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PREFACE

This catalogue has been published in conjunction with an exhibition
of Balinese traditional paintings, held at The Australian Museum,
May-July 1978. The exhibition and catalogue present a selection of
more than 60 items from the Museum’s collection of traditional
Balinese paintings. The total collection of 104 items, acquired in 1976
from Professor Anthony Forge of the Department of Prehistory and
Anthropology, ANU, Canberra, was collected by Professor Forge in
Bali during 1972-73, as part of his research into traditional Balinese
art and its cultural background. Professor Forge has provided extens-
ive documentation on each of the items, as well as an introduction to
the painting tradition in Bali.

The Australian Museum is pleased to present to the public a major
selection from a collection which is believed to be one of the most
valuable and best documented of this type in the world. There are
other larger and older collections in existence, especially in the
Netherlands. However, the particular value of the Forge collection
lies in its systematic coverage of the subject matter illustrated in the
paintings, the variety and quality of the works, and their historical
scope —from mid 19th century works to present day works in the
traditional style. It is hoped that this catalogue does justice not only to
the collection as a whole, but also to the cultural and artistic com-
plexity of traditional Balinese paintings.

(D.J.G. Griffin
Director)

Ramayana — Hanoman leaps the straits to Langka— from No. 16.
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FOREWORD

The paintings in this exhibition are part of a coherent tradition of painting from the island of Bali; as such they are part of Balinese
culture and play a part in Balinese ritual and ceremony both of the temple and previously of the court. The paintings are all in the
traditional style and span a period of about 150 years, during which changes in the materials used occurred, but the style and the
purposes of the paintings remained unchanged. Since the 1930s ‘new’ or ‘modern’ art has developed in Bali. Starting with active
encouragement by European artists living on the island, these movements have exploded in the 60s and 70s and now produce a
vast amount of painting, most of which is sold abroad. These recent movements are not represented in this exhibition. They are
not used in ritual or ceremony, and although the modern paintings derive much of their iconography from the same Balinese
sources as the traditional paintings, so far they have not been integrated into Balinese culture. Although only one community of
painters—in the village of Kamasan, near Klungkung —it persists and even flourishes. Indeed, the demand for traditional paint-
ing by Balinese for traditional use continues, and many ‘modern’ artists buy traditional paintings to use in their own courtyard
temples.

The collection, part of which forms this exhibition, was made by me in 1972-73 during a year’s fieldwork in Bali. While living in
the village of Kamasan I discovered that apart from the old and new paintings offered for sale in shops, there was a trade in
replacement paintings. Temples would commission new paintings from Kamasan artists and offer old paintings in exchange.
Depending on the age, quality and condition of the old paintings, they would be accepted as part of the price, the whole price or, in
a few cases, the artists would offer a new painting plus some money for an old one. The old paintings were then offered by the
artists to a very few specialist shops, or to known individual collectors (a famous Australian artist living in Sanur has a superb
collection). By and large, old paintings were not available to the tourist market. I saw many paintings passing through Kamasan
and related networks in Klungkung, and realised that important potential documentation of stylistic and iconographic change over
time, and of individual artist’s styles, was available. However, I also saw that apart from photography (and I photographed many
paintings that [ did not buy), the only way to record the past tradition of Balinese painting was to make a collection, and to tap the
knowledge present in the community of Kamasan artists to document it.

The collection was formed with the intention of getting the widest possible variety of styles and qualities, as well as ages. The
finest old paintings are very valuable and beautiful, however they were not the object of the collection. There are large Dutch
collections, devoid of documentation and even identification, which contain many fine works. These illustrate well the achieve-
ments of Balinese traditional artists, but the artists themselves remain anonymous, and the meaning of the art to its creators and
beholders remains totally obscure. The anonymous artist is a feature of everything that has ever been written about Balinese
traditional painting—which is not very much. It soon became clear to me that to the Kamasan artists of the 70s there were no
anonymous artists. They discussed who had painted a certain picture, and by and large agreed, whether individually or in con-
sultation together. There were tricks of style that they used, and I learned, that could pick out a man as the original draughtsman.
The 19th century was, on the whole, beyond them because they were relying on their memory of artists actually drawing before
their eyes. Nonetheless, memory for some of them goes back to the turn of the century. (Notes on some past and present Kamasan
artists are given on page 84.)

In this brief catalogue there is no space to go into a detailed analysis of what the art meant in Balinese society, and of the symbolic
importance of the chosen themes. In the space available | have concentrated on the objects before you: how were they produced?
What do they mean in a simple iconographic sense? How were they used? The complexity of some of the stories, and the chosen
scenes, is typical of Bali, which successfully defies any simplistic analysis. The interaction of the equally valued principles of
equality and hierarchy, creates a complex web of symbols which can be differently perceived by different people, and herein lies
the power of Balinese painting for the Balinese. For us, essentially outsiders, the power of the images may have some impact, and
I hope they do, but the deep meanings belong essentially to the Balinese and can only be hinted at here. They could only be
uncovered in depth by a much more detailed, and boring, analysis than can be attempted in this catalogue.

Anthony Forge
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A NOTE ON SPELLING

There is a wide variety of orthographies for the Balinese language in the literature. In addition, many authorities refer to gods and
heroes by Indian or Old Javanese versions of their names. In this catalogue, I have used the current Balinese transcription of their
own language into Roman script (where necessary being guided by the draft dictionary published by Panitia Penyusun Kamus of
Den-pasar). The spelling of the names of gods and heroes corresponds to the simple version of their names used in Bali, and to
normal Balinese pronunciation —~without, however, their Balinese titles. An index of particular names is included on pages 90-92,
and a glossary of terms on pages 93-95.
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INTRODUCTION

The island of Bali today has a population of more than two
million, and is widely known to the outside world as a tourist
paradise. The culture that attracts the tourists, and of which
these paintings form a part, has developed as a mixture of
high Hindu culture (from Java and ultimately India) and an
indigenous Balinese tradition of which we know little.

