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	ABSTRACT
This study addresses the limited research that integrates visual, geometric, and spiritual dimensions within the tradition of Hadroh Nusantara. The objective of this research is to analyze how calligraphy, geometry, and the aesthetics of worship form an integrated system within hadroh as a Sufi expression. The study employs a qualitative approach using literature review and symbolic analysis of visual, musical, and performative elements in hadroh practices. The findings reveal that calligraphy functions as both a visual identity and a medium that directs spiritual awareness, while geometry appears in rhythmic patterns and formations that reflect collective order. The aesthetics of worship are manifested through the practice of selawat, dhikr, and embodied etiquette that create a sacred atmosphere. These three elements are not separate, but interrelated within a unified religious aesthetic system that connects artistic expression with spiritual experience. The study concludes that Hadroh Nusantara represents a form of cultural Sufism that integrates visual, auditory, and performative dimensions into a collective spiritual experience, and contributes significantly to cultural da’wah and contemporary Islamic art discourse.   
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INTRODUCTION 
Art is present as an important part of the cultural system that shapes the way humans understand and express their social and spiritual realities. In the context of Muslim society, art not only serves as a medium of esthetic expression but also as a means of internalizing religious values and collective identity (Nurhadi & Budhi, 2025). Islamic art develops thru the integration of the value of monotheism, visual symbols, and ritual practices that shape a complete religious experience (Farihah, 2025). In Indonesia, forms of religious art such as hadroh demonstrate this dynamism thru a blend of local traditions and transnational Islamic influences. Hadroh does not stand as an ordinary art practice, but rather becomes a space for articulating spiritual values that are alive in the daily lives of the Muslim community (Harnish & Rasmussen, 2011). Thus, the study of hadroh needs to be placed within a broader framework, namely the relationship between art, religion, and culture. The development of hadroh in the Archipelago shows a complex adaptation process since the entry of Arab influence thru trade and missionary networks in the 18th century. This transformation gave birth to the Nusantara Hadroh form, which combines music, movement, and local visual symbols with Islamic values (Saidah & Fadhilah, 2023). Recent research confirms that hadroh serves as an effective cultural da'wah medium in conveying religious messages persuasively. In addition, hadroh also plays a role in shaping collective awareness and social solidarity based on spiritual values (Anam, Khaerul et al., 2025). However, most studies still focus on the musical and performative aspects without deeply examining the visual and symbolic dimensions. However, visual elements such as calligraphy and movement patterns have significant theological meanings in Islamic tradition. In the study of Islamic esthetics, beauty is not understood neutrally, but is directly related to the concept of divinity and the order of the cosmos. Calligraphy and geometry become two main elements that represent the principle of monotheism thru structured and repetitive visual forms (Chasanah & Faradiba, 2025). Studies show that geometric patterns in Islamic art reflect divine order and unity in diversity (Abas & Salman, 1992). Meanwhile, calligraphy serves as a spiritual medium that connects sacred texts with esthetic experiences (Zamharira et al., 2025). However, research examining the integration of these two elements in performance arts practices such as hadroh is still very limited. This indicates a research gap that needs to be filled to understand the esthetic dimensions of hadroh more comprehensively.
From the perspective of Sufism, art is seen as a path to draw closer to God thru inner experiences structured in outward practices. Hadroh in this context is not only a performance but also a spiritual practice that involves rhythm, dhikr, and bodily expression (Iqbal, 2025). Contemporary research shows that Sufi art practices are capable of shaping a more reflective transcendental awareness and social ethics (Ernst, 2017). However, the Sufi approach in the study of hadroh is still rarely used systematically, especially in examining the relationship between visual forms, musical structures, and spiritual experiences. As a result, the dimension of worship in hadroh is often reduced to merely a cultural expression. This condition emphasizes the importance of an integrative approach that can bridge the esthetic and spiritual aspects in a holistic manner. Based on these conditions, this research raises the main issue of how calligraphy, geometry, and the esthetics of worship are integrated into the Hadroh tradition of the Archipelago. This research does not use a quantitative hypothesis, but starts from the assumption that the visual and performative structure of hadroh implicitly represents Sufi values. The approach used is qualitative with symbolic and interpretative analysis of the visual, movement, and musical elements in hadroh practice (Geertz, 1973). This approach was chosen because it is capable of uncovering the hidden meanings behind complex cultural practices. Thus, this research aims to explain how hadroh functions as a space of integration between esthetics and worship. This focus is important for broadening the perspective of Islamic art studies in Indonesia. The aim of this research is to identify the forms and meanings of calligraphy in hadroh attributes, analyze geometric patterns in the performance structure, and explain the esthetic forms of worship that emerge in hadroh practice as an expression of practical Sufism. This research is expected to provide theoretical contributions to the development of Islamic art studies based on an integrative approach between esthetics and spirituality. In addition, the results of this research are also expected to enrich the discourse of cultural preaching thru art that is contextual and relevant to modern society. Practically, this research can serve as a reference for hadroh artists in developing more reflective and meaningful practices. Thus, this research not only addresses the academic gap but also provides real implications for the development of Nusantara Islamic culture.
