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Pretace

There are laws of a certain nature in the natural sciences and likewise in music there are strue-
tures and procedures, or even rules. that should be followed to produce beautiful music. Thus.
music is not only something that has subjective appeal according to the unique taste of each
individual’s sense of art and beauty but may also be studied in an objective fashion as a form
of science. Music is not only something that can he felt but also something that can be
counted.

The developmental Journey of science that puts music only to the specialization of social
sciences and humanities is mhibiting the development of theories that can explun and con-
struct music as part of the discipline, capable of contributing to advancements in other fields
such as: natural sciences. psychology. medicine, etc. For most of the music communities, the
view that music is only a part of the entertainment media can be disregarded by developing
both basic and applied theories that are interconnected with science. including natural science.

Considering the importance of implementation and development of innovation 1 music
education, both basic and applied theories. as wel] as its connection with other disciplines. we
organized an international conference with the theme 2st Centwry Innovations in Music and
Research Education. The 1™ International Conlere we on Music Education Community
(INTERCOME) 2018 was held on 25-26 October 2018 in the Music Department of the Lan-
guages and Arts Faculty, Yogvakarta State University, Indonesia. This conference is held
once every three vears (triennially).

INTERCOME intended to capture the latest musical developments and brought together
theoretical and practical views, concepts. theories, and principles that can be used by educa-
tors, researchers, observers and the broader comm unity to develop education based on
research results.

This volume of proceedings presents 71 selected articles from 127 articles presented at the
2018 INTERCOME seminar attended by participants from 10 countries. The authors who
made it through the selection are from six countries. na mely Britain, Indonesia. Mali, Nigeria.
the Netherlands. and the Philippines. Many papers were written by senior authors such as
Prof. Lee Higgins. Ph.D.. former President of ISME (International Soctety for Music Educa-
tion). Prol. Dr. Suminto A. Sayutl. former Dean of Faculty Languages and Arts of Universi-
tas Negeri Yogvakarta, Prof. Endang Nurhavati. Dean of Languages and Arts of Universitas
Negen Yogyakarta, Prof. Triyono Bramantyo. former Dean of the Faculty of Performing
Arts of the Institut Seni Indonesia Yogvakarta Indonesia and Prof. Wiel Veugelers. 4 moral
education expert [rom the University of Humanistic Studies. Utrecht. the Netherlands who
writes about the role of music as g character-forming tool. This proceeding covers seven
themes. They are as follow:

1. Picture of 21" century music education in the world

The innovation of curriculum, teaching and learning media and technological and enviro-
mental evaluation in accordance with the development in the 21 century.

The development of music as an educational media in the post globalization era

The harmonious existence of eastern. western. traditional. and modern music for all types
of music in the digital revolution era

The development of critical thinking ability to respond to various phenomena of the latest
nusic
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0. Collecting. developing. and constructing the basic theory of the relationship and the effec
of music on psychology, physics, social and other disciplines or vise versa and its utilization
in modern human life

7. Music research development in the 21+ century

We hope that it will encourage theoretical and practical views. concepts. research results
and principles to further support the development of music educations and other related
fields.

Dr. Kun Setvaning Astuti. M.Pd.
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Opening melody for pater sound space on shadow puppet theatre

H.B. Prasetya, LK.N Putra & T.W. Widodo

Indonesia Institure of the Arts, Yogvakarta, Duaerah Istinieva Yogvkaarta, Indonesia

ABSTRACT:  This study aims to understand the various tyvpes of melodies that play a role
as opening paters (gamelan mode) in wavang (shadow-puppet theatre). The data for this study
wits obtained by observing the Kakrasana 1 anengpinta shadow-puppet performance. Obser-
vations was focused on the parts that have changes ‘n parer. Based on the research it can be
concluded that there are two types of melodies used in the transition of pater changes. namely
thinthingan and grambyvangan, additionally. the vocals of the puppet master (dalang) who
mimics thinthingan. Thinthinean and grambyangan are carried out by the gender, one of
methallophone gamelan instruments. Thinthingan melodies are needed for light transitions,
while grambyangan melodies are used for heavy transitions.