Since the isolation of Bali brought about by the Islamic con-
quests in Java about 500 years ago, Balinese culture has
accepted many influences from outside—from Islamic,
Chinese and various European sources. However, all that it
has accepted it has made ‘Balinese’. The distinctive culture
which has emerged maintains a balance between the hier-
archical dogmas of an Indian-derived caste system, and the
basically egalitarian organisations which dominate life for the
vast majority of the Balinese.

The rajas and the high priests of Brahmana caste, based their
claims for pre-eminence on their external original; that is,
from the great Javanese empires—and particularly from the
last East Javanese kingdom of Majapahit (c. 14th century
A.D.). These Javanese kingdoms had instituted a political
and religious system (based on Hindu scriptures) of three
aristocratic ‘races’, the triwangsa, consisting of the Brah-
mana, Ksatria, and Wesia. These three ‘high castes’ (though
they do not function as castes in the present day Indian sense
of the term) regarded themselves as destined to dominate
over the rest of the people (over 90% of the total population)
whom they classified as Sudra. However, village organisa-
tion, and the production of rice and other foods, have always
been based on the existence of voluntary egalitarian societies
that provide the necessary co-operative labour, and that cut
across the imposed hierarchial structure.

The creative tension between these principles of hierarchy
and equality gave Balinese society a resilience which enabled
it to stand out for a long time against the growing power of
first Islam and then the Dutch in Indonesia. The rajas of South
Bali were genuinely independent until the first decade of this
century. When the Dutch did finally conquer the independent
Balinese states, they were suffering from a phase of moral
conscience, and were less openly exploitive than they had
been in the rest of Indonesia. The powers of the rajas were
curbed, and the collector of taxes was changed, but otherwise
they had little impact in Balinese society at the village level.

To the Balinese, to be Balinese is to be a member of at least
three temple communities, each a model of the egalitarian
organisations that are so important in all aspects of Balinese
life. One cannot be Balinese without participating in the
festivals of these temples which are held once a Balinese
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year —210 days. At these festivals every household must
participate; it is the duty of the women to prepare offerings
and of the men to decorate the temple to receive the visiting
gods. Not to participate or fulfil one’s obligations in the
temple community, is not only to lose one’s religion, but to
lose one’s culture, and membership in the whole society.

The position of Balinese traditional painting within this com-
plicated cultural and social framework is far from clearcut.
Early reports, and the Dutch literature, by and large link
painting very definitely with the courts and the activities of
the higher castes. Early accounts of Bali by Europeans men-
tion paintings as part of the decorations of the rajas courts,
particularly when rituals involving the family were being
performed. Paintings, often very large, were used by the
rajas to decorate their private apartments, but most were
used in the semi-public areas of the palaces, for royal rituals.
The subjects of the paintings displayed would be appropriate
to the ceremony to be performed—a royal marriage, or a
tooth-filing ceremony for royal children, and so on. Paintings
were also appropriate gifts between rajas, and were also
loaned, despite rivalry and even hostility between kingdoms.
Some paintings were given to the early Dutch colonial offic-
ials, when they came in as the political equals or superiors of
the rajas. Outside the courts, the use of paintings, though
following the same lines, was on a more modest scale, and it
has been assumed that the decoration of festivals at non-royal
temples and houseyards was an extension of what was origin-
ally a royal prerogative.
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Kamasan and surrounding area.

However, the actual producers of the paintings were Sudra
specialists, living in communities separate from, but usually
close to, the palace of a raja. The skills were jealously guard-
ed, and typically preserved for generations in a group of
intermarrying families. These wards of painters received
royal recognition with the name sangging, granted to the
group as a whole by the raja whose court they supplied with
paintings. There are still several Banjar Sangging in Bali,
each of which would have produced paintings in relative
isolation from each other, though an awareness of regional
styles was gained by seeing works done by artists in other
kingdoms. (Only one such Banjar Sangging, in the village of
Kamasan, still practises in the traditional style.)

Despite obvious court patronage (which doubtless stimulated
production), it is my contention that the traditional painting of
Bali was and is essentially a Sudra art, expressing Sudra
values and perceptions. Not only were the artists Sudra, but
their mass public was drawn from the broad village base of
the social pyramid. Many of the story episodes depicted, and
the artists’ interpretation of them, are in fact consistent with
an ‘alternative view’ of Balinese society —the obverse of that
put forward by the three high castes. The chosen themes, in a
painting made to decorate a village temple, often emphasize
the triumph of the less powerful. The important role of four
Balinese characters—servants to the aristocracy yet also
mockers of their refined posturings—is a key to understand-
ing the Balinese painting tradition, as it is to the wayang
kulit. (Further discussion of this subject is given on pp.75-76).

TYPES OF PAINTINGS AND THEIR USE

Whatever the well-springs of Balinese traditional painting, its
religious affiliation in the community is clear at all levels:
paintings formed highly prestigious and sought-after decora-
tions for festivals in all kinds of temples. Paintings had very
specific uses; they would be visible only on set occasions and
for a limited time. They were not intended to be objects of
contemplation in their own right, but to be part of a more
complex whole involving buildings, which they decorated;
offerings, which often partly obscured them; and a whole set
of actions by priests and congregation which were the main
focus of attention. They were usually painted on cloth or bark-
cloth, and when not on display were folded and stored in
baskets. The fact that they were stored for most of the time
undoubtedly helped their preservation, although the repeated
folding has sometimes caused damage to the paint surface.

