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	Abstract
This study examines the question of the relationship between locality and globality, which is now seen as increasingly uneven. This research will shed light on these issues in the global network of premodern literature education. One of those legacies in Indonesia is that of Amir Hamzah. This heritage is still today the principal source of work on the Sasak puppetry.  This study will examine the manner in which Sasak's practice relates to the teachings of Amir Hamzah's world literature. The fieldwork was applied to the work on the Brambang Ulung play. This fieldwork combines ethnographic studies, video recordings, literature reviews and interviews. The recorded data was transcribed along with its time using movie avi 15 plus and excel. Field analysis is based on the Bourdieusien model combined with the Richi literature network model. This study found that the practice of teaching world literature in the work on the play Brambang Ulung was performed in an all-nighter performance. These teachings revolve around: monotheism, the story of Amir Hamzah's heroism, the introduction of the Prophet's family, courage to face life's challenges and tawakal. The duration of the performance is 6:56:21 (six hours and fifty-six minutes and twenty-one seconds). This duration is distributed as follows: preparation with duration: 0.27:20 or 6.75%; distribution of gending capital 1.30.47 or 21.80%; and distribution of play modals 4:58:18 or 71.63%. The capital of the piece with a duration of 4:58:18 consists of: the main capital, the intermediate capital and the composition of the brain. Amir Hamzah's Arabic world teachings are in the principal capital. This main capital has a duration of 2:35:51 or 52.26%. The main capital is the Midjavanese. Intermediate capital duration 0:52:40 or 17.66%. This intermediate capital is in mid-Javanese and sasak. The length of the puppet's composition is 1:29:43 or 30.08%. The capital of this puppeteer's composition is in Sasak language. The main character of the play is obtained by the dalang through reading lontar and watching. The capital of the intermediary play and the composition of the puppeteer in Sasak language are obtained from daily experience. This fieldwork shows that the teaching of global Arabic literary values ​​in the work on the Brambang Ulung play is carried out by combining the main modal (Javanese Madya) and the intermediate capital and the modal composition of the Sasak-language dalang. This combined model in working on the play has enabled the Sasak wayang and the teaching of global Arab values ​​it teaches to survive to this day. The actual teaching of Sasak wayang can be found in the local content textbooks of the Sasak language at the secondary level. Sadly, its location is still an attribute. For this reason, it is important that decision-makers, particularly in the education sector, seriously consider this issue. This effort should produce a modern model of local and world mixing which places the local in a worldwide literary network without eliminating local pre-modern forms.
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	Abstrak
Penelitian ini memeriksa isu hubungan lokalitas dan globalitas yang kini dianggap kian timpang. Penelitian ini akan menyoroti isu tersebut pada jaringan pengajaran sastra global pra modern. Salah satu warisan ini di Indonesia adalah kisah Amir Hamzah. Warisan ini saat ini masih menjadi sumber utama garap lakon wayang Sasak. Penelitian ini akan memeriksa bagaimana praktik wayang Sasak hubungannya dengan ajaran sastra global Amir Hamzah berlangsung. Fieldwork diterapkan pada garap lakon Brambang Ulung. Fieldwork ini memadukan kajian etnografi,  rekaman video, kajian pustaka dan wawancara. Data rekaman ditranskripsi beserta durasinya menggunakan movie avi 15 plus dan excel. Analisis kerja lapangan menggunakan model Bourdieusian dipadukan dengan model jaringan Sastra Richi. Penelitian ini menemukan praktik pengajaran nilai-nilai sastra global dalam garap lakon Brambang Ulung dilakukan dalam pergelaran. Nilai-nilai yang diajarkan dalam pergelaran berkisar tentang: tauhid, kisah kepahlawanan Amir Hamzah, pengenalan keluarga Rasulullah, keberanian menghadapi tantangan hidup dan tawakal. Durasi pergelaran berlangsung 6:56:21 (enam jam lima puluh enam menit dan dua puluh satu detik). Durasi ini terdistribusi sebagai berikut: persiapan dengan durasi: 0.27:20 atau 6.75%; distribusi modal gending 1.30.47 atau 21.80%; dan distribusi modal lakon 4:58:18 atau 71.63%.  Modal lakon dengan durasi 4:58:18 terdiri atas: modal utama, modal perantara dan modal karangan dalang. Ajaran global Arab Amir Hamzah terdapat dalam modal utama. Durasi modal utama ini  2:35:51 atau  52.26 %. Modal utama berbahasa Jawa Madya. Durasi modal perantara 0:52:40 atau 17.66%. Modal perantara ini berbahasa Jawa Madya dan bahasa Sasak. Durasi modal karangan dalang 1:29:43 atau 30.08%. Modal karangan dalang ini berbahasa Sasak. Modal lakon utama diperoleh dalang melalui membaca lontar dan menonton. Modal lakon perantara dan modal lakon bahasa Sasak diperoleh dari pengalaman sehari-hari. Fieldwork ini menunjukkan, pengajaran nilai-nilai sastra global Arab dalam garap lakon Brambang Ulung dilakukan dengan memadukan modal utama (bahasa Jawa Madya) dan modal perantara dan modal karangan dalang berbahasa Sasak. Model perpaduan dalam garap lakon ini memungkinkan wayang Sasak dan pengajaran nilai-nilai global Arab yang diajarkannya dapat bertahan hingga saat ini. Pengajaran wayang Sasak saat ini dapat ditemukan pada buku ajar muatan lokal Bahasa Sasak tingkat sekolah menengah atas. Sayangnya, posisinya masih sebagai atribut pengajaran Bahasa Sasak. Untuk itu, penting bagi pemangku kebijakan terutama bidang pendidikan agar lebih serius memeriksa persoalan ini. Upaya ini diharapkan dapat menghasilkan model perpaduan lokal dan global modern yang menempatkan lokal dalam jaringan sastra global tanpa menghilangkan bentuk-bentuk khas lokal pramodern. 
