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Abstract

Shadow puppetrywayang kulit)is one of the Indonesian cultural treasures ofctvhypical characteristics are
different from other nations. As a performing atieh is enjoyed as if a movie theater in westertucg, it is
actually a form of Indonesian theatre that hastedisince the past hundred years, i.e. earlier yleans of
western movie development. The present reseansh ai finding out the transition forms of shadovpjpetry
which can serve as basis of typical Indonesian anofiictures. It indicates that shadow puppetry ldigp a
series of scenes presenting a story and inter-st@msitions. These transitions function as comdsa
connectors, and synchronizers between one scenghandthers to form a story that can be enjoyed by
spectators. Transitions in shadow puppetry areouarin forms. A puppeteddalang)has different style from
the othersin performing the inter-scene transitions of theoetry, even when presenting an opening of his
performance. The inter-scene transitions inclugmsition by overshadowing figures, by usiggnungan
dances, by insertinggunungan by sneaking togunungarhy using gada kick, and by usinggunungan
kerawangan.
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1. Introduction

As audiovisual technology is increasingly sophitc and easier to use, it is expected that corrsunan
maximize the utilization of technology. Technologiyfilm and television program productions allowsedtors
and cameramen to maximize the use of camera amidgedbftware. During shooting sessions, a camenama
directs his camera on an object with particulahtégques, such as close up, medium close up, etnefza
angles influence a sense of art as an expressiaam adesthetic value. Thus, the responsibility tonitoo
transitions in the different camera angles liehwibt only cameramen, but also producers and dirgct

Many books discuss shooting and video editing istpduction session. However, some of the shoatimd
framing stated in the books tend to refer to westeay of thinking. Western hegemony in shootingréfiore,

has dominated paradigms of our cameramen. Tab2&@5], in his book entitle®ahasa Rupastates that
Indonesian cinematography has been influenced tstenre culture, and therefore Indonesian films apaps
operas are defined as: enlightenment (in a pafrapimanner), entertainment (with lack of contengs),(which

is uncommunicative), education (which is boringhereas in fact, shadow puppetry own all of the espwith

interesting and communicative characteristics.

If we consider the history of Indonesian civilizatithrough temples, the storyRhmayanaarved in the reliefs
of Prambanan and Borobudur temples is interestirgjudy. In the reliefs, the panels do not onlyictefhe story
but they also contain moving images with real firmming. According Tabrani (2005) that characterghe
temple reliefs andvayang bebe(scroll performance) are not merely still pictyrbat indeed motion pictures
with such television/film technological concepts @issolve, mix, wipe, insert, flashback, flashfordiaetc.
Camera technology was not known at that time.

Stories told bydalang (puppeteerfluring shadow puppetry are also an early form dfiongictures which meet
the rules regarding televisions or films. The nmgvimages of cut-out figures behind screen give deoiul
impression of the motion to the spectators. Zoonsing dissolve are applied when tti@ang bringswayang
(cut-out figure) close tdlencong(a light source), creating a zoom-in before theyangfinally disappears.
These scenes come into sight when da&ang performsbedholan(the ways thedalang pulls up the puppets
from the banana steam-the media to stick the psppetcludingbedholan jejer(to indicate the ending of a
scene)bedholan kayor{to indicate the beginning of the scenkegdholan kedhatona(to indicate the inner-
palace scene, the meeting of the king and queahbadhalan(to indicate troop departure scene). Natural and
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normal motions are obtained when rays of hllencongon wayangattached to thé&elir (a white cloth screen)
serve as establishing shdterefore, thedalangs shadow puppetry with spectators watching frorhimhe the
kelir is considered as the real traditional Indonesiamientheatre.