The paintings fall into several distinct classes in terms of use,
but not necessarily in terms of iconography or story content.
These classes are Balinese and are used by the painters, and
by the individuals or temple communities when they com-
mission work.

1. Tabing — These are roughly square and are put up against
the wood back of the raised bed which is the centre of all
household rituals —forming a backdrop to the offerings laid
out on such occasions. They are also used in a similar way
in temple pavilions. The form covers not only illustrative
scenes, but also various kinds of calendars which are
painted within the traditional style (see Nos. 48 to 53 and
the description preceding them).

2. Langse — These are oblong paintings used as a curtain to
screen the bed on which the offerings are put. When act-
ually used as a curtain, langse have a piece of imported
printed cloth of equal size, sewn along the bottom edge.
The printed pattern favoured by the Balinese is yellow or
gold floral on a red ground. They are suspended from old
Chinese coins, kepeng (see No. 21). However, many paint-
ings of the same shape as langse do not seem to have been
used as curtains, but were probably used flat on walls,
particularly in palaces.

3. Ider-ider — These very long hangings are tied under the
eaves of pavilions in the temples or palaces, just under the
end of the thatch. They should go right round the outside of
the building. The story is told in a series of scenes, usually
reading from left to right in the manner of a strip cartoon.
To follow the story the viewer walks round the building
anti-clockwise. Some ider-ider read from right to left, so
that the story goes clockwise round the building. Such
reversals are common in the rituals associated with death,
and in ider-ider intended for use in death-temples (pura
dalem), {(cf. No. 35).
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‘Mythological’ Stories

[ have called all these stories ‘mythological’ because they are
concerned with the formation of the world and the emergence
of the first great human kingdoms. The ‘mythological’ stories
fall into three main groups and are conceived by the Balinese
as being in sequence; first the Adiparwa group, then the
Ramayana and associated stories, and finally the Bharata-
yuddha and associated stories. All these stories come from
Indian prototypes although some parts are elaborated, others
omitted and many modifications have taken place. In the
Indian Mahabharata from which both the Adiparwa and the
Bharatayuddha come, the whole epic is told to a king and
contains creation ctories and a resume of the Ramayana as
well as the actual story of the rivalry and fight between the
Pandawas and Korawas. In the Javanese and Balinese ver-
sions, the Adiparwa contains the creation stories, while the
Bharatayuddha is concerned with the battle between the
Pandawas and Korawas. Other stories concerned with the
characters of the Bharatayuddha, such as Arjuna Wiwaha,
have been elaborated into separate stories. The other great
Indian epic, the Ramayana, has been somewhat boiled down
and concentrated on the main story line, while other separate
stories elaborate on some of the characters.

To the Balinese, the Adiparwa is concerned with the gods of
the Hindu pantheon and their demonic counterparts, the detia
and the raksasa. This older order of powers continues through
the next two epics, but is increasingly in the background. In
the Ramayana, the opposing sides are predominantly demon-
ic raksasa led by Rawana; and the forces of the animal king-
dom led by Rama (who, though human, is a manifestation of
the god Vishnu). By the time of the Bharatayuddha, both
good and bad forces are essentially human. There is com-
paratively little direct divine intervention, though several
characters have divine fathers, and many have special pow-
ers. Frequently in the derived ‘mythological’ stories, gods,
detia, raksasa and humans occur together.

Four very important characters who occur in all painted
versions of the ‘mythological’ stories, and who do not occur
either in the literary versions of the stories or in the ‘post-
mythological’ stories, are the four parekan, or servants. Any
major character of the good or ‘right’ side will be accompan-
ied by Twalen, who was formerly a god, and his brother
Morda, while those of the bad or ‘left’ side are accompanied
by Delem and Sangut. Any confrontation between good and
bad sides will have fights between these two pairs of ser-
vants, and so on—they form a constant counterpoint to, and
commentary on, the doings of their masters. They are instant-
ly recognisable by both their physical appearance and dress,
and are always distinguishable from occasional grotesque
Balinese servant figures who may accompany princely charac-
ters in the ‘post-mythological’ story paintings.

‘Post-Mythological” Stories

The stories which I have rather lamely grouped together as
‘post-mythological’, portray events seen by the Balinese as
comparatively recent compared with the ‘mythological’ era.
The stories in this group are more diverse, covering the
adventures of romantic heroes, past kingdoms, folk heroes,
and struggles between the forces of black and white magic—
good and evil expressed at a ‘domestic’ level. Though some
may have Indian prototypes, they all supposedly stem from
actual life in the Javanese and Balinese kingdoms. In all these
stories, the gods may in a sense control events, but they no
longer intervene in physical form. The great alternative forces
of detia and raksasa no longer exist, and the four parekan no
longer help the protagonists or comment on their actions.

Paintings of scenes from the set of important ‘post-myth-
ological’ stories known in Bali as Malat, were popular, partic-
ularly with aristocrats in the 19th century (Nos. 4 and 42).
These stories concern the Prince of Koripan, Panji, and his
love for the Princess of Daha, from whom he is always sep-
arated and whom he always eventually regains, usually
having collected several extra princesses along the way. Panji
is an ideal Ksatria prince, concerned with love and war,
fastidious and refined, yet ready for any adventure. He has a
never-failing lieutenant, and a stream of wicked enemies to
defeat. These stories have declined very markedly from their
previous place in the painters’ repertoire. Collections of old
paintings have many Malat episodes, usually painted in the
langse format, but most of the contemporary Kamasan paint-
ers do not know the stories, apart from one or two standard
episodes which the painters themselves sometimes cannot
interpret. Virtually no Malat paintings are done today. It is
consequently extremely difficult to get identifications of old
paintings, beyond the fact that they are ‘Malat’. This change
is undoubtedly related to changes in Balinese society. The
demand for Malat paintings came mainly from the rajas and
princes, for secular decorative purposes rather than for
temple use. Since then, the princely families’ economic
position has changed, and their interests too have moved
from chivalrous romance to securing a position in the emerg-
ing pan-Indonesian social system. As tar as I know, only the
Cokorda Agung, Prince of Ubud, has commissioned trad-
itional paintings since the Japanese war, and these were of
‘mythological’ subjects.