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Introduction
The question of locality and globality seems to have aroused the interest of researchers recently. From a review on the google search engine, various areas of interest, scientific background and viewpoints were found involved in examining this issue. This shows the liveliness of the conversation on this topic. Even so, that does not mean the issue is obsolete. Instead, it shows that the issue, which originally arose around 1942 to the 1960s, is currently in the spotlight. This is due to the fact that the current relationship between locality and globalisation is more and more unequal.
In simple terms, locality can be interpreted as a condition related to a particular place or region, while globality is a global situation. If locality presupposes diversity and dynamics, then globality presupposes the absence of boundaries (uniformity) and tends to be static. A number of discussions in the field of literary education have been carried out, for example: (Sultoni and Hilmi 2015)⁠, offering character strengthening based on local wisdom through literary learning; (Disi and Hartati 2018)⁠, offering the importance of learning language and literature based on local wisdom to face global challenges; (Mukhibat 2015)⁠, re-examines the pesantren culture to see the relationship between locality, modernization and globality. Outside of teaching, there are studies such as: (Damanik 2018)⁠, discussing cultural engineering as an agenda for creativity and an instrument of social dynamics or (Diah and Setyaningrum 2018)⁠, discussing globality as a challenge to the locality of the archipelago.
In general, discussions around this topic always consider between the locality and the globality as a challenge to the dynamics of the locality on the static efforts of uniformity of the globality. This perspective, then puts this issue in the opposite direction. This research offers a perspective that puts both locality and totality into their nature, as a state as it is. To examine this question for what it is, this research will carry out fieldwork on Sasak puppets.
Sasak puppets can be defined from the form and play. As a form, the Sasak puppet grows and develops in the midst of the Sasak community. This also distinguishes it from the puppets in other areas, such as Javanese, Balinese, Sundanese, and Banjar puppets. Although different, the forms of Sasak puppets are not independent. This puppet is identical to the wayang gedog in East Java. These identical forms presuppose a network of Sasak puppets combined with Javanese. In fact, the existence of puppets in the Sasak community has been recognized by scholars as part of the project to spread Islamic teachings by the Wali Songo. This project is believed to have been going on since around the 17th century. 
In terms of plays, the main source of Sasak puppet plays comes from the heroic stories of the Prophet Muhammad's Uncle, Amir Hamzah. Morrisons (1991:26) notes the following.
 “The most extensive body of Javanese texts which have been correct among the Sasak is the Amir Hamzah cycle, a romanticized story of Hamzah ibn Abdul Muttalib, a companion of the prophet, a brave soldier, especially at the battle of Badr in 624 AD, who was killed in the Battle of Uhud in 625AD. In Persia, his story was combined with distant memories and legends of the Arab conquest of the countries of the Middle East from 633 to 640 AD, which is the cycle were attributed to him. 
Looking at the forms and plays of the Sasak puppets, he shows a mix of global literary teaching networks. It lasted for hundreds of years. While the network has existed for a long time, it certainly reflects how local and global field work is practiced. If premoderne locality and globality are linked, then why are modern networks weak? The answer to this question will be researched in the field work of Sasak puppet and the teaching of global literature.
Groenendael noted that to date, research on wayang, especially Javanese puppet has produced more than 1000 research works. Since 1964, Groenendael noted that there has been a shift in the field of study interest in Javanese puppet from which previously tended to examine the field of literature and then developed in other fields, ranging from anthropology, sociology, etc. Recent discussions about puppet in Java, for example: (Jeanette DeBouzek(Jeanette DeBouzek 1986)⁠, Suhardjono, Liliek Adelina, 2016, (Clara van Groenendael 1992)⁠, (Clara van Groenendael, 1987), (Boonstra 2014)⁠, ( Weintraub 2001)⁠. These studies describe the functions of puppet through performance symbols. (Kayam, 2001), discuss the order of puppet. Dalang creations are studied, Peterson. Outside of symbol studies, other models are found in this study. texts, for example: (Subandi 2005)⁠⁠, (Sudarsono 2012)⁠⁠ and (Nugroho, Sunardi, and Murtana 2018)⁠⁠⁠, (Nugroho, 2016)⁠, compose work on pakeliran. 