Elements of cinematography the shadow puppetryanaspotential subjects that have not been worked on
serving as a reference to development of visuateffontent in editing and video technologies. fenrnore, the
wayanghas been designed by UNESCO as Intangible Cultdeasitage of Humanity from Indonesia in 2008.
The wayang therefore, should remain and be developed inyesiagle aspects of society life, including in the
field of televisions/films. One of efforts is toilige it as a visual effect, particularly as videaghic transition. In
this research, the researchers attempt to findhowtthe motions in shadow puppetry can be usedrafesence

for video transition model in video editing softwar

2. Literature Review

In a thesis entitletkomodifikasi Budaya Tradisional di Televisi: Stédialisis Wacana Wayang Kritis terhadap
Komodifikasi Isi Pagelaran Wayang Kulit Purwa dilési Indosiar(Comodification of Traditional Culture in
Television: A Critical Discourse Analysis ®¥ayangtowards the Content Commodification Béirwa Shadow
Puppetry in Indosiar TV Channdby Ambar Susatyo Murti (2006), it is found out tHures ofwayangin
television tends to deliver concise, brief and gatring language. Meanwhile, Ranang AS & Taufikridno
(2010) in their research entitléenciptaan Animasi Kartun 2D Digital Berbasis SBEeitunjukan Tradis{The
Creation of Traditional Performing Arts based DagiPD Animation Cartoon) conclude that: a) the aisu
elements ofvayang kulitandwayang bebewith their typical decorations can be appliedha visualization of
animated characters and their environment to ciestginative effects; b) the motionswéyang kulitcontain a
motion language which can be utilized as a referdc the motions of animated cartoon film. Furthere,
according Tabrani (2005) that characters in theptemeliefs andvayang bebe(scroll performance) are not
merely still pictures, but indeed motion picturaghwsuch television/film technological concepts.

3. Research M ethod

The present research belongs to an action researyipe of research design that has been appliedrious
contexts, including in arts and designs (Gray & kitad, 2004). Procedures of the action researchigmoped by
McNiff & Whitehead (2002) are as follows: 1) conting a review on curent practices, in this casedsha
puppetry; 2) identifying potential aspects to depel-motions of wayang kulit which are potential te b
transitions in videography; 3) action planning bgveloping/designing the transitions based on metioh
wayang kulif 4) conducting trials by inserting the transitian® software of video editing; 5) monitoring the
action by finding out society (video editors) respes towards the produced transitions; 6) modifylags and
reflecting by making improvements of the resultexhsitions; 7) evaluating modified action by pubiligy the
findings in academic journal and arranging texttsy@ finding out satisfactions on the obtainedeasp

According to Christoper Gordon (1998), four stagesaction research include: select a focus, coltata,
analyze and interpret data, and take action. Tipeoagh utilized in the present research is relet@athe four
stages. It consists of review/ data mining, desiemg implementation of transition shadow puppebgsed
technique in videography. The research had beeredasut for 2 years in several stages: 1) revighich was
conducted in the first year, and 2) design and @mgntation in another year.

4. Discussion
4.1. Videographic Aspectsin Shadow Puppetry

Wayang kulitfshadow puppetry), a performing art heritage, e®@as a national cultural asset which is obligated
to be preserved. Numerous philosophical meaningsanveyed in such a performing art as shadow goppe
Aesthetic aspect in the art of puppetry is inténgsfor any society, particularly Javanese soci&kadow
puppetry, by definition, is an Indonesian cultupabduct in form of a performing art which projectst-out
figures held between kelir and ablencong It belongs to Javanese traditional art whichrafted from animal
hides in such a way that it can be moved lmakangand accompanied by a traditional musical enseffinbta
Indonesia callegamelan

Audiovisual texts both in television soap operasl dilms get used to be read using western stylee Th
procedures of the audiotextual reading seem tadrbias to those of western visual language texdieg. As
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cinematographers, we will be able to adopt cultaligkersity of Indonesian archipelago appropriatélyve
explore the visual language in traditional perforgnarts. We are not required to ignore our ownitiad or
otherwise it will be stolen by filmmakers from déyged countries to find out alternatives, makingsugprised
and angry (Tabrani, 2005). Considering thvatyang kulitserves as an art performed from behietir and this
looks like what is performed on television or filindisplays an art of motion pictures using traxtial puppets.
If seen fromkelir in the backside, cinematographic aspectsvayang kulitare equal to those of audiovisual
spectacles, although timayang kuliis manually performed.

It is interesting to consider transition of shadmations. When observing from behind tkedir, we find that the
techniques are usually applied. Seen from distasfc@bject, the techniques are different from thase
videography. In videography, a camera enable®twonzin or zoom out an object merely by adjustisgfdtcal
length. Meanwhile, in shadow puppetdalang should either take a way an object from or bring object
closer to a light source to obtain more interespiimgures which do not resemble those resulted tamera lens
in videography. The present study seeks to findsogh prototype forms as transitions (changes sibiity of
pictures) which adopt techniques of puppetry feative videography.