Paintings of the Tantri set of stories (Nos. 37, 38 and 39) have
a framework which is the same as that of the ‘A Thousand
Nights and One Night’. A king, disillusioned by female in-
fidelity, demands from his minister a new girl every night,
who is killed the following morning. Eventually the minister’s
daughter (called Tantri in Indonesia and Shahrazade in
Arabia) volunteers. By telling the king stories that are always
unfinished at dawn, she preserves his interest and her own
life—until the king, reconvinced of the possibility of female
virtue, marries her. In some Balinese oral versions, it is her
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A court scene showing some ‘post-mythological’ styles of
dress and hair-do -from No. 4

nurse who knows the stories and who prompts and helps
Tantri (cf. No. 38). These stories are often thought of as
animal stories, though they are far from exclusively so.

Another source of paintings are folktales. Two paintings in
this collection represent incidents from the popular Briyut
story (Nos. 40 and 41). Though Pan and Mem Briyut and their
18 children may have Indian antecedents, they are treated by
the Balinese as totally of local origin. They present a fine
opportunity to paint scenes of Balinese everyday life and
domestic affairs, often with a fine sense of humour.

A very different, but equally important folktale painting
source are the Calonarang stories. These concern the ever-
present problem of keeping at bay the forces of evil, black
magic, witchcraft, and their attendant misfortunes (Nos. 6, 35
and 36). The events told in these stories are supposed to have
taken place during the reign of King Erlangga. Calonarang, a
witch, has a beautiful daughter, Ratna Mengali, who had
married a prince of King Erlangga’s court. However the
unsavoury reputation of her mother causes Erlangga to send
Ratna Mengali home, and this insult precipitates a super-
natural attack on his kingdom. Calonarang rallies leyak
(female witches) into a concerted campaign of sickness, death
and destruction throughout the kingdom. First, King Erlang-
ga orders his patih (minister) to kill Calonarang, but in her
magical form of Rangda she easily overpowers civil authority.
Next the people themselves appeal to Mpu Barada, a holy
man who according to written versions of the story was a
great tantric scholar. His knowledge and power in the fields
of both black and white magic is sufficient to overpower
Rangda and her forces. Although in written versions Calon-
arang (or Rangda) is definitely killed and her influence ended,
according to Balinese tradition she continues to exist as
Rangda—a personification of witchcraft and of envious evil
aggression directed against Balinese society. Though she is
kept at bay by the Barong and his forces of good, she can
never be defeated, any more than she can defeat him.

14
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ICONOGRAPHY

Balinese painting is highly stylised and there are sets of
conventions about the representation of characters that are
rigidly followed. These concern principally the face of the
character and the costume, particularly the head-dress. The
limbs and body are much freer of restriction and can be used
to show action, while the position of the hands and arms often
denotes emotion (e.g. grief, anger etc) in a series of conven-
tionalised postures—mudra. Animals are usually shown in
profile. The trunks of humans, gods and other non-animals
are shown full on, with arms and legs turned the same way as
the head. Heads are shown in three-quarter view, but rak-
sasa, peluarga and other mixed animal/human forms have
the top of the face in three-quarter view but the mouth, with
its teeth and fangs well emphasised, in profile. Trunk and
limbs are used to show action, but the most important parts of
each individual are the face, which reveals the fundamental
character and its place on an axis Refined Human-Coarse
Animal; and the costume and head-dress which reveal the
social status of the individual.

Facial Characteristics

The face is the clue to the character of any individual. The
representation of the principal facial features is subject to a
set of conventions that can be translated into sets of graphic
elements each with a limited number of variations. The five
principal facial features and their range of variants are listed
below.

1. THE EYE:

(i) The refined male eye —straight at the bottom and curved
at the top (Fig. i).

(ii) The refined female eye —curved at the bottom and nearly
straight at the top. This eye is also used for Sikandi (e.g.
No. 29) as an indication that he had been a female in a
previous incarnation (Fig. iii).

(iii) The ‘demonic’ eye —round and bulbous, associated with
demonic characters, of the left, and with power of an
unrefined but not necessarily evil type {Fig. ii).

(iv) A wavy variant of the female eye, used for many Sudra
and peasant types, particularly the older ones (see Nos.
49-52) . 1t is always found on Twalen and Morda, who are
Sudra and very old. It is also a distinguishing character-
istic of Drona, the teacher of both the Pandawas and the
Korawas and an extremely aristocratic and powerful
figure. This eye form is therefore somewhat ambiguous,
being associated with individuals of both high and low
status and of great power and powerlessness.

2. EYEBROWS:

The most refined characters have eyebrows which are a
simple fine-line arch above each eye (Fig. i, iii}). In less
refined forms there is a bridge, presumably indicating
wrinkles, joining the two eyebrows across the top of the
nose (Fig. iv, v). In animal-derived forms and demons

the eyebrows are bushy, and often have a pair of fangs
rising out of them just at the bridge of the nose {Fig.
ii, vi).

3. FACIAL HAIR:
The upper lip is clean shaven in refined young men (Fig.
i). No loss of refinement is necessarily implied in the
simpler style of moustache which curls down from the
upper lip (Fig. vii). However, the larger moustache
which grows from both upper and lower lip, and appears
to have waxed ends pointing upwards, indicates a
coarser character. It is almost always accompanied by
bulu (tufts of hair) down the side of the face —an unmis-
takable sign of coarseness (Fig. iv).