Discussions about puppet outside Java even though (Boonstra, 2014) in his research on Sundanese puppet. The limited discussions of puppet outside Java seem to be identical to that of Javanese puppet. Discussions about puppets in Bali, performed by (Seda na 2002)⁠, (Sedana 2005)⁠. He discussed puppet and the order of the cosmos. Discussion about Banjar puppets, for example (Kartomi 2010)⁠.
The studies of the Sasak puppet have attracted the interest of a number of researchers since the colonial era. These studies are summarized by Marrisons (9-13: 1999), as follows: conservation, FA Liefrinck (1853-1927), LC. Heyting (1928 and 1965); cataloging, Poerbatjaraka (1940, 1950); discussion of the story of Amir Hamzah, Th.G. Pigeaud (1967). Marrisons himself discusses the relationship between Sasak and Javanese literature, Morrisons (1999). In addition, the relationships of puppet Sasak and Karangasem, Hinzler, (1981); modern and traditional contestation, (Harnish 2003)⁠; and the study of puppet figures, (Qodri 2018)⁠.
Discussions about puppet, both in Java and outside Java, including the Sasak puppet, show a number of tendencies as follows: first, there is a shift in the field of literary studies from the analysis; second, the direction of recent studies is to see puppet as a symbol that is interpreted by researchers; third, the text analysis model that was carried out removed the puppet analysis from the context of the performance.
This research is literary research. To be able to apply literary analysis to puppet with on the one hand as an analysis of symbols that are interpreted as well as text, this research will place puppet in fieldwork. Fieldwork, will examine the field practice of working on the Brambang Ulung play. The determination to work on this piece is because it is classified as on demand. Between July 2018 and July 2021 this part has been ordered 3 times. Between performances with the same part, the work practices on the part recorded on September 22, 2018 were used as field work. The performance on this date took place as part of a marriage ceremony in the region of Penenteng Aik, Bonjeruk, Lombok Central, Nusa Tenggara West. With fieldwork, this research should reveal how the practice of Sasak puppet and the teaching of world literature takes place. 
The research combines ethnographic research, documentary analysis and interviews. The ethnographical model used for this research is direct involvement. The scientist was present and recorded the work of the room Brambang Ulung. The data recorded by the researchers were transcribed by combining the avi 15 film editor plus the software and Excel. The entire structure of the performance work on the play and its duration is recorded, starting from the preparation, the compositions of the song, and the capital of working on the play. The accounts are then grouped together according to preparation, gending capital, and play capital. The results of this aggregation of accounts are then presented in tabular form. The next data analysis is symbol analysis. In this section, interview data and literature reviews are used to dialogue with the transcripts. This account presentation is in a narrative format. The accounts analysis was carried out with a modified Bourdieusian fieldwork study combined with Richi's literary network. This type of study design is called the sociology of genetic literature.
Methodology
 This fieldwork analysis modifies the Bourdieusian fieldwork model with the Richi literary network model. Bourdieusian model studies in education, for example: (Mills 2008)⁠, try to trace the transformative potential of Bourdieu's theoretical constructs; (Kyle Rudick et al. 2019)⁠, offers a model of communication and instruction approach to realize cultural and social capital at the tertiary level; (Pham and Tran 2015)⁠, conducted an intercultural case study of International students in Australia.
Bourdieusian model literature field studies that have been carried out for example: (Speller 2012)⁠⁠, (Lane 2012)⁠⁠, (Atkinson 2016)⁠, (Eastwood 2019)⁠ These studies discuss starting from reflexivity, repression and history taking, structure and taste, direction of literary studies, etc. A number of subtle criticisms in the field trajectory of Bourdieu's theory can be followed, for example: (Purhonen 2016)⁠, (Archer 2010)⁠, (Pop 2011)⁠, (Rogers and Swartz 1999)⁠, (Schlerka 2019)⁠,⁠ (King 2016)⁠ . Stronger critics refer to Borudieu's theory as: dominant ideology (Susen 2016)⁠, pre-carity (Masquelier 2019)⁠, inequality and domination (Sayer 2011)⁠, symbolic violence (Atkinson and Deeming 2015)⁠, omnivore flavor (Lizardo and Skiles 2012)⁠, etc. 