I INTRODUCTION

Gamelan music plays an important role in warang or shadow-puppet theatre. The resulling
musical sense plavs a role in strengthening the atmosphere needed in the scene and gives
a certain sense of character o the characters played in the shadow-puppet theatre (LyslofT,
1993). In other words, gamelan music functions to support the atmosphere in the scenes so
that it supports the essence of the play that is performed. Therefore. without gamelan music.
shadow-puppet theatre cannot take place.

The importance of gamelan music in Yogyakarta-style shadow-puppet  theatre is
reflected in the jéjidran (main scene) in the performance. Traditionally. shadow-puppet per-
formances are divided into three segments determined by the parer, mamely patet nem.
patet sanga. and  pater manyvira (Weiss, 2006). During the overnight performance of
wavang. pater nem takes place between 9:00 p.m. to 12:30 a.m. puatet sanga between 12:30
pm. to 03:00 a.m. and pater manyura between 3:00 am. to 04:00 am. In these large seg-
ments most of the musical events are associated with pater. In shows with shorter dur-
ation, the pater division adjusts the duration of the show. Generally, pater nem and parer
sanga are longer than patet manvura.

Each pater consists of jéjéran and each Jéiéran often consists of scenes [ Prasetva, 2013 .
Patet nem comprises jéjor 1 or Jeier kawitan. jéjier 11 or jéjér sabrangan and jéjér 111 or jéjér
hondhét. Patet sanga comprises jéiér IV or jéjér pandhita and Jeier NCor jéjér uluk-ulide. Pater
manyura comprises féicr V1 or jéiér sumirar and rejer V1L or jéjér vina-rina (see Table 1). The
terms bondhét. whidc-ubid, Ssmirat and rina-ring vefer 1o gending or the gamelan piece name
that is usually used in that scene. Although other gerding is sometimes used in Jéicran, the
Jefér stays the same.

The distribution of patets in shadow-puppet performance is related 1o the type of gending or
gamelan piece used. In the pater ném section. the compositions are ném-bound compositions,
In the patet sanga section. the compositions used are sanga-themed compositions. Likewise. in
patet munyura, the gending used is the manyura-style compositions. However. in some parts.
the pater changes. For example. the hudhalan scene is in the paret nem segment, but often uses
a number of sanga-themed compositions. and likewise in the goro-goro scene. This scene is
actually in the patet sanga segment. but often uses manyura-style compositions (see Table 3).
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Tuable 1.

The relation of Parer with seenes and

Jééran m the play of Kakasrana Wenengpinte.

Pater JEfér Name SeenelAct Name Character
Nem L kawitan Mandura country  Prabu Basudewa. Haryaprabu, Patih Saragupito,
Tumenggung, Narayana.
Kundur kedaton Prabu Busudewa
Pasehan Jawi Harvaprabu, Naravana. Patil Saragupita. soldiers,
Beaclhelan Haryaprabu, Patih Saragupita. soldiers.
Ampyuk war Soldier's journey of Mandura country
1. sabrangan Cirigathok country Patily Nagarangsang. Bedongbau, Bramanghara
Stupangan war The battle of Mandura soldiers against Girigathok
soldiers
NI bondhér Jongrmgsaloka Batara Guru, Narada. Brama. Endra
licaven
The Narada. Brama, Endra. Sambu, Yamadipatu
Repatkepanasan
CGagal war The baule of Patih Nagakilat. Gedonghbau, and Bra-
mangkara against Brama and Fndra
Strnga IV pandhiva Goro-gare Semar, Gareng. Petruk. Bagong

V.oudvfe-riduik

Manyura VI sumivar

VL vinge-ring

Ringin Gedabya
Hermitage
Begal war

Surateleng heaven
Tanggunyg war

Girigathok country

Tandang war

Mandura country

Brubuh war

Begawan Wanengpinta. Margana, Semar, Gareng,
Petruk, Bazong

The battle of Margana against Cakil and soldiers of
Gingathok

Nagaraju. Dewr Pertiwe, Setija, Nurayana

Prabu Nagakilat catching up Nagarangsang

The lost of Margana in the war against Nagakilat. The
war between Wanengpinta against MNagakilat and
Nuagarangsung. The lost of Nagakilat, then he turns
into & weapon called Nanggala while Nagarangsang
turns into Alugara.