METHODS
This research uses an interpretative qualitative approach with a type of literature study (library research) combined with visual analysis and symbolic analysis. The interpretative approach was chosen because the research focuses on the meaning of Islamic esthetic elements in the Nusantara Hadroh tradition, particularly the relationship between calligraphy, geometry, and the esthetics of worship from a Sufi perspective. The research does not aim to measure phenomena statistically, but to understand the symbolic meanings, spiritual values, and esthetic structures contained in hadroh practices. Visual analysis is used to read visual forms such as calligraphy, performance formations, costumes, movement patterns, and stage setups, while symbolic analysis is used to interpret the religious and Sufi meanings inherent in these elements. This approach allows researchers to understand hadroh not only as a performing art but also as a cultural and spiritual practice rich in meaning.
Table 1. Research Data Sources
	Type of Data
	Author and Year
	Source Title
	Focus of Study

	Primary Data
	Rasmussen (2021)
	The Five Pillars and Indonesia’s Musical Soundscape
	Islamic Music and Spirituality

	Primary Data
	Blair (2020)
	Islamic Calligraphy
	Islamic Calligraphy

	Primary Data
	Knysh (2019)
	Sufism: A New History of Islamic Mysticism
	Sufi Tradition

	Primary Data
	Saidah & Fadhilah (2023)
	Hadrah Spirit as an Islamic Arts in the Land of Papua
	Hadroh as Islamic Art

	Primary Data
	Hasani et al. (2025)
	Esthetics of Islamic Calligraphy and Its Implications with Sufism 
	Calligraphy and Sufism

	Secondary Data
	Books, theses, repositories, proceedings, visual documentation of hadroh, stage photos, costumes, and backdrops
	Supporting visual and theoretical interpretation
	Visual symbols, geometry, and esthetics of worship


The data collection technique was carried out thru systematic documentation study and literature review. Visual documentation was obtained from photos, digital archives, videos of hadroh performances, as well as visual elements displaying calligraphic symbols, geometric patterns, and esthetic practices of worship. Library research was conducted by selecting scientific articles, academic books, theses, and other scholarly sources relevant to the themes of Islamic art, Sufism, and Nusantara Hadroh. The source selection process is carried out based on theme relevance, publisher credibility, and publication novelty, especially sources published within the 2020–2026 range. All data were then categorized based on the main themes of the research, namely calligraphy, geometry, worship esthetics, and the integration of Sufi traditions. This categorization is carried out to facilitate the interpretation process and systematically build connections between the data. The data analysis technique is carried out thru three main stages: data reduction, data presentation, and interpretative conclusion drawing. In the data reduction stage, the researcher selects data relevant to the research focus, particularly visual, symbolic, and spiritual elements in the hadroh tradition. The data presentation stage involves categorizing the data into thematic categories such as calligraphy symbols, geometric patterns, musical rhythms, and expressions of worship. After that, the data is analyzed using a symbolic hermeneutics approach to interpret the relationship between esthetic forms and the spiritual meanings contained within them. The analysis was conducted by linking the research findings with Islamic esthetic theory, Sufism, and religious art to achieve a deeper and more contextual understanding. Thru this process, the research not only describes the form of hadroh art but also explains how esthetic elements work as a medium for the internalization of Sufi values and cultural preaching. The validity of the interpretation in this research is conducted thru source triangulation and theory triangulation. Source triangulation is conducted by comparing visual data, literature review results, and various previous studies related to Islamic art, hadrah, and Sufism. Meanwhile, theoretical triangulation is carried out using several theoretical perspectives, such as Islamic esthetics, Sufi art symbolism, and cultural interpretation theory to avoid a singular reading. Validity is also strengthened thru a repeated interpretation process of visual and textual data to ensure that the symbolic meanings obtained remain consistent. Additionally, the researcher conducts a critical reading of the sources used to ensure the alignment between data, cultural context, and the theoretical framework of the research. With this step, the interpretation results are expected to have analytical depth, consistency of meaning, and academic relevance in the study of contemporary Islamic art.
