2022). Creative processes such as batik-making, woodcarving, and mosque 
decoration become arenas of dialogue between the values of tawhid and local wisdom, which 
emphasise patience, feeling, and balance. From this encounter arises a system of meaning 
that is not only visually beautiful but also spiritually profound. 

Table 2. Integration of Islamic Theology and Local Aesthetics (Source: Author’s Own) 

Integrative Aspect Visual and Cultural 
Manifestation 

Value and 
Aesthetic Meaning 

Theological 
Direction 

Unity and Order Symmetrical patterns in 
batik, mosque ornaments, 
and tiered carving panels 

Beauty emerges 
from balance and 
order 

Affirms the unity of 
creation and the 
structure of the 
cosmos 

Harmony with Nature Water, plant, and vine 
motifs in coastal batik and 
mosque carvings 

The human–nature 
relationship is 
reciprocal 

Encourages ecological 
awareness as a 
spiritual trust 

Mutual Cooperation 
and Solidarity 

Batik-making and mosque 
construction carried out 
collectively 

Values of 
togetherness and 
mutual assistance 

Revitalises the social 
dimension of worship 
and communal faith 
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Patience and 
Perseverance 

The canting and carving 
process repeated with 
meticulous precision 

Aesthetics born from 
inner depth 

Cultivates self-control 
and spiritual 
awareness 

Feeling and Intuition Colour and proportion 
chosen through inner 
experience 

Beauty guided by 
harmony of feeling 

Unites reason and 
heart in spiritual 
perception 

Cultural and Faith 
Contextualisation 

Javanese–Sundanese 
motifs combined with 
Islamic symbols 

Creativity as a 
medium of da‘wah 
and faith reflection 

Reveals God’s 
presence within 
human tradition 

 

The integration between faith and culture in Nusantara visual art shows that theological values 
can be embodied through artistic action. Symmetrical patterns in batik and mosque ornaments 
signify the cosmic order translated into visual form (Basiroen, 2021; Budi et al., 2024; Kholid 
& Husodo, 2025). Beauty here does not end in appearance but becomes a discipline of feeling 
that cultivates awareness of inner balance. Through the harmony of form and colour, humans 
learn that balance is part of faith, not merely an aesthetic preference. 

Coastal local wisdom, which gives rise to water and plant motifs, demonstrates a spiritual 
understanding of nature. Clouds, waves, and leaves symbolise gratitude for the blessings of 
life (Budi et al., 2021). This perspective aligns with Islamic teachings on humankind as 
khalifah, responsible for maintaining the earth’s balance. This ecological aesthetic affirms that 
honouring nature is a form of worship and that preserving the beauty of creation is an 
extension of moral responsibility. 

The spirit of mutual cooperation embedded in batik-making and mosque construction 
exemplifies how faith is realised through social action. Artworks are not produced by 
individuals alone but through collective labour motivated by the intention of worship. For 
example, in a batik workshop, one artisan may design the motif, others may apply wax through 
canting, prepare natural dyes, manage drying, and refine the final cloth, so the artwork 
emerges from coordinated labour, shared patience, and collective responsibility. This process 
turns art into a collective spiritual practice where beauty emerges from patience, sincerity, and 
solidarity. In Javanese–Sundanese culture, such communal work is called rasa bebarengan—
a shared feeling that unites hands, hearts, and prayers (Indainanto et al., 2023). 

Patience becomes the spiritual element binding the entire creative process. Canting, carving, 
or sculpting are performed in a calm, repetitive rhythm. Each step is an inner exercise in 
sincerity. Aesthetics in this context is not spontaneous but the result of long spiritual discipline. 
Beauty arises from perseverance; it becomes a reflection of spiritual maturity, where humans 
learn to govern their time, breath, and intention in creation (Nasr et al., 2025; Zahra & Shahir, 
2022). 

The concept of rasa in Javanese–Sundanese culture strengthens the relationship between 
aesthetics and theology. Rasa is not merely emotion but an intuitive awareness mediating 
between reason and faith. In art, rasa serves as a guide to balance colour, space, and rhythm 
(Banindro et al., 2024). The creative process thus becomes a way for humans to encounter 
God without dogma—through the experience of beauty that calms the heart and opens the 
path to contemplation. 