Prabu Basudewa. Kakrasana, Narayana, Permuadi.
Haryaprubu. Semar. Gareng. Petruk, and Bagong
The batle of Werkudara agamst soldiers of
Girigathok.

Source: Hangeur and Nurvanto (2008),

Before the 1970s, shadow-puppet shows

were only accompanied by the gamelan in sfen-

dro scale. Along with the development of gamelan music and the shifting of the function
of shadow-puppet as part of ritual ceremonies into performing arts, shadow-puppet per-
formances today are often accompanied by gamelan in pelog scale. When there 18

i transition. either

from siendro 1o pelog or between patets with one another, there is

a melody that allows a pleasant transition to he felt both by the pengrawit (music plavers)

and the listener. This article exp
The transitional melodies are known as thinthingan  and

puppet shows.

lores various transitional melodies found in shadow-

grambyangan.

Thinthingan and  grambyangan are played by the gender. an ensemble of methalophone

gamelan instruments. and

icry of the gender.

N SOme cases 7

hinthingan is sounded by the dalang’s vocal mim-

2 THE SOUND SPACE IN THE SHA DOW-PUPPET SHOW

Prasetya’s research (2012) ascertained t}

tal patet was a sound space. A person who plays gam-

elan can be analogous to being in a sound space. In general, there are three sound spaces,
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namely pater ném room. prdtel sanga room and pates manyira roony. One who originally plays

gamelan in the patet nem room could
room. In order to be able 1o pla

not suddenly play eamelan in the patel sanga or manyura
¥ on different paiets. one must open the door first (Prasetva,

2012). Three pater doors. starting Irom the simplest one are thinthingan, senggrengan and

grambyangan. Prasetya’s research did not exp
hrangan were able to open the door of 1}

Shadow-puppet shows, both in the for
{two to four hours) or solid (less th
vations during shadow-puppet st
be plaved with differe

lam why thinthingan, senggrengan and eram-
W pere! Toont.

m of overnight shows (five to seven hours), concise
an one hour) can be seen as sound spaces. Based on obser-
10ws, the music is continuous. Gamelan music continues o
nt intensities to complement cach other and strengthen the feeling of

shadow-puppet shows. When puppet characters deliver a dialogue or when a puppet master
or dalang gives a narrative. the music sounds with

instruments are plaved. Conversely.
walking. dancing or making war, (I

o

instruments are plaved (see Table 2).

Table 2 shows that durmng
understand this, I observed
Wanengpinta, which was per

Table 2.

Relationship among performance aspects with tl

a low intensity. Only one or several music
when puppets are moved, arranged on the kelir (screen).
e music sounds with high mntensity. Nearly all of the music

1e performance music always accompanies the actions. To
one of the overnight wavang performance plays called Kakrasana
formed by Ki Cerma Suteja. one of the dalangs from Yogyakarta.

1w music 1s plaved.

No  Performance aspect

Music played

Instriment

L. Puppets are in dialogue
2. Puppets are moving {walk, fight)
. Puppets in a certain mood (sad.

Ciriniingan

angry, happyv. ete.)

4. The dulong is giving a narrative

Crrintingan

gender

Gending (gamelan picce)  all gamelan instruments
Sulwkean (mood SOME)

gender. rebab, gambang, seruling,
cempala, keprak, gong
gender, kepralk

Source: Hans

Table 3.

rand MNurvanta, 2018

Sound space in shadow puppet performance.

Patet Jejer/Scene ‘Crendimg {Name of Gamelan plece)
Nem Jejer 1 The beginmg. Mandura Country. Har- Avak-ayak Slendro Patet Nem., Gending Kar-

vaprabu. Path (Prime minister) Saragupita,
Nurayuna meets Prabu Basudewa. Basudewa
would crown Kakrasana to replace him as the
king. but Kakrasana leaves the kingdom with-
out saving @ word.