A number of genetic improvements are offered by scientists such as Eastwood in literature or Gorski (Sapiro 2013)⁠ in history. Indonesian scientists such as: Pramono (2018) suggest examining the genetics of literary habitus in France and in Indonesia. These models also seem to be demonstrated in Adila's (2015) dissertation. (Munandar 2011)⁠⁠⁠, in his dissertation offers improvement by placing belief model in the analysis of political parties. Apart from that, this research tries to combine the power relational model of Bourdieu with the literary network developed by Richi. 
Richi offers the concept of literary networks to explain the relationship between locality and globality. This conceptual change will transform the relational perspective of power into a literary network in the field analysis of the Bourdieusien model. This change places the structure no longer as a production network but as a literary network featuring domains. What Bourdieu defines as a field of power and a field of struggle will become equality and mutual cooperation.. Habitus who originally traced structural genetics will become devices of cultural genetic follow-up. The next capital is assessed not based on the stakes and accumulation, but based on the contribution and sustainability of the field. Practice is thus seen not in the relations of production of material capital but in its natural relations, namely, aesthetic production. With field modifications like this, it is hoped that it will answer how the fieldwork of the Sasak Wayang and the teaching of global literature takes place. The answer to this question is expected to explain how premodern locality and globality are intertwined and why modern locality and globality are unequal.   
Results and Discussion
Summary of the Brambang Ulung Puppet Play 
The Sasak puppet performance of the Brambang Ulung, narrates the attack on the kingdom of Brambang Ulung led by King Barongasti against the kingdom of Mecca led by King Jayengrana. This was King Barongasti's revenge for the death of his daughter, Ni Diyah Rangdirah. Ni Diyah Rangdirah was killed by Alam Daur, one of the members of baris pengarse (a high-ranking officer of the Kingdom of Mecca). 
Alarm Daur is acting because Ni Diyah Rangdirah tried to kidnap Raden Manusantun, one of Jayengrana's sons. Ni Diyah Rangdirah's attempt happened because Raden Manusantun rejected her love. The refusal occurred because Ni Diyah Rangdirah was known to have heretical knowledge. This is based on Abraham's religious beliefs held by Raden Manusantun. Because she refused, Ni Diyah Rangdirah then tried to kidnap Raden Manusantun. Unfortunately the action is known to Alam Daur. Ni Diyah Rangdirah tried to force her, unfortunately she died in a fierce battle with Alam Daur.
The death of Ni Diyah Rangdirah was not accepted by King Barongasti. He then avenged the death. His entire army was deployed to Mecca. Arriving at the outskirts of the City, He sent messengers to capture the Cycle Realm. The king of Mecca, Jayengrana, protects Alam Daur. As a result, King Barongasti then attacked Mecca. 
The powerful attack defeated all rows of pengarse (high officers of the Kingdom of Mecca), namely: Umar Maya, Maktal, Darundia, Taptanus and Saptanus, Alam Daur, Umar Madi. They weren't all killed on the spot, but were blown away somewhere. This is due to the supernatural powers of Patih Lumbe Laut and Lumbe Geni, namely the pinte suce and the powerful storm. 
Knowing this condition, Ni Diyah Marpinjun, who was pregnant, met Jayengrana, her husband. He asks for permission to face Lumbe Laut and Lumbe Geni. The request was rejected. Jayengrana instead asked his father, King Abdul Muttalib and his uncle Abbas to evacuate to secure Ni Diyah Marpinjun. They could not refuse Jayengrana's request. They were forced to leave Mecca, which was being attacked by King Barongasti's troops. 
Jayengrana then took to the battlefield. He was also powerless against the magic of the twin knights from Brambang Ulung. Jayengrana was arrested, then thrown in a fused well (poisonous well). The next Meccan warrior, Raden Kelan Swara, took to the battlefield. In the Sasak wayang he is sometimes called Raden Kelan Jali, Repatmaja or Banjaran Sari. A great battle took place between Raden Kelan Swara against Lumbe Laut and Lumbe Geni. When the warrior Brambang Ulung used his superiority, Raden Kelan Swara faced it by exerting all his glory. Complete darkness surrounds the world. The universe is dark for a moment. To present this scary atmosphere, the dalang is assisted by two assistants on the left and right to close the blencong lamp (Sasak puppet lamp). 
In the midst of the thick atmosphere that occurred, suddenly the Angel Gabriel came. He grabbed Raden Kelan Swara. He then hid it inside the Kaaba. Before leaving Raden Kelan Swara, Angel Jibril ordered him to stay in that place until someone shouted loudly. The cry was a sign for him to come out from inside the Kaaba to help save the Kingdom of Mecca. 
Only Raden Manusantun remains as a marker of the existence of the kingdom of Mecca. The condition of the Kingdom of Mecca was almost subdued. Residents are worried about this condition. When conditions became increasingly critical, Raden Citra Sulaiman appeared. He was the son of Jayengrana from Ni Diyah Marpinjun who had fled. Now Raden Citera Sulaiman has grown up.
