PALASTREN

(4 Jurnal Studi Gender

@ Volume 17, Number 1, 2024. (PP : 45-72)
https://journal.iainkudus.ac.id/index.php/Palastren/index
http://dx.doi.org/10.21043/palastren.v17i1.20194

Slapstick in the Wayang Kulit Arena:
Gender Domination Practices Lead to Symbolic
Violence

Asep Saepudin
Institut Seni Indonesia Yogyakarta
asepisiyogya@gmail.com

Tri Sat Fitriani
Universitas Negeri Surabaya
trisat99@gmail.com

Gandes Pambayun
Institut Seni Indonesia Yogyakarta
gandespambayunss@gmail.com

Abstract

Theproblem of thisresearch stemsfromthe frequentexploitation
of pesinden or sinden (female singers in Javanese shadow puppet
show) by dalang (puppeteer) within the slapsticks during
the limbukan (humorous interlude in the Javanese shadow
puppet show), which causes symbolic violence. Generally,
slapstick is considered commonplace for its entertainment
purpose. In contrast according to the author, slapstick is
not just entertainment since it causes various symbolic
violence practices carried out by the dalang against pesinden.
Therefore, this paper aims to explain various phenomena of
symbolic violence of the dalang against sinden within slapstick
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in the wayang kulit (Javanese shadow puppet) performance.
Qualitative methods with a case study approach are used in this
paper. Data collection is carried out through literature study,
interviews, observations, and documentation both audio and
audio-visual. The results of the study obtained data that there
had been symbolic violence committed by the dalang against
pesinden in slapstick during limbukan scene. The occurrence
of symbolic violence is caused by the dalang having various
capitals in him; economic, relational, cultural, and even
symbolic capital. Dalang, through his various capitals, has the
power to regulate various actions and practices in [imbukan
session through his speech. These words or speech acts can
corner a pesinden so that her position is dominated by the
power of the dalang. Slapstick belongs to the arena of a power
struggle between dalang and pesinden for there is the dominant
and dominated.

Keywords : Slapstick, Gender, Dalang , Sinden, Limbukan.

A. Introduction

Slapstick in wayang kulit (Javanese shadow puppet)
performance is humor performed by sinden (female singers
in Javanese shadow puppet show), dalang (puppeteers), or
humorous guest stars who are presented in the [limbukan
(humorous interlude in the Javanese shadow puppet
show) session. The aim of the slapstick is to entertain the
audience so that the atmosphere of the performance is more
fluid, enthusiastic, not sleepy, and makes the audience laugh.
Slapstick is also used by groups or puppeteers to show their
skills in leading performances so that they continue to exist and
sell well in the entertainment arts market. Slapstick makes the
audience happy, laugh, feel the pleasure of entertainment for a
moment from the stress of daily work in the office, rice fields,
gardens and other jobs. Slapstick is the most awaited moment
in wayang kulit performances as it shifts the function of puppet
show from ritual to entertainment.
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However, based on the author’s observations for nearly
eight years, behind the laughter of the audience during the
slapstick, there is actually an inverse phenomenon when viewed
from the figure of the sinden. Sinden are often cornered by the
dalang in slapstick leaving her helpless and even seem to be
humiliated in their jokes by the puppeteer. Even though the
slapstick makes the audience entertained, it seems that this is
not the case for the pesinden. The sinden is in a weaker position,
helpless, and becomes the object of the dalang’s joke during the
slapstick. In fact, it can happen that the singer is in a humiliated
position in front of the performance audience while the joke is
taking place. There has been symbolic violence carried out by
the dalang against the sinden. Of course, this is very interesting
to ask: Why does symbolic violence occur against the sinden by
the dalang in the slapstick during limbukan? What practices make
symbolic violence possible? Therefore, the aim of this paper is to
analyze why symbolic violence occurs by the dalang against the
sinden and what practices cause this violence to occur.

There has been a lot of papers about slapstick, including:
Prihartanti (2021) has researched the various languages used
in slapstick on Ucup Klaten’s YouTube account. According to
her, the variety of languages used in the Ucup Klaten slapstick
includes Javanese Ngoko-Krama, Javanese Krama-Ngoko,
Javanese-Indonesian, Indonesian-Javanese, Javanese-English,
Javanese-Arabic, Arabic-Javanese,and Javanese-Klaten dialect.
The slapstick text was also researched by Prabowo (2010) with the
object being Basiyo Pak Dengek. The slapstick text by Basiyo Pak
Dengkek contains a subtle appeal to Javanese people to be aware
of shortcomings, arrogance, and greed which are very familiar
to human life. Guntari (2023) also researched slapstick texts
with the object Cak Percil. Guntari concluded that the persona
deixis used in the Cak Percil slapstick is the first person singular
deixis and the second person singular deixis. First person deixis
is singular with the forms aku and kulo (I), while second person
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deixis is singular with the forms sampeyan, kowe, panjenengan,
and awakmu (You). According to him, the use of Javanese ngoko
and krama depends on who the speaker is speaking to.

Still in terms of language, Setyowati (2014) researching
deviations from the Curanmor joke related to the principles of
cooperation and politeness. The results found that there were 40
utterances of violations of the principle of cooperation, as well
as 78 principles of politeness in the Curanmor joke show on Yes
Radio Cilacap. This is because slapstick is used only to create an
impression of humor. Further research by Hidayatulloh (2018)
discusses Gus Dur’s political jokes. According to him, Gusdur’s
political jokes contain an inspiring meaning for everyone
and contain conflict so they often get Gus Dur into political
trouble. Gus Dur’s jokes include political slapstick discourse
that entertains changes towards reform in thawing the situation
towards freedom of opinion and so on.