Kundur Kedhaton: Prabu Basudewa returns
to the palace

Paseban Jawi: Patih Saragupita and Tumeng-
gung meet Harvaprabu.

Budhalan: Harvaprabu and the soldiers Jvin
i a campaign to ind Kakrasana,

Jejer 1o Sabrangan. Girieathok Country.
Bedongbau and Bramangkara meet Patih
Nuagarangsang. They leave for Kavangan

awitan Slendro Patet Nem, Ludrang Krawitan
Slendro Patet Nem. Suluk Lagon Patet Nem
Wetah, Suluk Kawin Girisa Patet Nem. Gri-
mingan Patet Nem, Suluk Ada-ada Patet
Nem Wetah, Grimingan Patet Nem, Plaven
Putet Nem

Ladrang Svi Katon Pater Manvara, Avak-avalk
Lasent Pater Nem

Suluk Ada-ada Patet Nem Jugag. Grimingan
Patet Nem. Playon Patet Nem, Grimingan
Patet Nem, Suluk Ada-ada Patet Nemr Weal
Subuk Ada-ada Kawin Sekar Asmaradana
Patet Muvira, Stlule Kaowin Sekar | anglonr
Pater Sunga. Lancaran Cragak Netra Pater

Seeti e

Plavon Lasem Pater Nem. Suluk Ada-ada
Patet Nem Wetah, Grimmgan Patet Nem.
Plavon Lasem Patet Nem

{ Continued )
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Table 3

CContinned )

Pater

Jejeri/Scene

| P . . . N . .
Gending (Name of Gamelan plece)

Sanga

Manyura

Kandhawaru to propose 1o Gagarmayang
and Parijatha

Midway scene. Patih Nagarangsang are
accompuied by Togog and lﬁhmﬂ

War Scene: Patih Saragupits fights against
Gedonghau, Gedongbau loses, and then he
continues the journey

Jejer M1 Jongringsaloka Heaven: Batara
Guru order Narada, Brama. Indra and Yan-
dipati to send Patily Nagarangsang huck.

Repat Kepanasan Scene. Brama, Indra.
Sambu. and Mahadewa meet Barary Narada
Mudway seene. Patih f\*lu«umwwmw 1S HCCOm-
punied hx Togog and Bilung.

The scene of Brama mecting Putih Nagakilat.
War scene: Brama fights N Nugarangsang.
Brama loses.

Brama meets Narada and reports his loss,

Brama release a foge so that the Nagarangsang
CATIOL SCC,

Narada tells Indra 1o look for a ch wmpion
who can defeat N dgarangsang.

Gara-gara (consists of humor and ITIESSAZes )

Petruk sings a Patet Sanga SOnE.
Serar sings songs of Patet Sunga and Pater
Manvura.

Jejer IV, Pandita: Ringin Gedabya. Margana,
Semar, Gareng, Petruk. and Bagong meet
Begawan Wanengpinta. They are visited by
Indra. Indra asks for help o expel Patih
Nagarangsang,

War scene. Margana fights against Cakil.

War scene. Margarana fights agamst Patih
\wul.uw\mw Patih f\amnummuw 1
thrown away.

Jejer V. Surateleng Heaven. Pertiwi and Setyja
meet Nagaraja. Setija wants 1o meet his father
Nuarayana. Nagaraja summons Naravana and
hands him the Wi Pavakusuma Flower 1o
revive the person who died premuturely,

Jejer VI Girgathok country. Prabu Nagaki-
lat wall follow Patih Nagarangsang who Imd
not gone home.
Kandhawaru scene:
Nugarangsang.