RESULTS AND DISCUSSION
RESULTS 
One form of art that reflects the close relationship between Islam and local culture is Hadrah Art. This art has developed as a manifestation of beauty, which is an essential part of enhancing the well-being of the community. In the context of Hadrah Art, beauty is processed and expressed thru the use of elements such as music, dance, and poetry that contain salutations to the Prophet Muhammad (peace be upon him). However, Hadrah Art is not merely entertainment; this art also serves as a means of spreading Islam and is often performed using the rebana musical instrument (Adityatama, Wira et al., 2024). This section presents the processed conceptual data on the Nusantara Hadroh tradition by placing calligraphy, geometry, and the esthetics of worship as the three main interconnected elements. The data is not presented as raw notes, but has been categorized based on visual, musical, movement, and spiritual themes. Data processing is carried out thru a symbolic reading of the forms of hadroh expressions, then analyzed from the perspective of Islamic esthetics and Sufism. In the study of Islamic art, beauty does not stop at the outward form, but leads to the awareness of monotheism, order, and the inner experience of humans when relating to God (Nasr, 1987). Therefore, Hadroh Nusantara can be interpreted as a religious art that combines sound, form, movement, and dhikr in a complete worship experience (Rasmussen, 2021).
Table 1. Esthetic Elements in the Nusantara Hadroh Traditio
	Element 
	Form of Discovery 
	Symbolic Meaning 
	Spiritual Implication

	Calligraphy 
	The words Allah, Muhammad, the basmalah, and salawat on backdrops, clothing, and props 
	Visual identity of Islam and a symbol of sanctity 
	Directing the congregation's awareness toward the value of monotheism

	Geometry 
	Circular formations, symmetrical arrangements, repetitive rhythmic patterns 
	Harmony, order, and collective unity 
	Fostering shared concentration and devotion

	Esthetic of Worship 
	Salawat, dhikr, proper dress etiquette, and body expressions 
	Integration of art and religious practice 
	Strengthening the collective spiritual experience



Calligraphy as a Visual Spiritual Identity
The research results show that calligraphy is the most dominant visual element in Hadroh Nusantara. Calligraphy appears in the form of the words Allah, Muhammad, the basmalah, and the lyrics of salawat, which are placed on backdrops, flags, costumes, and stage decorations. The presence of these symbols reinforces the Islamic identity of hadroh and creates a sacred atmosphere before the performance begins. In practice, calligraphy not only serves as an ornament but also as a spiritual marker that connects the performance space with religious values (Blair, 2020). These findings indicate that the visual elements in hadroh serve as a medium to remind of the values of monotheism and respect for the Prophet Muhammad. In addition to serving as a religious symbol, calligraphy also demonstrates a close relationship between visual arts and Sufi traditions. The placement of the selawat phrases and Arabic verses enhances the spiritual atmosphere in the hadroh performance. The audience and performers not only receive musical elements but also a visual experience that collectively builds religious awareness. This finding aligns with the view that Islamic visual symbols have a transcendental function in shaping human spiritual experiences (Senasaputro, 2024). Thus, calligraphy in Hadroh Nusantara becomes a representation of Islamic esthetics that unites artistic form and spiritual meaning
Geometry in Formation and Rhythm Patterns
Subsequent research findings indicate that geometry in Hadroh Nusantara is present thru player formation patterns, the structure of the tambourine rhythm, and the repetition of body movements. Circular formations and symmetrical lines are the most frequently used patterns in hadroh performances. In addition to creating visual order, these patterns also foster a sense of harmony and togetherness among the players. The rhythm of the rebana played repeatedly also produces a stable and measured musical pattern. In Islamic esthetics, repetition and symmetry are understood as representations of cosmic order and the unity of God's creation (Fattia, 2025). The research findings show that the rhythmic patterns in hadroh not only serve as a musical element but also create a collective atmosphere of devotion. The consistent beat of the tambourine and the vocals sung together create emotional and spiritual concentration for the congregation. The repetition of sounds in the hadroh tradition is similar to the repetitive practices in the Sufi dhikr tradition, which aim to build inner peace and spiritual focus (Ernst, 2017). Thus, the geometry in hadroh can be understood as a form of performative order that connects the body, voice, and religious experience into a single artistic unity.