Based on the review of the literature above, it is recognized
that there has not been a single article that discusses slapstick
in wayang kulit, especially those related to gender and power
relations. Therefore, this research topic is still original, it has
never been carried out by previous researchers. So, this topic is
very important to research and publish.

This research uses a qualitative method with a case
study approach. Case studies are studies of real life cases,
in contemporary contexts or settings (Yin, 2009; Cresswell,
2013). At this stage, researchers try to identify specific cases,
understand specific issues, problems or concerns, have an in-
depth understanding of the case, involve analysis of case units,
and derive meaning from the case. (Cresswell, 2013: 137-138).
Data collection was carried out through observation, interviews,
documents and audio-visuals. Observations by watching shadow
puppet shows in the Baciro area, Panggungharjo Sewon Village
Hall, Prancak Glondong Bangunharjo village, ISI Yogyakarta,
and at Yogyakarta City Hall. Indirect observations were made
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by watching online media, especially YouTube channels such
as: Javaja Channel, Kalungan Wayang channel, Bagong Java
Intertainment, Javacover Official, Sangkanwayang, and others.
Interviews were conducted with pesinden in wayang kulit
performances in Yogyakarta. Data analysis is carried out through
three strategies; preparing and organizing data, reducing data
into themes through coding and summarizing, and presenting
data in the form of charts, tables or discussions (Creswell, John
W., 2013), (Creswell, 2010).

B. Discussion

1. Sinden and Dalang in Yogyakarta

The discussion of the dalang’s slapstick and the sinden in
wayang kulit show cannot be separated from gender issues in it.
Gender deals with psychology and culture (Oakley, 1972: 158-
159). In fact, gender is not innate, but is shaped psychologically
and culturally by humans themselves. Gender is a difference in
behavior thatis constructed through social and cultural processes.
In general, gender is still understood as a system of power that
prioritizes men over women, so that this understanding can be
detrimental to women. Nevertheless, the existence of gender is
still constructed and maintained by both the dominant and the
oppressed, because both contain the values of forming personality
and identity to show masculine and feminine behavior (Davis,
Kathy, Evans, Mary, and Lorber, 2006). The meaning is that
gender deals with masculine and feminine traits in a person.
Masculine in the conventional sense is identified with a male
tigure who is strong in actions and behavior, although in certain
cases this does not apply.

Although gender roles have changed a lot (Uyun, 2002),
However, in practice, “unfairness” in gender and its roles often
occurs which results in negative impacts on women (Fakih,
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2013). Gender inequality cannot be separated from the views of
society which often attaches sex to gender, so that women must
be feminine and men must be masculine (Wahyuni et al., 2022).
This has an impact on gender inequality in various jobs, so that
equality is always a topic of debate (Subagja, 2022). Therefore,
various actions need to be taken to elevate women in realizing
gender equality (Hermawati, 2007). So, a woman must empower
herself so that she is not inferior to men through various creativity
and innovation (Ramonita et al., 2023).

Masculine gender roles are still considered more dominant
(Syaifullah, 2016) in various aspects of life, including slapstick
within wayang kulit show. In this case, the masculine figure of the
puppeteer as a man, is always leading in determining various
behaviors, actions and words presented in the limbukan session.
This gender theory is very relevant for studying slapstick in
wayang kulit in Yogyakarta.

Wayang kulit performances are closely related to the
terms of dalang and sinden. Dalang is the director or the one who
guides the flow of the story or play, while the sinden is the soloist
(usually) the female in the presentation of karawitan (Javanese
musical group). Sinden is a term that refers to the person or main
vocalist in a musical performance, also usually called waranggana,
swarawati, female singer (now male too) (Jazuli, 2009). Sinden is
very closely related to the female gender. Women really need a
role in all aspects, education, social, economic, legal, political, arts
and culture, etc (Wahyudi, 2019), (Huda & Mukti Wibowo, 2018).
Women not only play an active role in domestic matters; taking
care of children, husband, cooking, sweeping, washing and so
on, but also active in the society (Muflihah, 2013). Apart from
being supported by lifestyle needs (Utomo & Pawito, 2017), the
matter is also influenced by society’s demands to provide space
for women to actualize themselves in social life, changing from
the domestic to the public environment (Intan, 2014). Wayang
kulit is one of the spaces given to actualize a woman’s self in the
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society. In this case what is meant is sinden. Sinden is currently
an attraction that can captivate and entertain (Munawir, 2011)
performance lovers, including wayang kulit.

The sinden figure has an important role in wayang kulit. The
sinden essentially has a musical role in the accompaniment of
shadow puppets. The sinden’s job is to accompany the puppetry
scenes through vocals in the musical performances according to
theneeds of the story created by the dalang. The presence of a sinden
is one of the determining factors for success in a performance
(Budiarti, 2013, 148). Through his qualities and professionalism
(such as character, charisma, and attractiveness), a sinden seems
to be the soul who is able to enliven the show (Rosyadi, 2015).
The presence of sinden in musical, dance and shadow puppetry
tends to attract audiences to performances. For this reason, sinden
can become an attraction by becoming a sinden-dancer and being
a sinden-singer (Isneni, Ayu, Widodo, Aan, Meilina, 2014).