4. NOSES:
Aristocratic noses are straight and thin with pointed tips
and little sign of nostrils. Any bending of the nose,
widening of nostrils and rounding of the shape is an
indication of lack of refinement, and proceeds in many
degrees right down to a pig snout and other totally
animal noses.

5. MOUTHS:
The last category of facial variation is teeth and lips.
Here refinement consists of small teeth with a straight
edge, in a small mouth with thin lips (Fig. i). The opp-
osite is once again based on an animal model; a large
protruding mouth with sharp pointed teeth and fangs,
thick lips and a wrinkled chin (Fig. ii). There are many
intermediate forms. Twalen, for instance, has a protrud-
ing mouth with a knobby chin but straight edged teeth
(Fig. v). Animals and animal/human mixtures are almost
always shown with fangs not only protruding from their
mouths but with supplementary fangs growing through
their cheeks just in front of their ears (Fig. vi).

There are many other points that could be made about the
varieties of face in Balinese painting but almost all the vari-
eties are made up of combinations of the different variations
listed above. Most of the variations can be plotted on the axis
Refined Human-Coarse Animal.
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(iv} Tough but not demonic king
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{vi) Rakqasa or detia.
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The opposition between human and animal is perhaps most
clearly expressed in the attitude to teeth. Small, even,
straight teeth are the epitome of humanity and are actually
‘produced’ in Bali by the ceremony of tooth filing. This is an
absolutely vital ritual that makes people really human and
hence able to be reincarnated as humans in the next life.
Animality, in contrast, is represented by a profusion of fangs
and sharp, uneven teeth. So too with hairiness; the less hair
the better in terms of refinement. Animals are conceived of as
essentially hairy and fanged so that the naga—a snake—is
shown with bushy eyebrows and hair down the side of its face,
while bird heads are in many cases shown with fangs (Fig.
viii). The distribution of attributes therefore makes no
attempt to be naturalistic; the distinction between animality
and refined humanity is fixed, and faces indicate the place of
the character in that system so that birds can have fangs and
snakes hair because their place in the overall system demands
it.

(i) Most refined male

As by now will be obvious, the Human/Animal axis is not
translatable into simple good/evil terms, nor into power/
impotency terms. Thus, although Rama and Arjuna are both
very powerful heroes with great sakti and all the most refined
attributes, the principal enemy of one, Rawana, the raksasa
king, has fangs, hair and demonic eyes —that is, many animal
features. The enemy of the other, Karna, is as refined and
noble as Arjuna—that is, totally non-animal—and is finally
slain only by the connivance of his own charioteer, Salia.
Rawana as a raksasa has many animal type features but very
high social status as the ruler of the three worlds and king of
Langka; Hanoman, who contributes to his overthrow, has all
the same animal features such as fangs, hair and demonic
eyes plus a tail, but he is only a general in the monkey army.
Bima, another very powerful figure ‘of the right” has a lot of
hair, demonic eyes and a rough manner. Twalen, the retired
god who is now a servant, has a grotesque face and the anom-
alous eyes usually given to peasants and other powerless
people, yet he is considered as a figure of the greatest power.
There are therefore many axes in the delineation of character:
Human/Animal; Power/Impotence; Beauty/Grotesqueness;
Refinement/Coarseness; as well as High Status/Low Status;
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Right/Left. These axes are all independent of each other and
any particular character may be shown as being at a set of
totally unrelated points on each of the axes. It is only the rare
individual such as Rama who is at the high end of all the
scales.

Headdress and Social Status

If the face is the main indicator of the nature of the individual
portrayed it is the head-dress and hair style that indicate
social status. Social status has nothing to do with whether the
individual is good or evil, of the right side or of the left. Both
sides are compiete in themselves with all the grades and
hierarchy, so that there are as many grades of kings, knights
and so on in the court and army of Rawana and his raksasa as
there are on the side of Rama, his ally Sugriwa and his king-
dom of monkeys and other animals. Rama’s crown is identical
with Rawana’s although their faces are very different. Both
sides have lesser kings and princes and many knights whose
head-dresses and costumes are the same although their faces
and bodies are different in all essential respects.

When considering head-dresses and costumes there is a clear
distinction between those suitable for mythological stories
and those suitable for the more recent (post-mythological)
stories, identified as being concerned with the Javanese and
Balinese courts. The full range of head-dresses and costumes
for the mythological times occur in the earliest stories, those
of the Adiparwa, concerned with the creation of the world and
the establishment of society. The gods of the Hindu pantheon
and their original opponents, the detia, provide the model for
costume of the next two big cycles of myth, the Ramayana and
the Bharatayuddha stories, in which human beings increas-
ingly take part.

The male costumes of the mythological period are complex,
consisting of over twenty different named pieces. They are
however, standard, most of the characters wearing the same
costume regardless of rank or side. Here I shall concentrate
only on the head-dresses which are vital in identifying indi-
viduals by their social position.

At the top are crowns. The most elaborate sort with a high
central feature are worn by the most important gods, detia
and raksasa but rarely by men (Fig. iv). Rama and Krisna,
both incarnations of the god Vishnu, wear this style and
Karna who has an elaborate version with a rainbow on top, is
the only other human to wear such a crown, and he is the son
of the sun god. Although in the Ramayana the leaders of each
side, Rama and Rawana, wear crowns, in the Bharatayuddha,
while there are many kings on each side, only Karna and
Krisna wear crowns —the others wear a coronet with a sort of
spiral upswept hair style at the back (e.g. Queen’s version,
Fig. ii). This style has many variants but remains always a
sign of royalty.