The Esthetics of Worship in Hadroh Practice
The research results show that the esthetics of worship in Hadroh Nusantara are formed thru a combination of selawat, dress etiquette, body expressions, and a collective religious atmosphere. Salawat becomes the centerpiece of the performance because it contains praises and prayers to the Prophet Muhammad (PBUH). In hadroh practice, salawat is not only recited but also chanted musically, creating a deeper emotional and spiritual experience (Knysh, 2019). These findings show that the esthetic elements in hadroh are always related to the orientation of worship and respect for Islamic values. In addition to vocal elements, the esthetics of worship are also evident in the body posture and behavior of hadroh players. The orderly sitting positions, modest attire, and solemn facial expressions create a religious atmosphere that distinguishes hadroh from popular music performances. These elements demonstrate that hadroh practice not only emphasizes artistic aspects but also spiritual ethics and collective manners (Faisal et al., 2024). The results of this study show that Hadroh Nusantara builds a religious experience thru the simultaneous integration of sound, body, and visual symbols. 
Integralitas Kaligrafi, Geometri, dan Estetika Ibadah
The main findings of this research indicate that calligraphy, geometry, and the esthetics of worship are interconnected in shaping the esthetic structure of Hadroh Nusantara. Calligraphy provides a religious visual identity, geometry builds the order of rhythm and formation, while the esthetics of worship direct the performance toward a collective spiritual experience. These three elements cannot be separated because they work simultaneously in creating a religious atmosphere in hadroh. This finding shows that hadroh is a form of Islamic art that integrates visual, musical, and spiritual elements into a single cultural practice (Nurhidayati, 2019). Thus, Hadroh Nusantara can be understood as a representation of Islamic esthetics that lives and develops within the cultural context of Indonesian society. The results of this study also show a difference from previous research, which generally places hadroh as a medium for preaching or religious entertainment. This research shows that hadroh has a more complex symbolic structure because it combines visual, geometric, and ritual elements of worship into a single performative unit. This finding represents an important novelty in the study of Islamic art because it expands the interpretation of hadroh from the aspect of social function to the dimensions of esthetics and spirituality. Moreover, this research shows that the practice of religious art in the Archipelago can serve as a space for the integration of local traditions and Islamic Sufi values. Thus, Hadroh Nusantara not only becomes a cultural expression but also a medium for collective spiritual experiences based on Islamic esthetics.

DISCUSSION 
Islamic Esthetics from the Perspective of Sufism
Islamic esthetics in the Sufi tradition begins with the view that beauty is an attribute of Allah manifested in all creation, so every beautiful form essentially directs the eyes and hearts toward the Most Beautiful Essence (Hasani et al., 2025). In the doctrine of Sufism, Sufis view that esthetic experience does not stop at the beauty of form, but at the awareness of God's presence in all shapes and movements. Al-Ghazali, one of the key figures in the Sufi esthetic tradition, emphasized that the beauty of the soul and character is of higher value than the beauty of appearance, so a good work of art is one that helps its audience cleanse their hearts, strengthen their love for Allah, and humble their ego (Dodego, 2021). In the context of Hadroh Nusantara, the movements of dance, the tones of voice, and the rhythm of the rebana can be understood as aesthetic-sufi media and sensory stimuli that serve as gateways to meditation, dhikr, and contemplation. Research findings indicate that Hadroh Nusantara cannot be merely interpreted as a performing art, because its musical, visual, and ritual elements move toward a spiritual experience. In the perspective of Islamic esthetics, beauty is not only judged by the harmony of form but also by its ability to lead humans to the awareness of monotheism and the purification of the soul (Redjeki, 2022). This is evident in the hadroh practice, which combines the sound of the rebana, the recitation of salawat, body formations, and visual symbols to create a religious atmosphere. The esthetics in hadroh are not free-standing esthetics, but esthetics bound by etiquette, dhikr, and love for the Prophet Muhammad. Thus, the results of this research reinforce the view that Islamic art has a transcendental orientation, not merely an expression of beauty. In the context of Nusantara Hadroh, the research findings indicate that the combination of tambourine sounds, salawat, body movements, and visual symbols creates a contemplative religious experience. These findings reinforce Al-Ghazali's view that art can serve as a medium for tazkiyatun nafs because it can move the heart toward divine consciousness (Dodego, 2021). Thus, hadroh not only functions as a performing art but also as a spiritual space that connects esthetics and worship. In Sufism, art is understood as a means of refining the soul because esthetic experiences can move human consciousness from the physical dimension to the inner dimension (Ernst, 2017). Hadroh Nusantara demonstrates this function thru repetitive rhythms, collective voices, and emotional expressions that guide the congregation into a state of dhikr. These findings align with research on Islamic religious music, which states that sound, repetition, and performativity can enhance the spiritual experience of Muslim communities (Rasmussen, 2021). However, this research is different because it does not only view hadroh as religious music, but as a space of integration between calligraphy, geometry, and worship. This difference becomes an important contribution because it opens a new way of interpreting hadroh as a Sufi esthetic practice that is visual, auditory, and spiritual in nature. This research simultaneously expands the study by showing that the spiritual experience of hadroh is not only shaped by musical elements but also by visual symbols and performative order. Visual elements such as calligraphy and formation patterns strengthen the contemplative dimension in hadroh performances. Thus, Hadroh Nusantara can be understood as a form of Sufi esthetics that simultaneously combines auditory, visual, and ritual dimensions. This perspective becomes the main differentiator from previous research, which placed more emphasis on hadroh as a medium for preaching or religious entertainment.