As time goes by, wayang kulit experiences changes both
in terms of function, performance regulations, appearance and
accompaniment, which adapt to the conditions of the society.
The function of wayang, which was once a ritual art, has become
an entertainment art (Mulasno, 2013). This has consequences for
additional duties for sinden. Apart from serving the performance
accompaniment, sinden are currently required to take part in
entertaining the audience so that the atmosphere of the nighttime
performance is more cheerful. One of the things sinden must
doe is performing slapstick with the puppeteer in the limbukan
session. The appointed sinden must follow the dalang’s requests.
Sinden is usually asked to sing a song that the dalang wants, while
standing and even dancing. Not only singing, sinden are also
involved in slapstick with dalang using speeches or words, even
using their body gestures.
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2. Slapstick in Wayang Kulit Show

Slapstick is a humorous show in the wayang kulit limbukan
session. The limbukan session is also filled with chats or jokes
between the dalang and the sinden, the dalang and the pengrawit
(musician), sometimes the dalang responses to the audience.
This happens because limbukan does not follow the storyline or
play that is being developed in the wayang kulit play scene, so
its position is free from the story. This session gives freedom
for the dalang and sinden to be creative so that the audience can
be entertained. For this, the dalang is usually willing to invite
a limited number of sinden from outside the group to perform
the slapstick. A sinden, which initially serves to perform song
lyrics or vocals in wayang kulit accompaniment, turned into
an entertainment object which included body shamming and
speech or words performed to the audience.

The dalang’s slapstick with sinden is usually the most
expected by the audiences. The interaction between them occurs
directly with various plays on words or speech acts. This can
also fill each other in on a song, or the dalang asks the sinden to
sing a song. Apart from that, limbukan is also filled with mocking
each other using direct and free language which is sometimes
inappropriate for a young sinden to say things that are considered
disrespectful towards the dalang who tends to be older. However,
that is the fact of the slapstick in the limbukan scene which often
occurs in wayang kulit performances.

In slapstick, sometimes sinden becomes the object of
exploitation by the dalang, in the sense of being the joke of
the dalang which leads to impolite words or even physical
exploitation. A sinden certainly doesn’t stay quiet as she tries
to match the words of the dalang with all her abilities. A sinden
matches with speeches or words, gestures, and other practices.
Of course, for sinden who are the same age as the dalang or has
the same experience and habits, this is not a problem because it
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looks simple. However, what happens mostly is that the sinden
is younger than the dalang, both in terms of experience, serving
time, age, and capital ownership. A young sinden is trying to keep
up with a senior dalang is certainly something that is considered
lacking in ethics or impolite. This is the dilemma of a sinden,
to match the dalang’s words is considered impolite, but if she
doesn’t match, then she will forever be dominated as material for
the dalang’s exploitation.

The interesting thing is, even though there is a dilemma as
explained above, the results of the slapstick can actually increase
market purchasing power because the group is increasingly
selling to customers in providing entertainment for the audience.
The slapstick becomes a means of entertainment and a source
of laughter for the show’s audience and even group members.
They are entertained by dalang and sinden slapstick so that the
audience can be happy again to enjoy wayang kulit shows until
midnight and even early in the morning. Dalang and sinden
slapstick ultimately becomes the main attraction for the success
of wayang kulit performances so that puppeteers do not hesitate
to invite sinden from outside their group to create these jokes.
The slapstick in the limbukan session has become very common,
accustomed, and has become a tradition in every wayang kulit
performance in Yogyakarta. Slapstick eventually became an
inseparable part of wayang kulit performances in every stage.

However, the slapstick is not always smooth because at
certain moments, the sinden becomes the object of exploitation
for various jokes done by the dalang. The dalang exploits sinden
using verbal and nonverbal language. The inability to sing a song,
the use of harsh language, slightly dirty language, exposing a
sinden’s past, even the physical shortcomings of a sinden, usually
often become material for the dalang’s exploitation of sinden or in
general terms, material for creation. The aim is simply to entertain
the audience so they can laugh when the atmosphere is already a
bit sleepy before the midnight performance. It’s just there seems
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to be an imbalance in position between the sinden and the dalang
so that the sinden becomes the object of exploitation. Women
who are identical to the politeness do not deserve to receive or
utter insults and harsh words, even if it is just a joke. Sinden,
who should be a subject or performer of art who is appreciated
and able to give a positive aesthetic expression to the audience,
appears to be “inferior” in front of the performance audience. In
fact, she seems to be suffering, in a helpless position amidst the
laughter of the audience. This of course becomes a question, why
this situation could occur, why there was exploitation of sinden
by the dalang in the limbukan scene.

To uncover this problem, the author uses Bourdieu’s
concept of habits and arena. Bourdieu stated that each individual
will not live alone but needs other people so that relations occur
between the individual and the community outside them in an
arena. The occurrence of relations between subjects in an arena
is essentially a form of struggle to gain domination and power
(Bourdieu, 1993). The interaction that occurs is a relationship of
domination which results in the emergence of a ruling culture
or class that is considered dominant. Ownership of habits and
control of the arena is the key to success in winning a fight.
Victory in an arena is determined by how someone has capital
and what strategy is used to utilize that capital to win the arena.
This capital is of course not only focused on economic ownership
status but also cultural capital. So, economic, cultural, social and
symbolic capital are the keys to a person’s success in winning a
battle (Haryatmoko, 2016). Anyone who has these four capitals,
supported by ownership of habits and control of the arena in
a practice, is the one who has domination and legitimacy of
power. This dominance can sometimes lead to symbolic violence
if it goes too far (Bourdieu, 2010a).

Based on the statement above, the slapstick of dalang with
sinden can be said to be a struggle to fight for the legitimacy of
power in the wayang kulit arena, especially in the limbukan session.
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Both of them want to get perception and appreciation from the
audience of the show. The relationship between the two in the
joke forces them to use their respective capital according to their
habits and arena. Different capital ownership between the two is
a source of exploitation which results in symbolic violence.