Ksatrias who are not actually kings wear one of a series of
‘knightly’ head-dresses of which the most important is the
‘lobster claw’ type (Fig. i and ii). This is the head-dress of the
great heroes, both the highly refined Arjuna and Sutasoma
and the less refined Bima and Hanoman. Younger and junior
Ksatrias have only the front peak of the lobster claw style and
a variety of flowing hair styles at the back. In the Ramayana,
particularly among the peluarga, head-dresses are used with
great freedom to identify various individuals and all sorts of
objects are incorporated into the head-dresses, to give a wide
range of identities of the same rank.

The other main aristocratic occupation, apart from ruling and
fighting, is that of the Brahmana priest. The most exalted and
powerful priests wear the ketu which looks like a turban (Fig.
vii) and is a very distinctive feature. It is also worn by Arjuna
when meditating (Nos. 22 and 23) and by Kunti, the mother of
the Pandawas, in a slightly modified form. There are also
some less holy versions worn by other priests and resi. These
head-dresses continue through all the painting, both myth-
ological and post-mythological, without any change, possibly
referring to the unchanging nature of holiness. The long coat,
another attribute of supernatural power, also remains un-
changed in all the various stories although what is worn
underneath it does change with other male costume.

The lower classes have a number of undistinguished head-
dresses and often wild and grotesque hair styles. Here, too,
there is little change between the two sets of stories.

Women's head-dresses show less variety and are usually
related to men’s, but there is one curious convention. In some
cases women’s head-dresses are shown ‘full face’, but the
face itself remains in three-quarter view (Fig. iii). Other
women’s head-dresses are shown in three-quarter view like
the men’s. | have never had even the suggestion of an
explanation for this convention from any painter.

The costumes of the rulers, princes, noblemen and various
court functionaries in the post-mythological paintings corre-
spond more or less to what was actually being worn at court in
Bali in the last few hundred years. The crown totally dis-
appears, and rajas wear the upswept spiral hair style which is
often apparently covered with a cloth, coloured or patterned.
Senior ministers and junior royalty have a similar style but
without a cover. The ‘lobster claw’ head-dress and its junior
variants also vanish and a new style of hair for courtiers and
other aristocrats emerges; the hair is swept up and back and
tied or ornamented to give an effect not unlike a thick ‘pony
tail’. A new class of courtier also appears—the demang
demung —a junior minister who is shown bald. These differ-
ences are so pervasive that a brief glance at the male cos-
tumes and head-dresses of any painting reveals at once
whether it is of a mythological or a post-mythological story.

IDENTIFICATION OF PAINTINGS

This account of the conventions of face and head-dress has
been very short and simple but I hope enough has been said
to show how, by picking varying attributes of the face and the
head-dress, it is possible to provide a very large number of
different characters, using what is really a very restricted
number of highly standardised variations. There are other
dimensions of variation, for instance skin colour, that may
also be employed, but Balinese are often less sure about the
significance of these variations, at any rate nowadays.

Most adult Balinese can, using the face and head-dress
variations, identify the sort of characters involved in any
scene and hence, by their interactions, try to remember an
episode from a story which has similar characters in the same
situation and so identify the story and name the characters.

There are very few characters, such as Bima, who are instant-
ly identifiable as individuals. Most characters are types.
Arjuna, for instance, is a type of the most refined Ksatria, of
royal family but not a king. There is nothing in his depiction
that separates him from Sutasoma, Laksamana or even his
own brothers, Nakula and Sadewa, or many other knightly
heroes. Having identified all the types of character in a scene
and their interactions, the next step is to remember a story in
which such a scene takes place. In some cases the scenes

-themselves are so famous that they are as a whole immediate-

ly identifiable. Sita’s Ordeal is unique in its actions; Sita
herself is indistinguishable from other queens, but her pos-
ition, guarded by Agni in the pyre turned into a lotus pool, is
unmistakable. In other cases, mistakes can be made—even
about whole scenes. Probably the most popular scene in
traditional painting, the temptation of Arjuna by the seven
heavenly nymphs, is not an absolutely certain identification,
since an identical scene occurs in the Sutasoma. To correctly
identify the intended story one must have some scenes after
the actual temptation itself. Obviously only people who can
recognise the story can identify the scene and the characters
portrayed; in this sense Balinese painting is purely illustrat-
ive, entirely dependent on the beholder’s knowledge of the
story to convey meaning. But the paintings also communicate
in other less simply illustrative ways.

(viii) Bird peluarga

(vii) Resi, pedanda, or
begawan —wearing a ketu.







































































































































CALENDARS : ITEMS 48-53

There are three different calendars in use in contemporary
Bali. The simplest is the modern international twelve-month
solar year that we are all familiar with. The Balinese also use
a solar year calendar of Indian origin, called saka; this is 78
years behind the Christian year so that this year is 1900 saka.
The traditional year calendar was however divided into twelve
lunar months, which gives a year of about 355 days. To make
this fit with the saka year it was necessary to add an extra
month in every thirty. There has been a tendency in modern
Bali to combine these twelve lunar months with the months of
the solar year, but this has been resisted in the more mount-
ainous parts where the lunar months still control the ritual
cycle. In lowland Bali, although tilem—new moon, and
purnama—full moon, are still important the actual ritual cycle
is controlled by a different ‘year’ of 210 days. This ‘year’
cannot be fitted into the 365-day year by any means and hence
is carefully preserved. It controls the rituals of the temples
and of the family for the vast majority of the Balinese popula-
tion. For instance babies have important rituals performed for
their welfare at 42, 105 and 210 days after birth, and the
festival of Galungan, when ancestors return to visit their
descendants, as well as the temple festivals —odalan—are
also on the 210-day cycle.