Nagakifal meets

Playon Lasem Patet Nemn, Grimingan Paret
Mem

Playon Lasem Patet Nem. Sulk Ada ada
Parer New, Grimingan Puatet Nem

Lodrang Mega ) Wendhung Pelog Patet Nem.,
Suluk Plencung Jugag Pelog Patet Nem. Ada-
ada Pelog Paret Nem wetal, Grimmgan Pelog
Putet Nem
Playon Lasem Pelog Paret Nem, Grimingan
Pelog Patet Nem
Plavon Lasem Pel clog Patet Nem. Suluk Ady-
ada Pelog Paret Newr, Gr imingan Pelog Patet
Nem
Stiduke Ada-ada Stendra Pater Nem
Plavon Lasem Patet Nem, Grimingan Patet
Nuem
Playon Lasem Patet Nem, Grimingan Patet
Nem
Playon Lasem Patet Nem, Girimingan Patet
Mem
Plavon Lasem Patet Nen

Sulule Lagon Pater Sanga Werah, Uir-ilir song
with Patet Sanga, Suluk Ada-ada Grara-gara,
x*h tk ayak Patet Sanga, Plavon Patet Sanga,
Sampak Patet Sanga. Playon Patet Sanga
Lagu Slendhang Biru Pater Sunga, Plavon
Patet Sanga. Sampak Pater Sunga
Suluk Jingking Wetah Paret &mm Jinemuan
Patet Sangu. Grinifimgan Patet Nanew
Subike Sekar Pucung Pated Manmvura
Ladrang Sri Kaloka Patet Sanga, Suluk
Lagon Patet Sanga Wetah, Grimingan Patet
Sanza. Suluk Ada-ada Patet Sanga

Suluk Ada-ada Pater Sanga. Grimingan Patet
Sanga. Playon Puatet Sunga,
Playon Patet Sanga, (,xmnmgau Patet Sanga

Playon Patet Sanga. Suluk Lagon Patet Sanga
Wetah, tm]mneqn Patet Sanga. Plavon Patet
Sanga. Suluk Lagon Patet Sanga jugag. Gri-
mingan Patet Sanga, Plavon Parer Sanga
Sulrl: Lagon Patet Manvura Wantah, Grimin-
gan Patet Manvura, Sulul Ada-ceda Pelog
Barang.

Playon Pelog Barang. Grimingan Pe log
Barang

39¥
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Table 3. (Continued)

Patet JejeriSeene “Gending (Name of Gamelan piece)
War scene: Na garangsang meets Marganu Playon Pelog Burang. Grimingan Pelog
and they fight. Margana dies from a neck Barang, Suluk Adu-ada Pelog Pater Barang
bate.
Begawan Wanengpinta meditate to bring Plaven Patet Mamvura, Cinimingan Patet

Narayuna. Narayana arrives and revives Mar- Manvura
gana using the Wijnvakusuma flower, Mar-

gana transforms into Permadi,

Begawan Wanengpinta face Nagakilat, Ada-ada Patet Manyura Jugag, Grimingan
Wanengpinta is bitten and turns into Kakra- Patet Manyura. Playon Patet Manyura
suna. Nagakilat is held by Kakasrana using

the power of febur pamor in his hand, The

Nagakilat tongue is pulled into a Nangeala

weapon. Nagarangsang pulls his tongue and

turns into Alueara blade.

Galong — Jejer VIL Kakrasana. Narayana, Permadi, Sulik Gadong Werah, Grimingan Cralony,
Bima. Punakawan meet Narada, Narada Playon Manvura

gives Kakrasana two clephants. Puspadenta
and Yudaketi. 1o accompany him later when
he becomes kinp.

Brubuh war: Bima drive all the guards from Sampak Gulong, Avak-avak Manyura, Gang-
E / J ] j ‘
Chngathok. saran Patet Manvura, Buburan Wasana Patel

Manvura

'talic letters to indicate a patet transition.

This show tells the story about the two sons of the king of Mandura, Narayana and Kakra-
suna. who receive a gift from a god so that later it would be revealed who 1s worthy to become
a king. Narayana managed Lo get the Wijaya Kusuma flower to revive the dead whose time
had not come yet, while Kakrasana obtained Nanggala and Alugara weapons and two ele-
phants, Gajah Puspadenta and Yudakethi. This show asts for 6 hours.

3 TRANSITIONAL MELODY OF MUSIC FOR WA YANG

To facilitate the discussion. the following transitional melodies are included in each puatet
section.