3. Slapstick of a Struggle Arena

The arena in wayang kulit show is not just a performance
stage, but a place for agents to gain power (Bourdieu, 2010:
22). The arena is a place for agents to establish relationships
in distributing power through the various capital they own
(Bourdieu, Pierre dan Wacquant, 1992). The arena is a place
of efforts, fighting, and struggle for power among agents with
different habits. Arena as a place of legitimate struggle to gain
power. Arena is also defined as a space formed from dominant
and subdominant relationships, or a space of agent relationship
structures that have different capital. Arena is relatively
autonomous within itself (Swartz, 1997), so it will be revealed
who dominates and who is dominated. Agents use various
capital and strategies to dominate the arena. An arena is a type
of competitive open market, where various types of capital are
used and distributed. Arenas generate hierarchies as a form of
power relations and help structure all other arenas (Ritzer, 2012).

Capital includes a collection of sources of strength
and power for agents to achieve a position (Bourdieu, 1996).
This capital includes economic, cultural, social and symbolic.
Economic capital is an agent’s ownership of flexible means of
production, materials and money. Cultural capital is intellectual
qualifications produced through formal education and family
inheritance. Cultural capital requires a learning process, so it
is not easily given to others. Social capital is the relationship
or network that an individual or group has with other parties
who have power. Symbolic capital, namely all forms of prestige,
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status, authority and legitimacy that accumulate as a form of
symbolic capital (Bourdieu, 1986); (Haryatmoko, 2003).

Ownership of various capital can determine hierarchy in
social reality, even to gain power. Ownership of symbolic capital
is most sought after, because the true struggle in the arena is not
a physical struggle, but a symbolic struggle (Bourdieu, 2010).
Symbolic power is almost like magic, because it has power equal
to economic, power that is linked between those who exert
power and those who submit in the structure of the arena where
beliefs are generated and reproduced (Bourdieu, 1995). The
possession of this symbolic power is referred to by Bourdieu as
“doxa”, which is a set of beliefs that do not need to be reaffirmed
in the form of explicit and self-conscious dogma. “Doksa” takes
the form of symbolic power constructed by the accumulation of
various capital to gain legitimacy. “Doksa” becomes a symbolic
form of power that requires submission without questioning the
legitimacy of those who use it (Grenfell, 2010).

The limbukan session is not actually a place of entertainment
only but an arena of struggle to gain legitimacy for the power
of both the dalang and the sinden (Swartz, 1997). The jokes
between the puppeteer and the sinden is in fact fighting over
their legitimacy to gain perception and appreciation from the
performance audience. They, with their respective capital, try to
maximize their skills and potential to gain this legitimacy. The
jokes in the limbukan session is where they act to support each
other’s abilities, and it could also be the other way around; they
can bring each other down depending on what story is being built
in the joke. This session will reveal who dominates and who is
dominated. This symbolic domination is usually acknowledged
to be known and recognized by both those who dominate and
those who are dominated (Piere Bourdieu, 2010, 2).

Dalang with their power often use sinden as entertainment
material by testing their singing skills. This is a form of test for
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sinden and also a tool for the puppeteer to show his power on
stage. For singers who are ready with their skills, of course this
test is a tool to improve their reputation. Sinden who are able
to sing the songs given by the dalang to the fullest, of course
get appreciation from the audience of the show, either with
applause, admiration, or shouts of praise as part of the sinden fans.
However, the opposite can happen, for singers who are not yet
skilled in their singing skills. This could be a threat/a downfall
to their reputation because they are unable to follow the wishes
of the dalang in voicing the song. As a result, it is common for a
sinden to be humiliated on stage, with a bright red face and even
receive ridicule from the audience and the dalang for not being
able to sing the song as requested by the dalang. This is symbolic
violence carried out by the dalang against sinden because of his
dominance on the stage. This violence is carried out subtly and
considered normal so that it is not felt either by the dalang who
dominates or by the sinden who is dominated (Bourdieu, 2010a);
(Haryatmoko, 2010: 5).

Symbolic violence against sinden is not only in terms of
singing, but physical sinden can also become material for dalang.
A dalang sometimes takes advantage of a singer’s physical
shortcomings to make jokes that even end in insults. Every part
of the sinden’s body becomes the subject of jokes by the dalang
so that at certain times the sinden becomes cornered, silenced,
and speechless. Sinden, in this position, becomes material for the
dalang ‘s exploitation with his various words. In other words, the
sinden’s body is completely “exploited” in a slapstick show with
a dalang to get entertainment and laughs from the audience of
the show. This is of course part of the suffering of a sinden in a
wayang kulit show because she seems powerless to fight or win
the battle for dominance.

Apart from the above, the dalang also sometimes utters
verbal language that is unethical to be heard by both the audience
and the sinden herself, who is essentially a woman. Words that
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are a bit harsh, dirty, are often shown in dalang jokes with sinden.
Of course, this is done so that the stage atmosphere is more fluid
and cheerful, so that the audiences don’t get sleepy. However, the
audience’s laughter turned out to be inflicting sinden’s suffering.
Sinden who experience something like this usually pretend
to be immersed in the situation, as if they are contributing to
the atmosphere to keep the audience entertained. She conceals
feelings of sadness because she felt humiliated in public. She
has received impolite body or verbal language, so that after the
performance a sinden could cry at home because of the treatment
she received on stage (Interview with Kinkin, March 16th, 2019).
Of course, this incident was very worrying because she suffered
for the dalang ‘s power even while the audience laughed.

Based on the description above, the dalang ‘s jokes
with sinden are not only done with verbal words, but also are
carried out using body language as a means of communication
with the audience. The use of body gestures as a language of
communication can be classified into the meaning of body
language, although the meaning can contain abstract meanings,
of course there will be various reasons for interpreting it
(Bimantoro, 2005: 35). The body or verbal language used by the
puppeteer to offend the sinden’s physical appearance certainly
givesrise to a negative interpretation of the sinden. The function of
sinden, which originally had a musical role, has shifted to become
a performance setting in order to achieve audience satisfaction
in watching wayang kulit. Not only that, sinden, who seemed to
be laughing on stage, turned out to be suffering because of the
various words she received on stage. This is a form of symbolic
violence carried out by puppeteers against sinden in the shadow
puppet stage in Yogyakarta.
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Picture 1. Sinden listens to the dalang’s instructions (Photo:
Aris, 2019).