The arrival of Raden Citera Sulaiman to save Mecca was the order of Prophet Solomon. It is said that when he was born, Raden Citera Sulaiman was abandoned by Ni Diyah Marpinjun. It was an order from the Angel Gabriel. Previously, Angel Gabriel had also ordered King Abdul Muttalib and Raden Abbas to leave Ni Diyah Marpinjun. So since birth, Raden Citera Sulaiman has been alone. 
Raden Citra Sulaiman is said to have grown and grown up on his own. When he began to realize the situation, he began to question himself, what and who is he? Jinn, human or what? In search of answers, he then wanders, without direction.
On the way, Raden Citera Sulaiman met two people. They were both chasing the eagle. The bird apparently carried the body of its mother, who they did not know the name of. The bird is now heading for a hill. Raden Citera Sulaiman joined the two men. He followed the bodies of the two people's mother up the hill. 
When he reached the top of the hill, it was already evening. They then decided to rest there. That place is a graveyard. They slept together near the grave. As the night wore on, suddenly a storm came. Earth shakes. Lightning strikes. Nature seems to collapse. The grave near them then split open. From the grave came a creature. Those who don't know about: their origins, are nameless, don't know about themselves, jinn, humans or other creatures, are ready to accept anything without fear of anything, want nothing and don't know anything and from anywhere, because they are not clear about anything.  
The sky cleared, the storm subsided and the earth slowly regained its composure. The figure is complete. He was just like the three of them. The figure introduced himself as Prophet Sulaiman. Prophet Sulaiman said, "Look at you three. This is Raden Citera Sulaiman. You are Jayengrana's son. Your mother's name is Ni Diyah Marpinjun. The two of you, each named Khalid and Ibnu Walid. You are the sons of Raden Wal Jamaah and Ni Diyah Ahlussunnah Sari. Your father is an officer from Jayengrana.” 
Having given the identity of the three, the prophet Sulaiman ordered them to go to the Nile. They're going to bring weapons. The tree grows through the river. After that, they had been waited on across the river by a dragon. The dragon will take them to Mecca. Their job is to save Mecca which is in danger. After completing his messages, Prophet Sulaiman disappeared from the sight of the three.    
 Arriving in Mecca, Raden Citra Sulaiman with Halid and Ibn Walid went straight to the battlefield. They are able to match the supernatural powers of Lumbe Laut and Lumbe Geni.Lumbe Laut and Lumbe Geni did not work to conquer the magic of Raden Citra Sulaiman. Realizing that they lost their magic, Lumbe Laut and Lumbe Geni reported the incident to King Barongasti. 
Having received reports from Lumbe Laut and Lumbe Geni, King Barongasti then ordered to make a deep trap hole. After the trap hole was completed, Lumbe Laut and Lumbe Geni challenged Raden Citera Sulaiman. Together with Khalid and Ibn Walid, they met the challenge. Unbeknownst to them, they were caught in a trap hole. Once they fell, the entire Brambang Ulung army came out of hiding to cover the trap with stones and wood. Before long, the trap had leveled to the ground. At that time, Raden Citera Sulaiman then shouted very loudly. All the stones and wood that covered the trap hole scattered and bounced out. 
Raden Kelan Swara who was still at the Kaaba then listened to the screams. According to the message of the Angel Gabriel, He then came out of the Kaaba towards the battlefield. Raden Citera Sulaiman, Khalid and Ibn Walid have come out of the trap. While Citra Sulaiman and Khalid Ibn Walid fought against Lumbe Laut and Lumbe Geni, Raden Kelan Swara went to save Jayengrana. Jayengrana managed to survive the fused well (poisonous well) thanks to the kemanden, a magic scarf. The shawl was obtained by Jayengrana when he was in the Land of Jin named Ajrak. After being rescued by Raden Kelan Swara, they then rushed to the battlefield. Once on the field, Jayengrana then fought to conquer King Barongasti. 
The structure of the Brambang Ulung Puppet Sasak Performance 
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Figure 1. Graph of the Structure of the Brambang Ulung 
The Brambang Ulung play performance in this study took place from 22 September 2018 to 23 September 2018. The performance begins at 21.000.00 (twenty-one) and ends the next day at 4.56.21 (four hours, fifty-six minutes and twenty-one seconds). This all-night model of performances used to be common in several areas in Indonesia, such as in Java, Bali, Banjar, and various regions in Indonesia, including the Sasak community in Lombok.
Puppet performances in the tradition of the Sasak people generally take place in live ceremonies. Among the ceremonies of life are wedding celebrations, circumcision and paying vows. However, there is a number of data on working on wayang plays that took place in the context of the election campaign, celebrating the victory of the village head election, opening tourist sites, etc. Working on the Brambang Ulung play that night took place at the wedding celebration.