For the vast majority of Balinese the most important calendar
is that of the 210-day ‘year’. Not only does it control most of
the major festivals, but it provides a very detailed scheme of
auspicious and inauspicious days for virtually every activity.
The ‘year’ consists of 30 seven-day weeks—wuku, but run-
ning concurrently with the seven-day weeks are a set of other
‘weeks’ of varying numbers of days. The most important of
these are the three-day week which controls the markets, and
the five-day week. Also important for determining suitable
days for certain events are the four-, six-, eight- and ten-day
weeks. The various week systems determine auspicious or
inauspicious days by their intersections. For instance the day
kajeng of the three-day week and the day kfiwon of the five-
day week coincide every fifteen days and this day, called
kajeng-kliwon, is thought in many villages to be a day when
evil mystical attack by witches is very likely, so that special
ceremonies are staged every kajeng-kliwon to avert the
danger.

The coincidence of the five- and seven-day weeks produces a
35-day period called a tumpek, of which there are six in the
210-day ‘year’. The ‘year’ is in fact the necessary period to
contain every possible combination of the days of the five-,
six- and seven-day weeks without repetition. The tumpek and
the three-day week are basic knowledge to all Balinese who
identify every day in terms of them. The other week systems
are important for many activities but the complexity is so
great that advice has to be sought from experts, who must be
paid and who own and can read tika— painted or engraved

210-day calendars. These tika use many symbols and if
painted, writing as well, but their interpretation requires a
great deal of study and can only be learnt from an expert. In
the wooden tika, which do not use writing, a vast amount of
calendrical information is encoded non-verbally in a very
small compass by the use of signs. One of the sources of
complexity is that some of the weeks do not fit into a cycle of
210 days. The four-, eight- and nine-day weeks are obvious
examples. Days of these weeks have to be repeated at certain
times to get them to fit, so the day kala—seventh day of the
eight-day week —is repeated twice at the beginning of the
week of Galungan, so that Sunday, Monday and Tuesday of
that week are all kala, three very unlucky days.

Two forms of calendar based on the 210-day ‘year’ are com-
mon in Bali. The tika (No. 48a) shows the whole year; the
other shows only the 35-day tumpek and is called plintangan,
(see section following No. 48).

The year of lunar months is only painted on one form of
Balinese calendar, the plindon, often called the earthquake
calendar. The plindon shows the twelve lunar months with the
Hindu god associated with each (although not all plindon
agree about which god goes with which month). These cal-
endars show in pictures and tell in words what can be expect-
ed for the future if an earthquake falls in a particular month
(No. 53).







Plintangan

Plintangan are calendars that show a combination of the five-
and seven-day weeks, the basic tumpek. Lintang means a star
or constellation and each of the 35 days is said to be an actual
constellation in the sky. Although I have never met anyone
who can point out the named stars, the name of the day is still
enclosed in a star shape in most of the paintings. There is
general agreement about the names of the 35 constellations
and they are given varied visual interpretations by artists in
making plintangan.

Each day of the seven-day week has a set of attributes, some
shown at the top: a god or goddess which is always shown; a
character from the wayang theatre; a tree and a bird. Less
frequently shown at the bottom should be an animal-headed
human-bodied buta—demonic spirit, and an animal. There is
much more variation between calendars in the details of some
of these attributes of the seven-day week than there is about
the 35 constellations, and many, especially more recent
calendars, miss out, or do not distinguish between various
attributes. The diagram below gives the names of the con-

stellations, somewhat freely translated, and the attributes
according to the best calendars [ have seen. The 210-day year
actually starts on Redite Paing, that is the ‘elephant’. The
next day is ‘the message’, then ‘the laden prau’, ‘corpses for
cremation’, then back to the top for ‘broken axe handle’ and
so on diagonally. The plintangan is clearly not a calendar in
our sense, i.e. to tell you what day it is today, but a scheme of
the intersecting of two different sets of influences contained
in the days of the five- and seven-day weeks.

Plintangan are used partly to determine the likely character of
anyone born on the particular day, but what is more important
is that they specify what offerings should be made to alleviate
sickness and misfortune according to the day of birth of the
individual afflicted. They are probably the most frequently
produced type of painting and are available in a wide variety
of sizes and finishes, from the huge and beautiful ones with a
large amount of writing, down to the small and crude ones
with a meaningless squiggle in the place for the name of the
constellation (Nos. 49-52).

SEVEN-DAY Redite Soma Anggara Buda Wraspati Sukra Saniscara
WEEK: (Sunday) (Monday) (Tuesday) (Wednesday) (Thursday) (Friday) (Saturday)
God ...l Indra Sri Brahma Vishnu Siwa Uma Durga
Wayangfigure. . . ... Panji/mantri galuh (female courtier) raksasa/buta rangga (male courtier){ Semar/Twalen Sangut Delem
Tree............... Kayu putih Pule Ambulu Bundut Waringin (banyan) Ancak Kepuh
(grave-yard tree)
Bird............... Siung (parrot) Janggung (pigeon) Gagak (crow) Dara (dove) Merak (peacock) Titiran (turtledove) | Celepuk (owl)
. Depat
Umanis Kala Sungsang watih (coconut palm) the horse weeping broken axe-handle enraged goose —the free-floating
head
Paing elephant smoke of incense crab gajahmina false measure fishtrap with a hole the arrow
0 (elephant-fish)
Pom patrem (akris) the message the dog the granary bade the broken prau the flower
—asuicide {cremation tower)
Wage the plough the ox the laden prau Kartika —the Pleiades the water pot many debts fighting quails
Kliwon Gowang the cart Sidemalung —the boar | corpses for cremation naga makara (lobster) the urn for ashes
—headless man
Buta:
(man/ elephant-headed buta |  dog-headed buta crow-headed buta horse-headed buta | human-headed buta ox-headed buta buffalo-headed buta
animal composite) & & & & & &
& Animal: garuda (eagle) lion dog snake tiger goat ox
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Since World War Two, Kamasan painting has been dom-
inated by two artists, Nyoman Mandera and Manku Mura.
Nyoman Mandera, from Banjar Sangging, has produced
many governmental commissions, and now runs a school to
teach children painting, paid for by the Department of Educa-
tion and Culture. He was unfortunately away from the village
during much of my fieldwork. Manku Mura comes from
Banjar Siku, a mainly Sudra banjar, without any traditional
craft skills—though a Wesia family had in the past provided
dalang for the court of the Dewa Agung. Some of the superb
. Most of the
people of Banjar Siku are poor, and earn a living by share-