4. Market Orientation as a Shaper of Change

As part of a culture that is easily changed, the existence
of wayang kulit is not only static, but dynamic, continuing to
follow the developments of the times it has passed. Wayang kulit
experience various changes following the times and periods
of their support. The artist’s idealism has finally undergone
changes in various aspects of performance in plays, working
on musicals, and working on wayang, as well as how to work
on the entertainment elements (Saepudin, 2016). These various
changes were made as part of the artist’s strategy to maintain
their existence in the performance market. This change is a
characteristic of a culture that ends with “order”, namely leading
to a process of “new order”. This is also what causes the image of
sinden to be ignored because it becomes entertainment material
in the limbukan scene. This is the position of “new order” which is
a process of change that continues without interruption. Culture
tinally appears “stable” and “strong”, as well as flexible. Sinden
as material for entertainment exploitation becomes legitimate,
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commonplace, normal, no problem, in order to achieve audience
satisfaction in enjoying the show. This is certainly a change and
new order in today’s global market world.

Cultural changes, especially new elements, experience
a process of being accepted and rejected by cultural users.
Acceptance and rejection of new elements will depend on the
point of view from which people will see the new elements.
Today’s free market competition usually has an impact on
changes in various aspects of life, including aspects of shadow
puppet performances. Market demands are one of the factors
causing the phenomenon of the sinden image to change at this
time. Market demands are the basis for the acceptance of sway
in limbukan as a new cultural element. What this means is that
market tastes which are considered as culture are what encourage
a dalang to change pre-existing traditional rules according to
market needs.

However, not all wayang kulit performances experience a
process of exploitation of sinden. Some dalang also place sinden
in musical roles only. This is to make the function of wayang kulit
performances as a guide so that the changes that are currently
occurring, such as singing while standing and assisting seem
to be considered a departure from existing traditions. It’s just
that the intensity is very little because it bears the consequences
of being left behind by the show’s audience because they are
deemed not to follow market tastes.

Nowadays, it cannot be denied that the era has changed
to meet the demands of people’s tastes so that the dalang are
finally willing to change the standards of previous traditions.
The most important thing is that the performance that night was
successful because it was able to fulfill the wishes of the audience
and sponsors (customers). The important thing nowadays is how
strategies are developed so that artists are able to maintain their
existence in front of performance audiences with high selling
points. The demands of market tastes sometimes make artists
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forget that there are ethical and moral principles that must be
upheld in order to maintain the level of artists and performers
themselves (Interview with Titik, March 26th, 2019).

Market orientation means that audiences and artists
only emphasize the function of art as entertainment. In fact,
wayang actually has an educational function or character and
moral development. Performing arts themselves have a role
in conveying cultural values and embodying aesthetic-artistic
norms that develop according to the times, and the region
in which the form of performing arts grows and develops. A
performing art is considered beautiful not only because of its
ability to entertain a large audience, but it should be able to
give a positive impression and message to the audience. It’s
just that all of these moral messages only have a small portion
in today’s wayang kulit shows. This is none other than because
many dalang are more oriented towards market tastes so that the
entertainment element takes priority over the moral message
element. The slapstick in the limbukan scene is one of the results
of works that are oriented towards market tastes with various
consequences, including causing symbolic violence by the dalang
against the sinden.

5. Unbalanced Capital

At first glance, the dalang ‘s slapstick with the sinden in
the limbukan scene is a form of effort to equalize the dalang with
the sinden in today’s era. In this case, the dalang tries to no longer
be the owner of full power but tries to be more fluid with the
actors, including the sinden. However, in fact, the puppeteer’s
slapstick with sinden in the limbukan scene remains an arena for
unequal struggle, giving rise to domination and even ending in
symbolic violence and mental violence. This occurs because of
the imbalance in capital ownership owned by the dalang and the
sinden. A dalang usually has an established habits and arena of
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puppetry, long experience, and may even be inherited, so that he
has a variety of capital at his disposal; economic, cultural, social
and even symbolic capital (Grenfell, 2010). As for sinden, generally
they have quite a lot of cultural capital and the skills they have
only. On the basis of ownership of this capital, it can be seen
that the sinden in wayang kulit actually has a position dominated
by the dalang. The dalang still has the power to determine, use,
invite, dismiss, and even pay the sinden concerned. So, the power
of the dalang is still stronger in this case.

Based on the above explanation, of course the dalang ‘s joke
with the sinden in limbukan is an unequal struggle for legitimacy,
giving rise to the impact of domination and symbolic violence.
However, the sinden is in a powerless position to balance/fight
the power owner in wayang kulit. This is of course very unlikely
to win or even just to keep up. It takes more radical courage for
a sinden if she wants to fight and have the same legitimacy as the
dalang during the slapstick scene in the limbukan scene. In this
case, the sinden must also try to have the same capital or at least
not too far away from the dalang so that she has a position that is
not too different so that the joke performed with the dalang feels
balanced.

In Yogyakarta, the presence of sinden Elisha Orcarus
Allaso (hereinafter referred to as Elisha) (Fitria et al., 2021) who
is famous for her outspokenness has actually made the world of
wayang kulit fresh. Shee is a phenomenal and brave sinden figure
whose innocence matches the dalang ‘s slapstick on stage. Her
presence on stage made the atmosphere fluid, passionate and
cheerful because Elisha’s figure seemed to be trying to match
the chatter, jokes and even ridicule of the dalang. Ownership of
capital is of course what makes Elisha able to balance the power
of the dalang in the limbukan session. Apart from being able
to sing, she is also a dalang as his capital. In fact, the figure of
Elisha is a sinden who received higher education at S1 (under
graduate), S2 (post graduate), and even S3 (doctorate program).
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This is the cultural capital that Elisha has (Haryatmoko, 2016,
45). Of course, this ownership of capital makes Elisha able to
balance and even compete with the dalang as group leader and
even as his joke partner.