Local creativity that combines regional motifs with Islamic symbols demonstrates faith’s ability 
to adapt without losing the essence of tawhid. Lotus, garuda, or mega mendung motifs merge 
with calligraphy and geometric patterns, presenting an inclusive and gentle face of Islam. This 
integration shows that da‘wah is not always through words but also through form. In every 
work, faith becomes embodied, adapting to social realities without losing its divine orientation. 
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From a theoretical perspective, the Theological Aesthetics of Balthasar and Nasr assert that 
beauty is a dimension of truth linking creation with the Creator. The Contextual Theology of 
Hanafi and Esack provides the foundation that faith lives only when interpreted within socio-
cultural contexts. Meanwhile, the Hermeneutics of Symbol developed by Ricoeur, Cassirer, 
and Arkoun views symbols as bridges between sensory experience and transcendental 
meaning. These three approaches reinforce the understanding that the integration of theology 
and local aesthetics is not a compromise but a manifestation of faith that grows from the soil 
itself—a faith that is beautiful, grounded, and reflective in every stroke of the canting, wood 
carving, and colour of life. 

 

Theological Meaning of Patterns and Visual Embodiment 

Patterns and visual forms in Indonesian Islamic art function not merely as aesthetic outcomes 
but as contemplative spaces where humans interpret the values of faith. Each motif, line, and 
colour embodies a spiritual energy shaping how society understands the relationship between 
God, humanity, and nature. In this context, theological meaning does not appear in doctrinal 
form but through beauty that is experienced and lived. Visuality becomes a language of faith 
that is unspoken yet perceptible to both eye and soul. 

Table 3. Symbols and Their Theological Meanings (Author’s Own) 

Visual Aspect Representation of Pattern 
and Form 

Symbolic Meaning Implied Theological 
Value 

Symmetry and 
Repetition 

Repetitive motifs in parang 
and kawung batik 

Order and continuity 
of creation 

Awareness of tawhid and 
divine order 

Rhythm and 
Harmony 

Colour composition and soft 
gradation in batik cloth 

Balance and inner 
harmony 

Reflection of divine justice 
and peace 

Geometry and 
Structure 

Star, circle, and mosque 
dome patterns 

Proportion and 
perfection of 
creation 

Cosmic order as a sign of 
divine wisdom 

Movement and 
Space 

Flow of canting lines and 
repetition of visual patterns 

The spiritual journey 
of humankind 

Effort to approach God 
through the creative 
process 

Colour and 
Light 

Combination of blue, gold, 
and white hues 

Serenity, nobility, 
and purity 

Quest for divine presence 
within self and nature 

Material and 
Process 

Fabric, wax, and traditional 
tools used 

Simplicity and 
sincerity 

Devotion and awareness 
that beauty is worship 

 

The theological meanings contained in these visual patterns reveal the close relationship 
between aesthetics and spirituality. Symmetry and repetition in parang and kawung motifs not 
only produce visual beauty but also represent the order of creation. Repetitive patterns teach 
the awareness that life moves within cycles ordained by God. From a spiritual perspective, 
humans are not the creators of beauty but intermediaries who re-present the harmony of the 
cosmos into forms that can be seen and touched (Sachari et al., 2020). 

The rhythm and harmony of colour in batik affirm the concept of balance, which is central to 
Islamic teaching and local philosophy. Soft gradations of blue, calm green, and earthy brown 
signify awareness of inner and natural harmony. Beauty is not a product of spontaneity but of 
intuitive knowledge—knowing when to restrain and when to assert. In this aesthetic 
awareness, divine justice manifests through rasa (feeling), guiding artisans to avoid excess 
and maintain harmony between form and meaning. 
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Geometry and structure in Indonesian mosque architecture provide another reflection of 
profound theological meaning (Kholid & Husodo, 2025; Zuliana et al., 2023). Star and circular 
motifs are not mere decorations but symbols of order and the perfection of creation. These 
symbols create spiritual spaces enabling worshippers to sense God’s presence within the 
balance of space and light. The beauty of such architecture shows how humanity imitates 
cosmic order as an act of devotion and understanding of divine greatness. 