Calligraphy as a Form of Worship and Spiritual Expression
In the study of Islamic calligraphy esthetics, calligraphy is not merely seen as a writing technique, but as a living spiritual form. Calligraphy is considered the highest form of artistic expression because it combines elements of art and spirituality. In Islamic calligraphy, Arabic script is used to create beautiful and meaningful works of art. Arabic script is believed to be a form of direct communication with God, and its use in Islamic cultural art reflects the majesty and greatness of Allah (Sudrajat et al., 2026). Previous research on "the esthetics of Islamic calligraphy and its implications for science" emphasizes that calligraphy serves as a bridge between knowledge and spirituality, as each script is formed thru disciplined practice, patience, and concentration, which are traditionally associated with the process of tazkiyatun nafsi (purification of the soul). In the Sufi tradition, calligraphers often begin their creativity with prayer and dhikr, so that each stroke of the pen is considered a form of worship. Previous articles related to "Calligraphy as a Medium of Spiritual Expression in Sufi Tradition" explain that Sufi calligraphy uses geometric patterns (hexagons, stars, repeating patterns) as symbols of divine order and unity in God's creation. In the context of Hadroh Nusantara, the elements of calligraphy on clothing, backdrops, and props not only serve as decorations but also as symbols of spiritual identity and reminders that every movement and sound is under the guidance of tawhid (Mawriska et al., 2025). This finding aligns with the research by Mawriska et al. (2025), which states that calligraphy in modern Islamic art functions as a symbol of spiritual identity and a medium for visual preaching. The research findings show that calligraphy in Hadroh Nusantara is present thru the phrases Allah, Muhammad, basmalah, selawat, and Arabic quotes used on backdrops, banners, clothing, or assembly decorations. The calligraphy not only serves as a decorative element but also as a sacred marker that transforms the performance space into a religious space (Blair, 2020). In Islamic tradition, Arabic letters hold a spiritual position because they are close to the language of revelation and the practice of dhikr. Therefore, when calligraphy is present in hadroh, it gives direction and meaning to the players and congregation to focus on the value of worship. These findings prove that calligraphy in hadroh serves as a visual medium to evoke the remembrance of Allah and His Messenger. Critically, these findings also highlight the challenges in contemporary hadroh practices. Some uses of calligraphy often stop at stage interests, group promotion, or mere visual esthetics, thereby potentially weakening its spiritual meaning. This condition contradicts the principles of Islamic art, which place visual form as a pathway to meaning, not merely as an embellishment. Therefore, hadroh practitioners need to understand the etiquette of using calligraphy, including the accuracy of the writing, the appropriateness of the position, and the relevance of the text's meaning. The practical implication is that the training of hadroh groups should not only focus on vocal and rebana skills but also introduce Islamic symbol literacy so that calligraphy remains a dignified spiritual expression. This research found a new dimension that calligraphy in hadroh not only works symbolically but also influences the emotional atmosphere of the congregation. The presence of Islamic visual symbols creates a sacred atmosphere that enhances the religious experience during the performance. These findings expand Senasaputro's (2024) study on spiritual symbolism in contemporary religious art, as this research demonstrates that visual symbols performatively operate within the cultural space of Nusantara Islam. On the other hand, this study also found a tendency for the use of calligraphy to be purely decorative in some modern hadroh performances. This condition indicates a shift in meaning from a spiritual symbol to stage esthetics. Therefore, a deeper understanding of the etiquette and meaning of using calligraphy is necessary to maintain its spiritual value.