Another advantage is that the figure of Elisha is a sinden
who is not a native Javanese but comes from Sulawesi, so her
innocence, outspokenness, and even ignorance of the Javanese
language is very understandable for Javanese people and is a
blessing for her because it is the characteristic of her slapstick.
Even though there are many wrong Javanese words, it turns out
that wayang kulit activists and lovers in Yogyakarta don’t take
issue with it, let alone protest against it. This announcement
turned out to be a blessing for Elisha because in the end she
became a sinden figure who was loved by the audience with his
outspoken jokes in the shadow puppet scene.

Elisha’s situation will of course be a little different from
most other native Javanese sinden who have been using Javanese
language rules for a long time. A sinden who understands
Javanese language rules will be a little awkward to be radical
in countering the puppeteer’s slapstick because she understands
the function of Javanese language rules. This has the effect
of making the joke look undone, a little stiff, and even seems
forced. Sinden is like this because it is burdened by the meaning
of Javanese words or language which are often used in slapstick
performances. In fact, distorting the meaning of words from the
real thing (misheard) is usually the capital of dalang and sinden
for their slapstick scenes in limbukan scenes. This is of course
different from a sinden who has full courage and tries to balance
the babbling and jokes of the dalang. The joke that occurs certainly
looks fluid, not stiff, complements each other and even overrides
or contradicts the words of the dalang even though the language
she uses is harsh language that is inappropriate for a puppeteer
who is older. In this case, the professionalism of a dalang and
sinden in the world of entertainment is very necessary. This is
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a professional demand, a demand for market tastes that cannot
be rejected because it follows public tastes, of course with the
consequence of breaking the norms of existing traditions, both
wayang traditions and Javanese language.

6. Slapstick and the Image of Sinden

As explained above, slapstick in contemporary
wayang kulit performances has become a part of wayang kulit
performances that cannot be changed, let alone eliminated.
Slapstick continues to be created, maintained and reproduced
by dalang to maintain its existence in this global market world.
Even slapstick in limbukan can be said to be an icon in wayang
kulit performances to increase the group’s reputation in meeting
market tastes. It's just that the delivery of slapstick in limbukan
needs good packaging so that it can raise the image of puppeteers
and even sinden in the world of wayang. Wiranata says:

Image can take the form of positive responses in the form
of support, participation, active roles and other positive actions
and negative responses in the form of rejection, hostility, hatred
or other negative forms. The image itself will be attached to each
individual and institution, positive or negative responses depend
on the process of formation and the meaning of the target object
of image formation. Also, everyone has the right to interpret
their personal and institutional image (Wiranata, 2017: 8).

Women play a very important role in building character
and morals in social life, so how can a sinden become an artistic
subject who is able to give a positive aesthetic expression to the
audience. The slapstick that is created should be able to show
the quality of a sinden, not the other way around making sinden
an object of exploitation/entertainment material which in the
end can “degrade” the image of the sinden itself. However, the
concept of Javanese women in terms of image, role and status
has been regulated by culture. Being a Javanese woman means
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being gentle, identical to the Javanese culture which is refined,
quiet and calm, and upholds family values. (Krismawati, 2018,
316).

Image is a belief, idea and impression received by someone
regarding a particular object. Image is something that is abstract
because it is related to beliefs, ideas and impressions obtained
from a particular object, whether perceived directly, through the
five senses or obtaining information from a source. A person’s
image will emerge in accordance with the formation and meaning
of every attitude, body and verbal language that is carried out or
uttered. If it is related to the issue of the puppeteer’s slapstick
using unethical words thrown at him, then there will be an
opinion that the image of the sinden is “degraded” during the
wayang kulit performance.

A sinden should be able to provide a positive image through
the quality of her voice. Sinden’s vocal chants accompanied by
wayang actually convey moral messages both personally and
universally. Sinden should play a role in actualizing oneself
as an artist who provides positive aesthetic expression. As for
a dalang as director in a wayang kulit performance, there needs
to be a balance between ethical responsibility and idealism in
leading the performance. How a dalang needs to maintain the
existence of his art so that it remains impressive in the hearts
of his fans to keep it entertaining but without ignoring existing
ethics and morality. The dalang should consider how to create the
performance, especially in the limbukan scene, by considering
polite body or verbal language so that audience entertainment
can be achieved while maintaining ethics and morality. What
efforts are made to ensure that wayang kulit performances are
not only a spectacle (entertainment) but also a guide (lesson)
(Nurgiyantoro, 2011: 26).

Wayang kulit is one of the performing arts that is rich in
noble values that should be preserved. Wayang has many good
values which are reflected in the characters, the story, the artist,
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and various other supporting elements. How each element of
the story and characterization can be conveyed to the public
by building a positive image of both the dalang and the sinden.
Performance innovation in the limbukan wayang kulit scene is very
important to follow market tastes, but how can this innovation
uphold tradition and maintain the ethical and moral rules that
exist in Javanese tradition in order to build a better national
character? It is necessary to think about how the power and
dominance possessed by the mastermind can operate openly,
fluidly and not give rise to symbolic violence.