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Figure 2. Dalang performing the work on the play 
Capital Modal’s 
Referring to graph 1, the structure of the Brambang Ulung play that night consisted of the following elements including: preparation, gending and working on the play. The duration of the preparation for the performance was 0:27:20 (twenty-seven minutes and twenty seconds), equivalent to 6.56% of the overall percentage of the duration of the show. Gending spends a duration of 1.30.47 (one hour thirty minutes and forty-seven seconds) or equivalent to 21.80% of the entire duration of the performance. The most duration spent on the play was 4.58.18 (four hours and fifty-eight minutes and eighteen seconds) or equivalent to 71.63% of the total duration of the performance. 
Analysis of the structure data for working on the play shows that the percentage of the duration of the preparation elements is 6.56% of the overall duration of the performance structure. The percentage of the duration of the musical elements is higher, which is 21.80% of the overall duration of the performance structure. The highest percentage of the duration of the overall performance structure is spent on play elements, which is 71.63%. 
Main Capital, Intermediary VS Play by the Dalang
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Figure 3. Graph of capital in the field
Referring to figure 3, data on duration and percentage of play capital are as follows. The main capital spends a duration of 2:35:51 (two hours and thirty-five minutes and fifty-one seconds), equivalent to 52.26%. The brokerage capital spends a duration of 0.52.40 (fifty-two minutes and forty seconds), equivalent to 17.66%. The modal composition of the dalang, which is equivalent to the carangan play in the Javanese wayang tradition, lasts 1.29.43 (one hour twenty-nine minutes and forty-three seconds), equivalent to 30.08%.   
Analysis on these capitals shows, the percentage of the duration of the main capital is 52.26%. The percentage of brokerage capital duration is 17.66%. Meanwhile, the duration of the mastermind's composition is 30.08%. Analysis of this data shows that the main capital sourced from the Serat Menak Book or lontar is central while the intermediary capital and essay capital are peripheral. However, if the duration of the intermediary capital and the authorship capital is combined, the combined duration of these two modalities reaches around 47%. This duration is almost close to the duration of the main capital, which is 52.26%. 
The data shows that working on the Sasak puppet play conveys the main capital with the original language combined with the context of the audience. If Petersen divides the working capital of the performance play into the main play and the essay, the analysis of the Sasak puppet play actually consists of three modalities. The three modalities of the play in the Sasak puppet show are: the main capital, the intermediary capital and the puppeteer's composition. 
The main capital in working on the Brambang Ulung play involves the dialogue of the central characters in the right and left puppets. Right wayang figures in working on this play include: King Sepuh Abdul Muttalib, King Jayengrana, Misan Raja Jayengrana, namely Raden Abbas. Jayengrana's children involved in this play: Raden Kelan Swara/Repatmaja/Banjaran Sari, Raden Manusantun, Raden Citera Sulaiman. Row of Archers (High Officers): Umar Maya, Maktal, Darundia, Taptanus & Saptanus, Alam Daur/Serandil, Umar Madi. In addition, figures such as Archangel Jibril, Ahlussunnah Sari, Wal Jamaah etc. The central figures of wayang left are for example: King Barongasti, Patih Lumbe Laut and Patih Lumbe Geni. This main capital contains a serious play without humor. According to Dalang Muhammad, the language used in the main modal is Kawi. According to Danurusamsi, the language used in wayang is similar to the language in the lontar and the Serat Menak Book, namely Kawi / Middle Javanese. The main function of the Sasak puppet show is to tell orally the wayang stories sourced from the Serat Menak/lontar book by means of a puppeteer monologue. This is then assisted by certain expressions of wayang kulit characters. 
In working on the Brambang Ulung play, the main capital was for example: when Jayengrana had a meeting at the paseban in Mecca. He and his subordinates were discussing the attack of the Brambang Ulung troops. In addition to this main model, when King Barongasti held a meeting in Brambang Ulung to attack Mecca. Another example, when Diyah Marpinjun, Prabu Abdul Muttalib and Raden Abbas were in the middle of the forest to evacuate. Just as when Prabu Abdul Muttalib was visited by the Angel Gabriel to be ordered to leave Dyah Munigarim alone; etc. The main modal model in the conversation between Jayengrana and Ni Diyah Marpinjun is as follows.
Jayengrana : Lah iye, Yayi Marpinjun sire, edene pun ape sire marmene mengarse wantening ajengan ire sun iki.
Ni Diyah Marpinjun : singgih Dewe Tuan Jayengrana raga ingandike. Hambe hangrungu aturin cake ingandike, wadue balanire akeh tan pade kandap wantening medan. Rasa-rasane abot sangganing yude nire iki wong Negare Brambang Ulung, nanging aje/aye kirang prayatne Dewe. Menawe kandap raga ingandike wantening rane paberatan iki/iga wah, aje raga ingandike lali wantening Sang Hyang Wiwakasan.
Jayengrana : Lah iye yen mangkane. Yayi Marpinjun sire.