Theory of Geometry and Ethics of Divine Order
In Asia, Islamic calligraphy reached the peak of its beauty thru a blend with local traditions. In Persia, calligraphy evolved into the fine and elegant Nastaliq style, often used in the illustration of poetry and literary manuscripts. In South Asia, such as India, the art of calligraphy reached its peak during the Mughal era, where calligraphic writing adorned iconic buildings like the Taj Mahal (Salabi, 2024). In the theory of geometry related to Islamic art, it emphasizes that geometry is the visual language of Allah's majesty and order. Studies on ethnomathematics and the geometry of Islamic art explain that repetitive patterns, symmetry, rotation, and basic shapes (triangles, squares, circles) reflect the principles of order, regulation, and unity in the cosmos, while also serving as metaphysical symbols. In the context of Nusantara Hadroh, dance formations, hand movement patterns, and the rhythm of the rebana can be interpreted as practical geometric forms such as circular patterns and curved lines symbolizing unity and equality in dhikr. The repetitive patterns in the beats and the echo of the sound resemble repetitive geometric patterns, creating a contemplative and focused atmosphere. In Sufi philosophy, repeating geometric forms without a single center are often associated with the concept of infinity and the uniformity of God's face throughout creation, so geometry in Hadroh art serves as a visual-sonic metaphor for divine order and grace. (WM, 2016) This finding supports WM's (2016) view that repetitive patterns in Sufi art serve as a metaphor for infinity and the continuity of the relationship between humans and God. Thus, the geometry in hadroh is not merely a visual pattern, but becomes a symbolic language that builds the religious experience of the congregation. The research results show that calligraphy in Hadroh Nusantara is present thru the phrases Allah, Muhammad, basmalah, salawat, and Arabic quotes used on backdrops, banners, clothing, or assembly decorations. The calligraphy not only serves as a decorative element but also as a sacred marker that transforms the performance space into a religious space (Blair, 2020). In Islamic tradition, Arabic letters hold a spiritual position because they are close to the language of revelation and the practice of dhikr. Therefore, when calligraphy is present in hadroh, it gives direction and meaning to the players and congregation to focus on the value of worship. These findings prove that calligraphy in hadroh serves as a visual medium to evoke the remembrance of Allah and His Messenger. Unlike previous research that focused more on geometry in Islamic architecture and fine arts, this study shows that geometric principles also operate in performing arts. The stable beat of the tambourine and the synchronized body movements create a collective rhythm that directs the congregation toward spiritual concentration. This finding expands the concept of Islamic geometry from the visual dimension to the performative dimension. Furthermore, this research found that the regularity of movement and sound in hadroh has a social function, namely building discipline, solidarity, and emotional unity among the players. Thus, the geometry in Hadroh Nusantara not only represents the beauty of form but also the ethics of order in the collective life of the Muslim community. Critically, these findings also indicate challenges in contemporary hadroh practices. Some uses of calligraphy often stop at stage interests, group promotion, or mere visual esthetics, thereby potentially weakening its spiritual meaning. This condition contradicts the principles of Islamic art, which place visual form as a pathway to meaning, not merely as an embellishment. Therefore, hadroh practitioners need to understand the etiquette of using calligraphy, including the accuracy of the writing, the appropriateness of the position, and the relevance of the text's meaning. The practical implication is that the training of hadroh groups should not only focus on vocal and tambourine skills but also introduce Islamic symbol literacy so that calligraphy remains a dignified spiritual expression.