31 Puatet Nem

In the Parer Nem segment. the patet changes oceur six times. namely when the show has
started, the Kundur Kedhaton scene. the Paseban Jawi scene. Jejer 11, Jejer I and the scene
ol Brama meeting with Patih Nagarangsang.

311 The Beginning of the show
When the puppet will begin, a transition takes place between patet sunga and patet nen. In the
transition from pater sanga 1o patet nem. there is a transition melody in the form of grambyan-
gan of patet nem. Before the puppet show begins. gamelan music has been sounded by playing
patalon pieces. Patalon pieces consists of compositions or pieces with pater sanga. namely:
Gambir Sawit, Ladrang Pangkur. Ketawang Langen Gita, Ayak-Ayak Sanga, Playon Sanga.
and Sampak Sanga. The melody of grambyangan Pater Nem is as follows

After the grambyangan. the dalang gives the cues or comand in the form of dhaodhogan {tap-
ping the wooden puppet box with a cempala or a mallet) live times, followed by Avyak-ayak
Patet Nem.
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312 The scene of Kundur Kedhaton

This scene is accompanied by Sri Katon Patet Manyura Ladrang compositions. Thus, in this
section there is a transition from paret nem o patet manvara. The transition melody used is in
the form of Manyura grambyangan as follows.

1216  53.. 61,

- R 321

.561 .111 1

.232 16 53 21 ..
o Toelil T

LL23 . 161

3 mr

Figure 2. Grambyangan of ANy uri.

The above melody is played by gender plavers after the dalang gives a code or sasmita with
the phrase “Katon Tejane” as a sign so that the gamelan players play the Ladrang Srikaton
prece. After plaving the Ladrang Srikaton Patet Muanytra piece. the gamelan players continue
the Ayak-ayak Lasem Patet Nem. Srepeg Lasem Pater Nem. and Plavon Lasem Patet Nem
pieces without the transition melody ol thinthingan or grambrangan. The transition melody
used 15 Avak-ayak with the tone of 2356 Although patet changes occur. this part is not
a problem because the taste between Patet Nem and Manyura is very close.

Ladrang Seikaton Py

Upening: 332 3.32
3653 2121 3565 1112

5653 2121 3565 3212

A1
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Lasem Patgt Nem o 3

Srepeg Lasem Pater Nem

Playon Lasem Patet Nem

[5653 5653 6526 5235
1232 6523
5353 5235 1663 2132

663
2321
2132 6356
3263
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Figure 3. Ludrang sri katon patet manyura,
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Figure 4. Ayak-avak lasem patet nem and srepeg lasem patet nem.

[n the last row of the Ladrang Srikaton piece following the 3563 tone. the tone does not go
to 3212 but to 2356 with a slowmg tempo. Although the gong tone is different in which the

gong of 2(3212) is replaced by the gong of 6 (2356). 1t does not create any problem because
tone 6 is the kempyung of tone 2. Musically, the kempyung tone is close.

313 The scene of pasehan jawi

In this section. there was a change in the pater from pater nem o patet manvura, then pater
semga. Onigmally. the gamelan music pieces played are Playon Lasem Patet Nem - Suluk Ada-
ada Kawin Sekar Asmaradana Patet Manyura - Song of Suluk Ada-ada Sekar Pangkur -
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Lancaran Gagaksetra Patet Sanga. Therefore, the transition is as follows: Playon Lasem -
thinthingan Manyura (gender) — Suluk Ada-ada Sekar Asmaradana — thinthingan Sanga (vocal
dalang) — Lancaran Gagaksetra. The transition from patet manyura o patet sunga 1s done by
the dalang vocally imitating thinthingan with the sounds of the bende. drum and termpet
when there will be a departure of soldiers within songs s in the following:

Mung mung jic Tret trel il et tret el

[ L

2 6 6 2 6 1 5

et ret il et dhang drang durr

3 5 & 2 & 6 2

Mung mung  pir Trettrel frit trel tret trel et et trit tret drane drang durcomung mung  ir
£ [ 5 + B

6 6 2 6 & 2 6 3 5 3 5

6 2 i 6 2 5 5 1

f) SO R— u"""‘-—:ﬁ f— !
Bass Solo ey 'y & & e e
- - -
Mung  mung jir rret it tret tref rret et
- = | ey v “ '"""-«m- [rem—— }
Gender | 31 - B Ea— S ] |
. e
3
o B S— " : }-—4 » : i i -
B. Soln (o B R ! - -4 ! - - e — -
Y. » ' B .
tret  trit tret drang  drang  dur mung mung jir
Sl = T 4
Slent, f
- - - ” a5 H

Figure 3. Vocal dalang as thinthingan.