Movement and space within the batik-making process mirror the inner journey of the soul. The 
rhythmic flow of the canting line produces a meditative experience; each drop of hot wax 
becomes part of the path toward perfection. This process illustrates a spirituality that is not 
instantaneous but grows through labour, patience, and repetition. Creation in visual art thus 
becomes an analogy for the search for God: the deeper the process, the sharper the 
awareness of His presence. 

Colour and light play vital roles in theological expression (Dinata, 2018; Hanifati et al., 2024; 
J et al., 2025). Calming blue, pure white, and majestic gold mark a spiritual atmosphere that 
soothes the soul. In Islamic tradition, light is understood as a metaphor for divine presence; 
similarly, the colours used by artists become representations of the search for light within the 
human soul. Each brushstroke is not merely an artistic act but a prayer uttered through the 
senses. 

Material and process are themselves part of the spiritual meaning. Fabric, wax, and canting 
are not just tools but elements of the creative ritual. The simplicity of materials and honesty of 
labour instil sincerity, reminding that true beauty does not arise from luxury but from purity of 
intent. In this perspective, visual art becomes an act of worship performed through the hands, 
eyes, and heart—a form of aesthetic good deed. 

In theoretical context, the Theological Aesthetics of Balthasar and Nasr position beauty as a 
means toward divine awareness: beauty is not merely an object but a theological event. The 
Contextual Theology of Hanafi and Esack allows faith to be interpreted through social and 
cultural experience, just as spiritual meaning emerges in the visual creations of Indonesian 
society. These three approaches converge within Nusantara Islamic art, where pattern and 
colour are seen not only as forms but as ways for society to affirm its relationship with God 
through the beauty it creates together. 

 

Discussion 

The findings of this research affirm that Indonesian Islamic visual art does not merely manifest 
aesthetic beauty but also embodies a structure of theological knowledge deeply rooted in 
culture. Each motif, colour, and pattern found in batik, mosque ornamentation, and calligraphic 
painting serves as an interpretation of revelation within its local context. These results confirm 
Nasr’s (1987) idea that Islamic art is a reflection of tawhid, where form becomes a mirror of 
cosmic unity. Beauty is not a product of the artist’s subjectivity but a path toward spiritual 
awareness grounded in the relationship between creation and the Creator. 

In the global context, this research reveals continuity with the discourse of Islamic aesthetics 
that has evolved across the Islamic world. Danesh (2020, 2024) explains that modern Islamic 
art tends to move from textual representation toward visual symbolism that merges spiritual 
value with cultural sensibility. Such a pattern is also evident in Indonesia, where local symbols 
such as parang, kawung, and mega mendung are Islamised without losing their traditional 
roots. Likewise, Lee-Niinioja (2022) asserts that cross-cultural Islamic art serves as a medium 
uniting revelation and sensory experience, a dynamic clearly visible in the theological 
expressions of Javanese and Sundanese communities. 

The study also reveals an eco-spiritual dimension parallel to the trend of sacred ecology in 
contemporary Islamic art. Kancal-Ferrari (2022) emphasises that mosque architecture and 
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ornamentation in Southeast Asia demonstrate an ecological relationship among human 
beings, space, and transcendence. In this context, water, plant, and cloud motifs in coastal 
Indonesian batik represent the principle of mizan—the balance that affirms humanity’s moral 
responsibility towards creation. Thus, the integration of theology and aesthetics in the 
Nusantara aligns with global movements positioning art as a medium for nurturing both the 
cosmos and spirituality. One example is the green mosque movement, which integrates 
Islamic architectural aesthetics with ecological responsibility through natural lighting, water 
conservation, vegetation, and sustainable spatial design. 

When compared with previous research, these findings expand the scope of meaning, which 
was often limited to mathematical or socio-cultural aspects. Aliantari and Sumardi (2024) 
emphasised geometric principles in batik as reflections of the structured reasoning of 
Javanese society; this study adds a spiritual layer behind that order: geometry is not only 
rational but also sacred. Meanwhile, Karomah et al. (2023), who examined the legend of Reog 
Kendang, framed aesthetics within folkloric narrative, while the present study situates it within 
visual theology, where legend and visual pattern become symbols of dhikr, remembrance of 
the divine unity. 