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Image 1 Hadroh Form and Hadroh Calligraphy
Source: Karyarebana
Image 1 displays details of calligraphy art on the surface of the rebana used in the Nusantara Hadroh performance. The source of the image is obtained from the documentation of the Majelis Shalawat Nusantara performance in 2025. The calligraphy displayed includes the words Allah, Muhammad, and ornamental prayers combined with geometric patterns characteristic of Islamic art. In the perspective of Islamic esthetics, the placement of calligraphy on the rebana musical instrument shows that the musical instrument is not only understood as a medium of sound but also as a visual spiritual medium that contains the value of monotheism (Blair, 2020). The presence of calligraphy on the rebana demonstrates the integration of visual arts, musical arts, and religious symbols within a single cultural object. Symbolically, the tambourine adorned with calligraphy serves to enhance the sacredness of the hadroh performance. The players do not only interact with the musical instrument as a rhythmic instrument, but also as a symbol of respect for Islamic values. The geometric ornaments surrounding the Arabic script demonstrate the principles of order and harmony that are the main characteristics of Islamic esthetics (Chasanah & Faradiba, 2025). This visual finding shows that the artistic elements on the rebana are not merely decorations, but rather part of the process of internalizing spiritual values in hadroh practice. Thus, the calligraphy art on the rebana can be understood as a form of Sufi esthetics that unites visual, musical, and religious dimensions within the Nusantara Hadroh tradition.
Esthetics of Worship: Hadroh Nusantara as a Zikr Ritual
The concept of "worship esthetics" in Sufi art centers on the idea that a work of art is a visible and audible form of dhikr. Previous research on Sufi dance and Sufi esthetics emphasizes that body movements, costume colors, and dance floor patterns are not only seen as attractions but as a non-verbal spiritual language that leads both dancers and audiences into a space of contemplation. In Hadroh Nusantara, the combination of Sound (salawat and dhikr), Dance movements (repetitive and orderly), Calligraphy and geometry on costumes and stage creates an aesthetic-worship ecosystem that invites closeness to Allah, remembrance of His blessings, and control over ego and desires. The process of internalizing these spiritual values occurs naturally thru habituation and emotional involvement in every practice and performance. The image below is as follows: 
[image: ]
Image 2 Hadro Art Performanceh
Source: Kanzuzsholawat
Figure 2 shows the Nusantara Hadroh performance conducted in a solemn atmosphere filled with spiritual appreciation. The source of the image is obtained from the documentation of the Nusantara Islamic Hadroh Festival in 2025. The players' facial expressions, orderly body positions, and synchronization in reciting the salawat demonstrate that the hadroh performance is not only performative but also contains a profound dimension of worship. In the perspective of Sufism, devotion in dhikr and salawat is a form of heartfelt engagement in remembering Allah and His Messenger (Knysh, 2019). Therefore, the atmosphere of devotion in hadroh becomes an indicator that this art practice has a strong spiritual orientation. Academically, this image shows that the esthetics of worship in hadroh are built thru a combination of sound, movement, and collective emotional experience. The stable rhythm of the rebana and the collective recitation of the salawat create a contemplative atmosphere that encourages the inner peace of the congregation. This finding is in line with Mukti's (2025) research, which explains that Sufi art operates thru emotional and spiritual experiences that simultaneously involve the body and inner consciousness. The devotion of the performers also shows that hadroh functions as a medium for the internalization of religious values, not merely as musical entertainment. Thus, this image emphasizes that Hadroh Nusantara is a form of esthetic ritual that connects performing arts with collective spiritual experiences. Hadroh Nusantara in this research finding functions as a dhikr ritual because the core of the practice is the repetition of salawat, praise to the Prophet, and the formation of a religious inner atmosphere. Salawat not only becomes a text that is sung but also a spiritual practice that builds love, memory, and emotional closeness to the Prophet Muhammad (Sifaana et al., 2026). The rhythm of the rebana strengthens that repetitive power, making it easier for the congregation to enter a state of devotion. In this context, hadroh moves from an art of entertainment to a practice of communal worship. This finding reinforces that the esthetics of worship are born when the beauty of sound, bodily etiquette, and religious intention merge into a single act. This finding reinforces the research by Sifaana et al. (2026), which states that the tradition of selawat in pesantren functions as a practice of living sholawat that shapes the religious consciousness of the community. Thus, hadroh can be understood as a dhikr ritual manifested in the form of a performance art. This finding aligns with research on Islamic musical traditions in Indonesia, which shows that religious art can serve as a medium for preaching, emotional education, and the formation of spiritual identity (Rasmussen, 2021). However, this research provides a more specific interpretation that hadroh not only conveys religious messages but also shapes the experience of dhikr thru a system of sound and movement. This difference is important because many previous studies have placed hadroh more as a medium for social preaching or cultural preservation. This research actually shows that the function of hadroh preaching arises from the worship experience directly felt by the performers and the congregation. The practical implication is that hadroh training needs to maintain a balance between musical quality, understanding of the selawat text, etiquette of the assembly, and orientation toward worship. The author concludes that music in a spiritual context is not only entertainment or art but also a means to strengthen the spiritual relationship with God. Although there are differing views on the legality of music, it cannot be denied that music containing religious and moral values can help Muslims achieve inner peace and closeness to Allah. 