Ni Diyah Marpinjun : Singgih, yen sengkale raga ingandike, iki wetengan ire  hambe dahat abot mingkini, agung wetengan ire hambe, iki hampir-hampir lahir putre nire raga ingandike.
Jayengrana : Lah iye yen mangkane, pade aje ne lali wantening Sang Hyang Wiwakasan. Nyerah jiwe rage wantening Widi sire Yayi Marpinjun.
Translation
Jayengrana : O my wife Marpinjun, what are you doing here?
Ni Diyah Marpinjun: I'm sorry Padukan Jayengrana, I heard that many armies were defeated on the battlefield. I feel like I want to take up arms against the people of Brambang Ulung, but please be patient. Even if you lose on the battlefield, don't make your majesty forget Sang Hyang Wiwakasan.
Jayengrana: that's how it is, Dinda Marpinjun.
Marpinjun: Forgive me, if anything happens to you, my stomach is heavy now. My servant's stomach is already big, it seems like your majesty's son will be born soon.
Jayengrana: is that so, let's not forget Sang Hyang Wiwakasan. We surrender our soul and body to Widi Dinda Marpinjun.
Intermediary capital is play capital that is still tied to the main capital. The languages ​​used are Middle Javanese and Sasak languages. The characters in the intermediary capital are peripheral figures. The peripheral characters in the Brambang Ulung play are as follows. In the right puppets: Mamiq, Cingang, Amaq Kerenjek, Dolah, etc. The peripheral characters of the left puppet are Amaq Ibu and Blouse. The dialogue model in the intermediary modality is that the central characters speak in Middle Javanese while the peripheral characters answer in Sasak. The function of the intermediate modal is to convey the content of the main modal in the Sasak language without destroying the flow of the play. An example of intermediary capital in working on the Brambang Ulung play, for example: when Mamiq reported about the arrival of Brambang Ulung troops. This round takes place at minute 74:00-79:00
Mamiq : Nurgee Raje Maktal.
Maktal : Ane paran panakawan marmene megap-megap pelayu nire saking jawi kute Negara Harab. Ane paran de  nagi tutur akne suniki tesare kangkadiye ngape?
Mamiq : Meraan, gawek sak bampes-ampes  jak parek jok pelungguh de kaji Raje Maktal, sengak kaji, wah kaji cobak dadar ruen siatn dengan Brambang Ulung malik neturuk juk Dese Mekah. Eeeh ruen elokan, barisn Raje Barongasti, marak ruen edokan teres ekek ruen. Mate satak sik kaji, malik dateng samas. Kalah samas, due amas malik 
Maktal : Wadue balane Raja Barongasti malik angepang Negare Harab.
Mamiq : Meran sendiken de kaji  
Maktal : Lha ki iyen mangkane den agi mundur sire panakawan. Sun lembar akne sahidaning wadue balane kara gusti, mangdane agih cendek punayude.
Mamiq : Meran sendiken de kaji.    
Iranslation
Mamiq's: I’m Sorry your Highness Maktal.
Maktal: What's wrong, friend, until you run panting into this Arab Kingdom, is there anything you need to report, tell me immediately, what's wrong?
Mamiq: I'm sorry Your Highness, I'm running on horseback to meet His Majesty Raja Maktal, because I, I have fought with Brambang Ulung's forces, they have followed here to the City of Mecca, what a line, winding Barongasti's forces, like a line of ants. One hundred I killed, two hundred that came, two hundred I killed, four hundred that came.
Maktal: the Barongasti army is back to besiege Mecca?
Mamiq : It is true what you
said Maktal : well then, go now. The wrestling team must be prepared immediately, get the weapons ready immediately...,
Plays by puppeteers are plays that take a small part of the puppetry plot but contain mostly puppeteers. The characters who dialogue in this play are peripheral characters. The language used in this play is the Sasak language. This play tends to be connected to the social context where the play takes place. The social context can be in the form of criticism of religious behavior etc. This capital model is in the following role. 
Cingang : Hangkak iye, yet pade hati-hati ntan. Serah dik lek Allah Taale. Dakakn kuat dengan Brambang Ulung, laguk lamunt telindungi sik Deside Allah Taale, tetepyak menang Miq. 
Mamiq : Lamunt telindungi?
Cingang : Aok.
Mamiq : Lamun ndek?
Cingang : Nendekt berniat ndek ntan dengan. Menang nu.
Mamiq : Uli aok, menang bae jak angent laguk lamunt talo yakmngembe.


Translation
Cingang : Therefore, we must be careful. Surrender only to Allah. Even though the Brambang Ulung troops are strong, if we are protected by Allah Taala, we will win Miq.
Mamiq : If protected?
Cingang : Yes
Mamiq : If not?
Cingang: don't mean to be unprotected. Win it.
Mamiq : Well, yes, our intention is to win, if we lose. how?