The song is actually thinthingan as the transition rom patet manvura to paret sanga. The
initial sounds are tones 6 and 2 which are the patet manyura tone areas, while the final
tones 5 and 1 are the patet sanga tone areas. Alter the thinthingan was continued by
a vocal song of the dalang singing Kawin Sekar Pangkur Patet Sanga. it was continued by
the Lancaran Gagak Setra Patet Sanga piece. This music is used to accompany the depart-

ure of soldiers.

304 Jejer 11

This section uses the Playon Lasem Patet Nem picee. although in the previous case, the music
was Lancaran Gagak Setra Patet Sanga. So here a transition occurs and the transition melody

used 1s the grambyangan patet nem.

315 Jejer 1
This section s accompanied by the Ladrang
The previous scene used the Playon Lasem

Mega Mendung Pelog Patet Nem piece.
Slendro Patet Nem piece. Here there is

4 change in the type of gamelan used. namely from the slendro gamelan scale to the
pelog scale. The transition used is the grambyvangan Pelog Patet Nem melody as in the

following:
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Grambyangan Pelog Patet Nem

Pigure 6. Grambyangan pelog patet nem.

After completing the grambyangan. it is followed by gamelan pieces and vocal songs in the
pelog scale until it ends with the scene of Brama meeting Patih Nagarangsang.

316 The scene of Brama mecting Patih Nagurangsang

In this section there is a change in scale. from pelog patet nens (o slendro pattet nem. To begin
this scene there is grambyangan parer nenr. This was done because previously it was gamelan
pieces and vocal songs on pelog scale. The gamelan pieces with patet nem continue until the
scene of Gara-gara which is played on pater sanga.

-

R

Puatet Surrgad

In the patet sanga segments, there are four parer changes: in the scenes of Crara-gara, Petruk
singing, Semar singing and jejer 1V,

320 The Scene of Gara-Gara
The scene of Gara-gara applies the earliest pares sunga. Thus, a process of change from patet
nem becomes pater sanga that occurs in this scene. The patel transition uses patet sangd’s

eraimhyanean as follows.

2165 « 3.2 » 3.5
<165 2212

B3
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Figure 7. Grambyangan sanga.

After the grambyangan. the atmosphere brings a feeling of paret sanga. This taste is
strengthened by the mood song of Suluk Lagon Patet Sanga.
3.2.2 The scene of Petruk Singing
The character of Petruk sings in parer sanea because Petruk is supposed to be sung in the
atmosphere of the pares sanea segment. Since there is dialogue and grimingan (gender sounds
accompanying the dalang as he speaks) beforehand. d uring this performance the dalung did
not hear well enough. Because the dulung lost the atmosphere of the patet. through the charac-
ter of Petruk the dufang sang ma ma ma ji Jijivocals fellowed by gender voices of the S and 1

tone. After this, the dalang then sines the son g of Slendang Biru Slendro Patet Sanga with the
mitial tone of 3.

323 The scene of semar

In this section, there is a transition from patet sanga o pater manyura. The previous
music was Sampak Patet Sanga. When Semar arrived. the gamelan piece stopped
(swuk). When Semar sings, the gamelan musicians make thinthingan by ringing ning
ning ning nong nong nong followed by gender tones 666 222 This thinthingan is able to
urn patet sanga mto patet manvira. After this thinthingan, Semar sings Suluk Sckar

Pucung Patet Manyura.