4.2, Transitionsin Shadow Puppetry

From the study on the stories #fendawa Boyongwith Ki Purbo Asmoro aslalang andBedhahe Lokapala
(with Ki Manteb Sudarsono akalang, a transition of motions from one scene to theet can be found in the
puppetry. One scene and the others are separateteected by the transition usiggnungan(a mountain-like
puppet). The transition is intended to provide leordr connection between the scenes. Bidlang have
similarities and dissimilarities.

From the first year research on the study of ttaors of scenes in Javanese shadow puppetry, plartic those
with stories ofPendawa BoyondanBedhahe Lokapalaeveral transitions are identified:

4.2.1. Transition by Overshadowing Figures

Dialogues of three characterswéyangare ended when two figures leave and are accomgbdnyi shadow of
gunungan Then, another figure follows them, and againgheungaraccompanies and whirls down and finally
stops in bottom part of center of screen. The motibthegununganis continued with puppeteer’'s mood song
(suluk, and thegunungancontinues to accompanyayang kulitappearing frondalangs right side to move to
both right and left sides and then spins, stoghencenter and is held yayang The transition, as seen in story
of Pendawa Boyon@010, video 1 TC: 35:08-36:02), is marked by phesence of the shadow gdinunganto
indicate the beginning and the end of the scenerefbre, it produces an extraordinary aestheticedsion, as
well as dramatic and more illusive effects compdced transition without thgunungan

Figure 1. Transition by Overshadowing Figures
(SourcePendawa Boyond@010, video 1 TC: 35:08-36:02)

Similar transition is also found in the story Bédhahe Lokapald2016, video 2 TC: 23:13£3:21). When
Wisnungkara is killed by Dasamuka, thenunganappears on the right limit ddelir, overshadows, spins, and
finally disappears along with Wisnungkara. The preg of thegununganto mark the disappearance of
Wisnungkara (vanishing into thin airmeksa. It is a representation of nature (cosmos), aelahere all living
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things will return.

A rather different transition can be seen from stary of Pendawa Boyong2010, video 9 TC: 30:40-30:47),
since the shadow @fununganis given motion through the precise placementasfdhheld halogen instruments,
resulting in image with zoom-in effect in videogngp Having shot by arrow, Srikanthi dies and tiggmungan
from the right side is moved, twirled to the centékelir, zoomed in, and finally Srikanthi disappears ia th
shadow ofyununganIn short, the shadow giunungarenables the cut-out figures to disappear.

Transition in the story oBedhahe Lokapal§2016, video 1 TC: 03:504:29) also applies zooming technique,
but thegununganused is in the form dferawangan From the left side of thkelir enter smalgununganand
wayang The gununganovershadowsvayangto walk to the center and then to the right sidekelir, and
therefore thevayangcan be clearly seen. Finally, thenunganvanishes, leaving theayangalone (it is stuck
on the right side of kelir, and othelayang— Begawan Wisnungkara and Patih Banindra — apfpaarthe left
side of thekelir).

Transition in the story dBedhahe Lokapal&2016, video 1 TC: 20:5@1:05) differs in motions. The shadow of
gununganis combined with interactive motions of tganunganandwayang The gununganappears from the
left side, while thevayangis from the right side (of which position is blaag thegunungai. Thegununganis
moved to the center &klir, and finally it overshadows thveayangand displays thevayangs face on the top of
it. Both wayangand gununganare then quickly separated; theyangis moved to the right side, while the
gununganis moved to the left side (and is rotated), anth lface each other, get close, and finallyghaungan
which is held bydalangis thrown by thevayang

4.2.2. Transition by Using Gunungan Dance

Gununganin the middle of the screen goes up, spins, f&tisly and rises again witinentul-mentu(bouncing
back and forth) motions, goes up, gets wider, gtmegn quickly and twirls, gets wider and banks te thght,
then puppet (Duryudana) appears from the right &deif greeting puppets) as set in the storyPefdawa
Boyong(2010) in video 1 TC: 20:25- 26:07. Transitiongafnunganmotion is the introductory movement for
wayangappearance in the following scene.