The Practice of Sasak Puppets in Teaching Global Literary Values 
​​Field analysis shows that the Sasak puppets and the teaching of world literature are combined in working on the play. His practice in working on the Brambang Ulung play shows that this combination is so complete. It is difficult to imagine being able to break down the elements that make up this collective literary work down to the smallest elements. Difficulties occur if modern technology is not as sophisticated as it is today. Audio readers and even video compact discs are not necessarily able to parse the smallest elements that make up the structure of this wayang. Yet that is where the genetic fusion of local and global collective works is stored.
Combining traditional local field data with sophisticated global technology, data analysis shows the following. Teaching world literature about Amir Hamzah is the main capital for working on the Sasak puppet play. The language used in this main modal is Middle Javanese. The duration of this main capital is 52.26%. Foreign messages on the main capital are then delivered with an intermediary capital of 17.66%. Intermediary modal combines Middle Javanese and Sasak language. In this intermediary modality, the central character has a dialogue in Middle Javanese and then the peripheral characters answer in the Sasak language. It is not enough with the intermediary capital, these messages will be discussed again with the capital of the puppeteer. The capital of this puppeteer's writing is in Sasak language. In working on the Brambang Ulung play, the duration of the composition of the Sasak-speaking dalang is 30.08%. 
This practice shows the global network strategies of wayang stories growing and developing in the local Sasak community. Unfortunately, what applies in teaching literature to the Sasak community shows that teaching local literature is complementary. This can be seen in local content teaching materials (Tim Penyusun, 2018).⁠ In the textbook, the teaching of various local cultural features including the Sasak puppets is only in the form of definitions and pictures. Even though this puppet is not an image and a definition. He is still in the midst of society. 
Conclusion 
Modification of the Bourdieusian field model with Richi's relational literature resulted in the following analysis. The practice of the Sasak puppet field with the Brambang Ulung play begins at 21.00 (twenty one) and ends the next day at 04.56.21 (four fifty-six minutes and twenty-one seconds). The overall duration of working on the play lasted for 6:56:21 (six hours and fifty-six minutes and twenty-one seconds). The duration is divided into the following field structure: preparation with duration: 0.27:20 or 6.75%; Gending capital 1.30.47 or 21.80%; and working capital 4:58:18 or 71.63%. 
The teaching of world literature on the Sasak wayang delivered in the field includes: monotheism, the heroic story of Amir Hamzah, introduction to the family of the Prophet, courage to face life's challenges and tawakkal. Teaching literature is the main capital working on the play. This is shown in the following analysis. The duration of the play is 4:58:18. The duration is divided into: main capital, intermediary capital and puppeteer capital. The analysis found: the main modal language is Middle Javanese with a duration of 2:35:51 or 52.26%; intermediate capital in Middle Javanese and Sasak languages ​​with a duration of 0:52:40 or 17.66%; capital of a Sasak puppeteer with a duration of 1:29:43 or 30.08%. The analysis shows that although teaching world literature is the main capital reaching 52.26%, in the presentation this main capital is combined with intermediary capital and the capital of the puppeteer.
This combination is carried out using the main capital, intermediary capital and the mastermind's composition. The main capital is conveying world stories about Amir Hamzah using Middle Javanese language. The intermediary modal translates the external context (the main play modal) into an understandable Sasak language. The capital of the play by the Sasak-language dalang then combines the play in the social context of the Sasak people. If the main capital contains complex lines of power politics, then the intermediary capital translates it into cerake (punakawan) languages ​​in the Sasak language. The modal composition of the Sasak-language dalang then combines it with everyday contexts in a cheerful and joking manner. If the main capital contains literary values ​​targeting the audience's inner space, then the intermediary capital and the capital of the Sasak language essay will explain to the consciousness of the local community. This data analysis explains the ways in which locality and globality are harmoniously connected in the Sasak wayang, namely through the process of blending traditions. 
The analysis of this research shows that between the Sasak wayang and the teaching of world literature there has been a complete fusion. This combination is very solid. The legacy of this pre-modern tradition looks as if it is the tradition of the Sasak people. However, when broken down to the smallest elements, it is clear that the genetics of this tradition are part of the literature of the Arab world, especially the stories of Amir Hamzah. This shows that being part of the Arab literary network does not eliminate the locality of the Sasak people. In fact, with the way the Sasak people combined Amir Hamzah's literature, this enriched the world's literature even more. 
Suggestion
These premodern local and global ways of connecting seem important to study. This is because modern local and global relations are currently lame. The findings of the implementation of this model in teaching, for example on local content of the Sasak language, seem to show this symptom. Teaching local literature, including wayang Sasak, is still limited to attributes. These methods will certainly not be a solution to local and global problems and the teaching of literature today. For this reason, the government's participation needs to be involved from: research, formulation to the application of modernized models of learning local literature. This is so that the teaching of local and global literature can be integrated.
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