324 Jejer IV

This section uses the music of the Ladrang Sri Kaloka Patet Sanga piece. Previously. it was
a prece with parer manyvura. Thus. there is a change in pater here. The transition melody used
was grambyangan patet manvira. The Ladrang Sti Kaloka piece 1s followed by vocals and
playing the patet sunga piece and lasts until Jejer VI

33 Paret manyvura
Patet mamyura starts on jejer VI In the parer manyura section there are two transitions. in
Jejer VI and in the scene of the Wanengpinta meditating Lo bring Narayana.

330 Jejer VI

Jejer VI begins with grambvangan maiyvura 1o change the atmosphere from patet sanga (o
patet mamyura. After the grambrangan continues. the delang vocalises a mood song in the
form of Suluk Lagon Patet Manyura Wetah, However. the atmosphere of pater manvura
only lasts for a short time only to open the patet. After that, there is grambyvangan pelog to
prepare the piece with pelog scale. Alter singing the Suluk Lagon mood song, the dulung nar-
rates the next scene. When the dalang narrates the scenc. the gender musicians begin to play
grambyangan pelog barang 1o change the atmosphere to pefog. The following is the gram-
hyangan pelog harane.
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Figure 8. Grambyangan pelog barang.

Alter grambyangan pelog barang. all the mood songs and g;tmw]zm pieces play at pelog
barang, the pelog barang wtmosphere lasted until the scene of Begawan Wanengpinta
medilating.

3.3.2 The seene of begawan wanengpinta mivditating

In this scene. there was a transition from pelog barang o slendro manyvura. This transition was
in the form of grambyangan manyvura. During the fieldwork this atmosphere lasted until the
show was [inished.

4 PATET AS A FORM OF MUSICAL TASTE

Pater 15 a kind of music mode. but it has differen: modes. Lwn patet has a different
musical taste. This musical taste is influenced by the | ntcn als of each patet tone. Puter
nen has a piteh of 6-5-3-2. pater sanga has intervals of 2 - § - 6 - & while pater man-
Vura has mtervals of 3 - 2 -1 - 6. At a glance. pater manyura is a note above pater
sunga. and patet sanga is a two tones above patet nem. However. it is not as simple as
this because the intervals between the tones in the gamelan are not the same. For
example. the gamelan at the Puppetry Department of Indonesia Institute of the Arts.
Yogyakarta has the following intervals:
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lnterval among note nowith note b | (cent)

Note 1T ' ] |

20}

297

Interval
Putet Nem

I Patet

Pate
| Manvura
Source: Prasetyva, 2013

The intervals between the tones in the gamelan will form a different sense of feeling in each
patet. Il the interval is categorised into three, near. medium and far, then it can be categorised
as follows:

223 -

236 -

236 = near
249 = medium
262 = far

Table 5.

Tones 1 patet.

Tone Arca Lmpression

Patet Nem 6332 2230243 238 pear o medium o medium
Patet Sanga 2165 2360 263 223 pear lar o near
Manyura 3216 248 236 263 mwedium near - far

The feeling of parer is characterised by a leap in tone. This also applies to the repository of
pater nem. For example. the piece that is alwavs used 1 shadow-puppet shows in the parer
nent section s the Playon Lasen Pates Nennas follows.

Clprening: kendang:

65 G565

21721 5235 2
1656 2353
4263

.
[
[

Prad

6532

B Ises3 5653 6526 5235
1232 o223
353 5235 1653 2132
5632 3565
2132 6356
1263 6532

3216

11

Closng Csuwnk

BTN
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Mavon Lasen Patet ™em
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Figure 9. Playvon lasent patet nem piece.

5 CONCLUSIONS

There are two transitional melodies when there are changes of parets in shadow-puppet
shows. namely thinthingan and  grambyvangan.  Thinthinean is usually played if there is
a melody that has prepared the transition. Gramhyangan melodies are used when there is
a strong transition that was not preceded by @ strong musical sense. Tor example. a change in
the scale from slendro 1o pelog or vice versa. Likewise. this happens when there is a transition
between paters but with a strong distance. for example. the transition from patet sanga to man-
Yura or vice versa. The transition from parer nem 1o pater manyura or vice versa, can be played
with thinthingan because the taste of melody between patet nem and manyura 1s not too wide.
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