In the story ofPendawa Boyon@§2010, video 2 TC: 33:40- 34:1ununganappears from the right side, spins
to the middle of the scene and finally goes dowops for a moment, and then makes multiple twsteps at
the bottom and spins and goes up. Afterwards, peigged intalebod. It, then, goes up and spins on the right
side of the screen and finally it is put on thehtigimit of debog together with the othegunungan This
gunungandance functions as inter-scene transition withouerrhymes ofjununganmmotions. In this transitional
process, single motion @unungandominates in the scene with various motiomel{ukswaying, going up,
falling, and spinning) showing transition from oseene to the following scene. Similar transitiorgohungan
dance also appears in video 6 TC: 17:53-17:58 hithy once battle scene endsnungarntwirls while goes up
and down in the middle, and finally it is put ore thight part ofdebog and this is continued with Semar Petruk
Gareng scene. However, the motion duration is cglitgrt. Gununganmotion indicates various rhymes, and
therefore this inter-scene transition is highlyaative to be seen by spectators.

Wi R,

Figure 2. The Transition by Using SingkinungarDance
(SourcePendawa Boyond010, video 9 TC: 22:56-23:00)

2 Banana-tree log used as puppet rack.
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Transitional motion ofunungandance also appears in otltalangs performance, Ki Manteb Sudarsono, with
the story ofBedhahe Lokapald2016. video 1 TC: 49:2819:27), in whichgununganmoves (shaking and
waving) from the right part dfelir to bottom left part, goes back to the right pdrkalir, spins and goes down
to disappear. Similarly, this sort of motion happén the scene of video 1 TC: 14:1@:13. Heregunungan
comes from the right part, moves to the middle toeh to the left, and goes up, twirls, and finaljnishes.
This motion occurs aftelejerscene.

A rather different transition ajunungandance is found in video 9 TC: 31:432:24, in whichgunungansways
slowly accompanied with thealang’'snaration. While telling a story about how Bambasyotomo beats up
Banowati,dalang pulls outgununganat the right side, which then spins and goes ¢ontiddle part okelir,
stops for a while, and then moves to the middle disdppearsGununganlater appears again from the right
part, moves to the middle part and disappearsealefh part. The motions are repeated four timedendalang
narrates the story. The motion giinungandance provides visual illustration ¢mlang’snaration about a story
(lakon) that he is telling.

Transition in the story oBedhahe Lokapala video 2 TC: 20:3920:49 is rather different from those of other
gunungandancing, in which twgunungansare performed. From the left partladlir, a smallgunungarappears
and goes up, and at the same timayangappears and directly gets closer to the otteyangstaying behind
gunungan Afterwards, both hurl to the left part kélir andgunungantwirls, and finally they disappear. After a
few secondswayangappears otkelir, at this time, alone. The motion indicates thahunganplays a role in
introducingwayangin the scene.

Transitional motion realized by a dance of tgnunganss also found in video 1 TC: 17:588:05, but the
rhyme is faster. Twgunungansome from the right part elir and then move to the left and to the middle
part, and then fall, go up and spin. Afterwardgytimeet on the upper part and go down, and thepuarén
debogto stop for a while. Then, after being pulled dbgy go to the upper part and move to the righi the
left of kelir respectively, twirl, overshadow, and disappeare Thotions are quick and dynamic, and this
indicates the appearance of puppet in the nextesedth its dynamic motionssflah, way of acting or
movement of the body.).

Transition of threegunungandance are commonly viewed in the opening scen&ayangperformance, for
example, transition in the story &@edhahe Lokapalg2016, video 1 TC: 03:0®3:51). Two gunungans
vertically line up in the midle ofelir, and the puppeteer pull them out and move thethdaipper part (both
gunungansank to the right and move to the middle/centet pikelir), diagonally and then vertically. Finally,
in the central part appears sn@glinungan Both gunungansbove spin, and then fly back to the middléeiir,
covering the smaljunungan The threegunungansmove to the upper part, once arriving, sntalhungan
vanishes, and two larggunungangemain. Later, puppets come from the right linbito¢king gunungai and
two gunungangreet.wayang(in the middle) and twgunungansnove from the right to the left part &élir,
and finallywayangdisappears, leaving tlgeinungansThegununganghen fly back to the middle ddklir, spin,
and finally vanish to the right and the left paftkelir. ThatGara-Garais the special opening scenevedyang
kulit performance presented by Ki Manteb Soedarsono.