Integration of Sufi Tradition, Da'wah, and Value Education
	Research findings indicate that Hadroh Nusantara integrates Sufi traditions, da'wah, and value education into a single cultural practice. The Sufi elements are evident in the repetition of salawat, the atmosphere of mahabbah, expressions of longing for the Prophet, and the orientation toward purifying the heart. The da'wah elements are seen in the delivery of Islamic messages thru beautiful, communicative media that are close to the community. The elements of value education are apparent in the habituation of manners, discipline, togetherness, love for the Prophet, and respect for religious symbols. Thus, Hadroh Nusantara not only preserves tradition but also serves as a medium for the formation of religious character. Theoretically, the results of this research contribute to the development of Nusantara Islamic studies and Sufi esthetics. Hadroh Nusantara proves that Sufi values do not always manifest in the form of formal tarekat teachings, but can live thru art, salawat, movement, and cultural symbols. These findings align with the view that Islam in Indonesia has developed strongly thru flexible, peaceful, and educational cultural pathways. However, this research also provides a new affirmation that cultural preaching needs to be understood thru its esthetic structure, not just its social function. The practical implication is that hadroh can be developed as a model of value-based education thru Islamic art, especially to build religiosity, social ethics, and the love of the younger generation for the Islamic traditions of the archipelago.
Theoretical and Implementational Implications
	Theoretically, the results of this research contribute to the development of Islamic art studies, particularly in interpreting performing arts thru an integral approach. This research shows that calligraphy, geometry, and the esthetics of worship can be used as an analytical framework to understand the religious meaning in Hadroh Nusantara. This framework expands the study of Islamic esthetics, which has often been used to analyze architecture, ornaments, manuscripts, or visual arts. Thus, Islamic esthetics can be applied to examine performing arts that thrive in society. This implication is important because the hadroh tradition possesses symbolic richness that has not yet been extensively studied academically. In terms of implementation, the results of this research can serve as a foundation for hadroh artists to develop more meaningful performances. The use of calligraphy needs to consider the appropriateness of the text, placement etiquette, and understanding of meaning. Formation patterns and rhythms can be designed not only for stage beauty but also to build collective devotion and order. In addition, the training of hadroh groups needs to include an understanding of etiquette, the meaning of salawat, and the values of Sufism so that the performances do not shift into mere entertainment. With this step, Hadroh Nusantara can continue to develop as a form of preaching art, a medium for spiritual education, and a cultural heritage of Islam that is relevant to modern society.
CONCLUSION
The conclusion of this research shows that Hadroh Nusantara is a form of Islamic art that not only serves as a cultural expression but also as a space for the integration of calligraphy, geometry, and the esthetics of worship within the Sufi tradition. The research findings affirm that calligraphy acts as a visual medium that directs spiritual awareness thru symbols of monotheism, while geometry is present in rhythmic patterns, formations, and musical structures that reflect divine order. The esthetics of worship emerge thru the practice of salawat, dhikr, etiquette, and collective expressions that shape a complete religious experience. These findings show that hadroh functions as a symbolic system that unites visual, auditory, and performative elements into a single spiritual unity. Moreover, hadroh has also proven to be an effective medium for cultural preaching because it is able to convey Islamic values esthetically and contextually. Thus, hadroh cannot be understood merely as entertainment, but as a living Sufi practice within the community. The novelty of this research lies in the integrative approach that combines the analysis of calligraphy, geometry, and the esthetics of worship within a framework of Islamic esthetics based on Sufism. Unlike previous research that tends to place hadroh as a medium of preaching or performance art, this study shows that hadroh has a deeper meaning structure as a system of religious esthetics. Another important finding is that geometry is not only present in visual form but also in patterns of rhythm and movement, thereby extending the concept of Islamic geometry into the performative realm. This research also emphasizes that calligraphy in hadroh is not merely decoration, but a spiritual expression that has educational and transcendental functions. The implications of these findings open up opportunities for the development of more contextual studies of Islamic art, particularly in interpreting performing arts as a medium for the internalization of Sufi values. Thus, this research provides theoretical and practical contributions to the development of cultural da'wah, value education, and the preservation of Nusantara Islamic traditions in a more meaningful and sustainable manner.
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