C. Conclusion

The symbolic violence perpetrated by puppeteers against
pesinden in wayang kulit is due to several factors, including: dalang
has various capital; economic, relational, cultural and even
symbolic capital; changing the function of wayang kulit from
ritual to entertainment so that it prioritizes market orientation
and unbalanced capital causes sinden to become a subdominant
position controlled by the mastermind. The slapstick ultimately
becomes a means of fighting over the power of the puppeteer as
someone whois masculine against the sinded who plays a feminine
position. The dalang ‘s practice of symbolic violence against the
sinden is generally carried out through speech or words that can
corner the sinden’s position while on the performance stage.

66 PALASTREN, Vol. 17, No. 1, Juni 2024



Slapstick in the Wayang Kulit Arena: Gender Domination Practices .....

REFERENCES

Bimantoro, W. (2005). Semiotika Bahasa Tubuh Sebagai Idiom
Komunikasi Verbal Pada Iklan Sampul Majalah. Jurnal
Dimensi Seni Rupa Dan Desain, 3(1), 35.

Bourdieu, Pierre dan Wacquant, L. J. D. (1992). “The Purpose
of Reflektive Sociology” (The Chicago Workshop),” dalam P.
Bourdieu dan L.].D. Wacquant (ed), An Invitation to Reflektive
Sociology. Chicago: University of Chicago Press, 61-215.

Bourdieu, P. (1986). The Form of Capital dalam ].G. Richardson (ed)
Handbook of Theory and Research for The Sociology of Education
(New York: Greenwood Press (ed.)).

(1993). The Filed of Culture Production. Columbia University
Press.

(1995). Language and Symbolic Power. Cambridge: Polity
Press.

(1996). The Rules of Art. California: Standford University
Press.

. (2010a). Arena Produksi Kultural: Sebuah Kajian
Sosiologi Budaya. In Kreasi Wacana. Yogyakarta: Kreasi

Wacana.

(2010b). Dominasi Maskulin, Terj. Stephanus Aswar
Herwinarko. Yogyakarta: Jalasutra.

(2010c). Pierre Bourdieu: Arena Produksi Kultural Sebuah
Kajian Sosiologi Budaya, Terj. Yudi Santosa. Yogyakarta:
Kreasi Wacana.

Budiarti, M. (2013). Konsep Kepesindenan dan Elemen-Elemen
Dasarnya. Harmonia: Journal of Arts Research and Education,
13(2), 147-156.

Creswell, John W., T. A. L. L. (2013). Penelitian Kualitatif Dan
Desain Riset Memilih Di Antara Lima Pendekatan. Los
Angeles: University of Nebraska, Linciln.

PALASTREN, Vol. 17, No. 1, Juni 2024 67



Asep Saepudin, Tri Sat Fitriani, and Gandes Pambayun

Creswell, J. W. (2010). Research Design: Pendekatan Kualitatif,
Kuantitaif, dan Mixed. Yogyakara: Pustaka Pelajar.

Davis, Kathy, Evans, Mary, and Lorber, J. (2006). Gender and
Women’s Studies. London, Thosand, New Delhi: Safe
Publications.

Fakih, M. (2013). Analisis Gender & Transformasi Sosial. Yogyakara:
Pustaka Pelajar.

Fitria, I. A., Haryono, T., & Yulianto, V. L. (2021). Permainan
Stereotipe Gender : Studi Kasus Performativitas dalam
Pertunjukan Wayang Kulit Ki Seno Nugroho in the

Performance of Ki Seno Nugroho ). Wayang Nusantara,
5(1), 67-81.

Grenfell, M. (2010). Pierre Bourdieu: Key concepts. In Pierre
Bourdieu: Key Concepts. British Library Cataloguing-
in-Publication Data. https:/ /doi.org/10.1017/
UP09781844654031

Guntari, V. (2023). Penggunaan Deiksis Persona Dalam Slapstick
Guyon Maton Cak Percil Pada Channel Youtube.
INNOVATIVE: Journal of Socience Research, 3(2).

Haryatmoko. (2003). Menyingkap Kepalsuan Budaya Penguasa.
Basis, 52(11-12), 4-22.

Haryatmoko. (2010). Dominasi Penuh Muslihat: Akar Kekerasan dan

Diskriminasi. Jakarta: PT. Gramedia Pustaka Utama.

Haryatmoko. (2016). Membongkar Rezim Kepatian: Pemikiran Kritis
Post-Strukturalis. Yogyakarta: Penerbit Kanisius.

Hermawati, T. (2007). Budaya Jawa dan Kesetaraan Gender.
Jurnal Komunikasi Massa, 1(1), 18-24.

Hidayatulloh, N. S. (2018). Slapstick Politik Gus Dur Tahun
1999-2001. AVATRA: Jurnal Pendidikan Sejarah, 6(4), 1-13.

https:/ /ejournal.unesa.ac.id /index.php/avatara/article/
view /25896

Huda, K., & Mukti Wibowo, A. (2018). Peran Perempuan Kapuk
Dalam Perekonomian Suku Samin Tapelan. PALASTREN

68 PALASTREN, Vol. 17, No. 1, Juni 2024



Slapstick in the Wayang Kulit Arena: Gender Domination Practices .....

Jurnal Studi Gender, 11(1), 107. https://doi.org/10.21043/
palastren.v11i1.2589

Intan, S. (2014). Kedudukan Perempuan dalam Domestik dan
Publik Perspektif Gender(Suatu Analisis Berdasarkan
Normatifisme Islam). Jurnal Politik Profetik, 3(1), 1-17.

Isneni, Ayu, Widodo, Aan, Meilina, M. (2014). Pesan Komunikasi
Sinden-Penari dalam Pertunjukan Kliningan Jaipongan (Studi
Kasus pada Pertunjukan Kliningan Jaipongan Sinden-Penari di
Pangkalan 11 Cileungsi). 2-14.

Jazuli, M. (2009). Popularitas Sindhen. Harmonia Journal of Arts
Research and Education.