Figure 3. The Transition Motion by Using Twin Guigam Dance
(SourcePendawa Boyond@010, video 1 TC: 29:16- 29:19)
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The motion of twingunungandance as a transition can also be viewed in thfonpeance with the story of
Pendawa Boyon¢R010, video 1 TC: 29:16- 29:19). Two crosgemungansnove to opposite directions, to the
right and to the left, spin three times, and thethband on the right and the left dalang This type of
transition provides dramatic effect with the shadwwo gununganszooming in and out, okelir.

4.2.3. Transition by Inserting Gunungan

Figure 4. The Transition by Inserti@unungan
(SourcePendawa Boyond010, video 4 rev TC: 08:489:00)

In the story ofPendawa Boyon@2010, video 4 rev TC: 08:489:00), it is obvious that twavayangcharacters,
Duryudono and Banowati, sit, facing each other. @agangcharacter (Banowati) moves to the left and then
goes back to the right, and once she arrives aighepart,gunungancomes, overshadows, and spins. When the
gununganis in the middle, she kicks it until vanished, ahdn she sits at her original position. The tréosi
with gununganinsert appears in the middle of characters engagina dialogue. The transition is an inter-
dialogue intervener iwayangdialogue fagongar), andgunungans a part of thgagongan

In general, transition witununganinsert inwayangperformance appears in epilogue, aBé@ndawa Boyong
(2010, video 9 TC: 40:13 - 40:31). Several pupstdsd in a line and face each othgununganappears from
the right part and then spins. In the middleelir, it twirls, goes down, stops for a while, and timeoves to the
upper part while spinning, goes down and finalky turtain falls tancep kayoin the middle of puppets lining
up and facing each other, and this indicates tldeoéthe performance.

4.2.4. Transition by Sneaking behind the Gunungan

In story of Pendawa Boyon@2010, video rev TC: 19:39-19:41), a transitiarwthich a cut-out figure sneaks
behind thegunungan when Banowati runs for being chased by Bambangof@mo, the righgununganspins
around at the righkelir, and she hides in the shadowgefungan Then, she disappears. The similar motion
appears in video 6 TC: 17:36-17:40 in a scene ®fterkudoro puts Sengkuni in a crocodile’s mouthr{ipati’s
incarnation), theyununganon the right side of thkelir moves and spins to the left to where KurupatiVthen
covered by the shadow glinungan Kurupati disappears from thelir.
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Figure 5. The Transition by Sneaking to Ghenungan
(Source: Pendawa Boyong, 2010, video 9 TC: 22:283)2

The transition also appears in video 9 TC: 22:2%24n which thegununganon the right side okelir is
removed and then moved to the right side ofkile. When Bambang Aswotomo’s arrow is shot, glaungan
spins and bends. Then, the bend is passed by Bgsavotomo, Prabu Kartomarmo, and Sengkuni whigy th
are running.

The scene transition in video 9 TC: 25:55-26:06eapp to be different because thenungarnfunctions not only
as the place thevayangdisappears, but also as the media to hide, smeakplay “hide and seek”. The scene
shows that thgunungarnon the right side moves to the left while spinnifiben, from the left sneaks Bambang
Aswotomo under thgunungan he disappears, reappears, looks about repeasdidlys to the right side of the
kelir and finally disappears.

4.2.5. Transition by Using Gada Kick

Figure 6. The Transition by UsirgunungarKick
(Source: Pendawa Boyong, 2010, video 5 TC: 30:3638)

Cut-out figure of Kresna enters from the left safekelir while carryinggada (mace), while on the right of it
stands thgununganHe kicks or beats it in the center of #wdir, and it is thrown to the right. He with tgada
moves from the left to the right while beating. Thewungarenters from the right, spins to the center toléfie
side of thekelir, goes back to the center and disappears. Aftesydtcesna and thgununganenter from the
right, move to center, and stops (the narratiothén told). Then, thgununganmoves to the left, but Kresna
stays still. The scene appears in the stolyasfdawa Boyon(2010, video 5 TC: 30:56- 31:38).