Furthermore, comparison with Wijayanti and Fakhriati’s (2024) study shows a shift from socio-
economic orientation to symbolic–spiritual interpretation. If Tuban’s gedhog batik in their 
research was understood as a form of cultural resistance, this study views it as a 
contemplative practice—a visual act of worship uniting work ethic, patience, and faith. This 
distinction indicates that the study of Indonesian Islamic art is now moving toward a 
hermeneutic reading that emphasises the depth of religious meaning behind visual form. 

Theoretically, the findings reinforce Balthasar’s (1982) view that beauty is a dimension of truth 
revealing itself through form. In theological terms, beauty is not mere adornment but 
revelation, disclosing God’s presence through structures of harmony. This perspective 
converges with Nasr’s (1987) concept of sacred art as a reflection of the cosmic order, in which 
geometric regularity, pattern repetition, and symmetry become forms of visual worship 
teaching humans to live in balance with creation. The symbolic hermeneutics proposed by 
Ricoeur (1967) provides a methodological foundation for interpreting these meanings. Symbol, 
according to Ricoeur, acts as a bridge between sensory experience and transcendental reality. 
In the Nusantara context, batik motifs, mosque carvings, and colour compositions function as 
a “language of faith,” allowing revelation to be translated into local cultural idioms. Thus, art is 
not merely an aesthetic object but a living theological text that continues to be interpreted. 

The interrelation between the thoughts of Nasr, Balthasar, and Ricoeur demonstrates that 
beauty in Nusantara Islamic art is not the product of syncretism but the expression of a 
grounded tawhidic consciousness. Each complements the other: Nasr affirms the sacredness 
of form, Balthasar emphasises beauty as a revelatory event, and Ricoeur provides the 
hermeneutic tools to interpret it within local contexts. This theoretical integration shows that 
Indonesian visual art practises a theology not in words but in images—a unique and 
communicative form of visual theology. 

The novelty of this research lies in the formulation of the concept Visual Theology of Nusantara 
Harmony, a theological approach that interprets visual works as spiritual texts living within 
local culture. This concept bridges sacred art and theological aesthetics through symbolic 
hermeneutics (Ricoeur, 1967). Accordingly, this study not only confirms existing theories but 
also extends them into the cultural praxis of Indonesia, where beauty becomes a bridge linking 
faith, culture, and ecological consciousness. 

 

Conclusion 

Indonesian Islamic visual art, related to batik, mosque ornamentation, and contemporary 
canvas, is a theological interpretation space that embodies tawhid, harmony and order values 
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in beautiful and meaningful visual representations. Thus, it becomes a vibrant theological 
space for interpretation. Designs that repeat themselves, geometry which is sacred and 
colours that go well with one another, not only denote aesthetics but are also forms of 
dzikrullah. Moreover, just like all humans are in one respect the same, nature too is identical. 
Above all, God is also connected with everything and everyone. The coexistence of theology 
and local beauty shows that the Islamic faith of the Nusantara dialogues with culture  makes 
beauty a gentle, contemplative, and contextual medium of da‘wah. Art should not merely 
become culture; it should also be a manifestation of the spirituality rooted in the society’s life. 

Further development of the visual theology study in Indonesia is required to account for the 
dynamics of contemporary media and artistic expression. This is so as we move toward a 
more digital and visual age. This study is limited by its reliance on selected visual materials 
and textual interpretation, without direct interviews with artisans or audience reception data. 
Future research may therefore expand the corpus through fieldwork, artist interviews, 
exhibition analysis, and digital Islamic art practices. Future studies could  approach things 
from an interdisciplinary angle merging theology, art, and communication studies to explore 
how new visual Media develop, question, and convey religious ideas more deeply. Aside 
from that, local artists, painters and craftsmen additionally need to be included as 
active participants in the evolution of Nusantara theological aesthetics, hence 
allowing the Islamic spiritual ideas to  not only be researched in scholarly articles such as this, 
but permitting regular realization through their creations from the very ‘earth of the country’. 
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