Krismawati,N.U.(2018).Posisi WanitadalamIdeologiKanuragan.
Palastren, 11(2), 309-326. http:/ /journal.stainkudus.ac.id/
index.php/Palastren/article/view /3896/4129

Muflihah. (2013). Aktualisasi Diri Perempuan Di tengah
kepentingan Domestik Dan Publik. Palastren, Vo0.6(1), 1-22.

Mulasno, T. (2013). Fungsi dan Makna Pertunjukan Wayang di
Krecek. Kétég: Jurnal Pengetahuan, Pemikiran Dan Kajian
Tentang Bunyi, 13(1), 29-50.

Munawir, H. (2011). The Sinden - Cinta dan Airmata Dingklik
Waranggana. PT Gramedia Pustaka Utama.

Nurgiyantoro, B. (2011). Wayang Dan Pengembangan Karakter
Bangsa. Jurnal Pendidikan Karakter, 1(1), 18-34. https:/ /doi.
org/10.21831/jpk.v1il1.1314

Oakley, A. (1972). Sex , Gender and Society. England: Maurice
Temple Smith Ltd.

Prabowo, D. P. (2010). Teks Basiyo Pak Dengkek: Sebuah
Gambaran Keluarga Jawa Di Dalam Slapstick Mataram.
Widyaparwa, 38(2), 167-176.

Prihartanti, A. I. (2021). Ragam Bahasa Percakapan dalam Konten
Slapstick Jowo Akun Youtube Ucup Klaten Episode 1-30
(Kajian Sosiopragmatik) (Vol. 30, Issue 2). Fakultas Bahasa
Universitas Negeri Surabaya.

PALASTREN, Vol. 17, No. 1, Juni 2024 69



Asep Saepudin, Tri Sat Fitriani, and Gandes Pambayun

Ramonita, L., Setiawan, J. H., Sukandar, R., & Aruman, E. (2023).
Pemberdayaan Perempuan dalam Pertunjukan Wayang
Kulit: Upaya Penyetaraan Gender oleh Dalang Perempuan.
Jurnal Komunikasi Pembangunan, 21(01), 45-58. https:/ / doi.
org/10.46937 /21202344712

Ritzer, G. (2012). Teori Sosiologi: Dari Sosiologi Klasik Sampai
Perkembangan Terakhir Postmodern. Yogyakarta: Pustaka
Pelajar.

Rosyadi, R. (2015). Fenomena Penggunaan Magi Pada Kalangan
Sinden Di Kabupaten Subang - Jawa Barat (Studi Tentang
Sistem Religi). Patanjala: Jurnal Penelitian Sejarah Dan
Budaya, 7(1), 147. https://doi.org/10.30959/ patanjala.
v7i1.90

Saepudin, A. (2016). Garap Kendang Jaipong dalam Wayang Kulit
Sanggar Warga Laras Pimpinan Seno Nugroho: Sebuah Proses
Perubahan. Lembaga Penelitian ISI Yogyakarta.

Setyowati, E. (2014). Analisis Penyimpangan Prinsip Kerjasama
dan Prinsip Kesopanan dalam Acara Slapstick Curanmor
di Yes Radio Cilacap. Jurnal Prodi Bahasa Da Sastra Jawa,
4(03), 31-36.

Subagja, Y. H. (2022). Perspektif Kesetaraan Gender pada Tenaga
Kerja Wanita di Kabupaten Bandung Barat. Jurnal Iman
Dan Spiritualitas, 2(4), 513-520. https:/ /doi.org/10.15575/
jis.v2i4.19034

Swartz, D. (1997). Culture and Power: The Sociology of Pierre
Bourdieu. London: The University ofChicago Press.

Syaifullah, J. (2016). Analisis Semiotik Tentang Kekuasaan dan
Maskulinitas Pada Tampilan Website Gudang Garam Pria
Punya Selera. Jurnal Informa Politeknik Indonusa Surakarta,
1(3), 23-36.

Utomo, B. S., & Pawito, P. (2017). Media Sosial dan Gaya Hidup
Wanita Di Indonesia. PALASTREN Jurnal Studi Gender,
10(2), 273. https:/ /doi.org/10.21043 / palastren.v10i2.2652

70 PALASTREN, Vol. 17, No. 1, Juni 2024



Slapstick in the Wayang Kulit Arena: Gender Domination Practices .....

Uyun, Q. (2002). Peran Gender dalam Budaya Jawa. Psikologika :
Jurnal Pemikiran Dan Penelitian Psikologi, 7(13).https:/ /doi.
org/10.20885/ psikologika.vol7.iss13.art3

Wahyudi, V. (2019). Peran Politik Perempuan dalam Persfektif
Gender. Politea : Jurnal Politik Islam, 1(1), 63-83. https://
doi.org/10.20414/ politea.v1il.813

Wahyuni, E. A., Priyatna, A., & Prabasmoro, T. (2022). Konstruksi
Gender dalam Sastra Anak Sunda Nala karya Darpan.
Satwika : Kajian Ilmu Budaya Dan Perubahan Sosial, 6(1), 35-
49. https:/ /doi.org/10.22219/satwika.v6i1.20250

Wiranata, D. A. (2017). Citra Jurnalis Dikalangan Mahasiswa
Tentang Idealisme Jurnalistik Dan Pragmatisme Politik :
Studi  Pada  Mahasiswa  Jurnalistik  Angkatan 2013
Universitas Muhammadiyah Malang. Malang: University of
Muhammadiyah Malang.

PALASTREN, Vol. 17, No. 1, Juni 2024 71



Asep Saepudin, Tri Sat Fitriani, and Gandes Pambayun

72 PALASTREN, Vol. 17, No. 1, Juni 2024