Transition in the form of kicking thgunungancan be seen in a scene when Bambang Aswotomdouhs is
chased by Werkudoro. He sneaks and disappears dbéiéngununganon the left of thekelir. Then the
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gununganis stuck in an inclined position on the left siofethe kelir. After that, Werkudoro and Kresna come
and stare at it. The aforementioned transition doumvideo 9 TC: 35:56-36:10 is a combination oftimos of
wayangand gunungan and therefore thgunungandoes not come by itself merely as a scene transifihat
gunungandoes not exist as the only transition. It seraea part of the transition, specifically as an obgnce

it represents a world/universe for Javanese pedjile.scene demonstrates that humans with theiredeare
capable of ruling the world and its contents.

4.2.6. Transition by Using Gunungan Kerawangan

Figure 7. The Transition by Usirgunungan Kerawangan
(SourceBedhahe Lokapala@2016, video 2 TC: 21:221:40)

In the story oBedhahe Lokapalé2016, video 2 TC: 21:2821:40) appears Wisnungkara standing in the center
of the kelir and then there come gunungan(kerawangah and a smallwayang (Wisnu) overshadowing
Wisnungkara. Once in a while, Wisnu’s face appetearly. Then, both disappear, leaving Wisnungldoae.

It seems the motion illustrates that the figur@assessed by Wisnu’s spirit. Thenungan kerawangaserves

as the transition of past and future life of Wisgkara.

Figure 8. The Transition by usigunungan KerawangaAooming
(SourceBedhahe Lokapala@2016, video 2 TC: 32:282:41)

The transition by usingunungan kerawangaalso appears in video 2 TC: 32:32:41 when Dasamuka is
killed by Prabu Danapati, the King of Lokapala. Gumunganwhich presents deerawangan(to represent sky
light) overshadows Prabu Danapati and takes hifty to the sky, forming a big shadow and vanishimg thin
air. Thegunungars motions and its shap&grawangah allow thegununganto serve not only as inter-scene
transitions, but also as a medium to descrifimksaof wayang from temporal world to heavemifwana).
Kerawanganshape helps visualize theoksaconcept.
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From the study of the transition and movement gigats in the puppet show, can be found some transit
pattern as the chart below.

I PUPPET SHOW I

TRANSITION BETWEEN PATTERNS OF
THE SCENES TRANSITION

1. TRASITION OF OPENING STENER

; e
CRY 4

h ] »
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Py By 200 Wideot 1 TC: S9010 anl issarn of tusaiti
LTRANSITION BY FADE OUY
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4 »
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Fanus Soyang. 2410, Wideo | TG: 2043 and pessamn of frantiian.
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Pasitaawn Bopaig, 010, Vided 3 TC) I7 46 el pallsin o aiading
5 TRANSITION BY USING SPIRAL MOVEMENTS

Pandewms Boyowy, M3, Vaine TTC 1353 andd puiterss of i alilon.

LTRANSITION BY USING GADA KICK

> RalP 24

BT, Voo B T AT & fransitioa.

. TRABITION OF CLOSING SCENES

Fandaws Beyorg, 218, Vades BTC 80:31 anl patterss of framifioe
Chart 1. The pattern of transition
(Handriyotopo, 2016)

5. Conclusion

Wayangis a performing art or performance which provideguences os scenes to form a story and has inter-
scene transitions. The transitions function as traimgs, connectors, and synchronizers betweensoaere and

the others to form a story that can be enjoyed gBctaitors. They provide the spectators with a nmedio
comprehend the story, arrange the story compretyenand enjoy the imaginary space of the performanc

Transitions in shadow puppetry have varied formsdalang has different styles in providing inter-scene
transitions in his performance from the others,newdien presenting the opening of a scene. The-&uiEme
transitions comprise empty spaadir, the motions ofunungan cut-out figures, and their motions.

Transitions in shadow puppetry are basically simitethose of modern entertainment, especiallydilffor that
reason, it appears that the inter-scene transitiotise puppetry have some potential to be develdpgher in
transitions in films, and therefore typical Indoia@sfilms may be produced. Both present a story \sitene
divisions.

Furthermore, the results of this study can be rewented that the transition shadow play can be ftated
either pattern, structure, or characteristic, s thcan be adopted / developed in making thesttian to the
editing of video / film. Transitions in video edig is a space that can be filled by the transiétimic style in
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order to support the peculiarities of Indonesiémsi
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