puppets from this set are illustrated on p.

cropping or rendering various other services for the wealthier
families in Kamasan and elsewhere. Manku Mura by his own
account had a somewhat riotous youth and was much addicted
to cock-fighting. It was only as a young man that he started to
learn to paint, and received instruction from some of the
established artists in Banjar Sangging. He also gave some
assistance to Pan Seken in the repainting of the Kerta Gosa.
Having decided to settle down he was consecrated as the
manku—temple priest—of a small clan temple in Banjar Siku
and adopted the title as part of his name as a painter. His
emergence as an artist of some stature has broken the trad-
itional monopoly of Banjar Sangging and Banjar Pande Mas.
However so far, apart from his immediate family, no one else

in Banjar Siku has taken up painting.

Kamasan Artists Whose Works are Represented:

Sambug Nos. 29, 35
Kak lui Nos. 15, 21, 33
Pan Alus No. 7

Kumpi Karta No. 24

Kumpi Mesira No. 40
Nyoman Dogol Nos. 10, 36, 42
Pan Seken Nos. 14, 31, 50
Pan Remi Nos. 25, 41
Kaiyun No. 17

Made Pager No. 53

Manku Mura Nos. 5, 8,9, 13, 32,51
Nyoman Rumiana No. 2

Balinese Names

The Balinese have a naming system based on teknonymy,
that is, naming individuals after their descendants: hence Pan
Seken means ‘father of Seken’. However, Seken may have
died as a child, and anyway as soon as he grew up and had a
child, he became ‘Pan someone else’. In general, the Pan
name is the one by which an individual is known from his
adulthood till his death. Therefore despite the teknonymy
system, the name Seken for example attaches far more to the
father than it does to the child.

Older men are sometimes called ‘Kaki’ which means grand-
father. In theory again they should be grandfather of a named
grandson, but in many cases the title Kaki or Kak just sub-
stitutes for Pan, and the name itself persists, so that Pan Lui
becomes Kak Lui, once he is a grandfather. The same seems

to apply to ‘Kumpi’, which means great-grandfather.

Younger people, before having children, are called by their
birth-order name, e.g. Putu or Wayan for the first born, Made
for the second, Nyoman for the third, and Ketut for the fourth
born; plus their personal name. This style is becoming more
popular and is used by the Indonesian bureaucracy, so that
people in the future may have one name throughout their life.
In the list above, the artists are identified by the names by
which they are best known in Kamasan.
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Adiparwa (Nos. 7-13, 47)

Adiparwa is the name of the first book of the Indian Maha-
bharata, and it contains many creation stories. There are no
men in the Adiparwa; the many component stories concern
the struggles of the gods to gain supremacy against detia,
raksasa and other competing individuals and alternative
orders.

The most popular stories for painting concern the rivalry
between the gods and the detia. At first the gods and the
detia co-operate in the churning of the Milky Ocean (Nos. 7
and 8). Mt. Mandara is mounted on the back of the cosmic
turtle and, using the great snake Basuki as a rope, the detia
take his head and the gods his tail, and churn the ocean. The
process produces a great deal of heat and the animals on the
mountain burn. So hot does it get that the sea animals too
start to burn. Bruna, the god of the sea, becomes distressed
for the creatures of his realm and tries to stop the process but
Vishnu throws his discus — cakra—at him. The gods and detia
also become hot and rain falls, but only on the detia. There
are two versions of how this rain is produced: one is that it is
produced by Indra on the intercession of the detia; the other
that it results from the overheating of the serpent Basuki, who
begins to breathe fire which in turn produces thunderstorms
and rain, but only at his head end which is held by the detia.
Eventually the churning starts to have effect, and there
gradually emerges a white horse and three or four goddesses
(some paintings show only two) —one of whom holds a golden
vessel containing amerta—the water of everlasting life. This
she gives to the detia, much to the consternation of the gods
who are already planning to exterminate them. Vishnu then
transforms himself into an enchanting girl and proceeds to
seduce the chief detia. He is so effective that he manages to
steal the amerta back before the detia drink it. The gods
having drunk some, a great battle ensues in which almost all
the detia are killed. One Kala Rau escapes, and transforming
himself into the semblance of a god, joins them at another
amerta distribution. He has just taken a sip when his impos-
ture is spotted by Sri Bulan —the moon goddess. She alerts
Vishnu, who throws his cakra and severs Kala Rau’s head.
However, since he has some amerta in his mouth, the head
becomes immortal and has for ever after flown about seeking
revenge on the moon, whom he devours when he catches
her —hence producing eclipses (Nos. 9 and 10).

Another sub-plot of the Adiparwa concerns two sisters, one of
whom gives birth to snakes and the other to Garuda (Nos. 11
and 12). In a complex tale of deceit, the mother of Garuda
loses a bet with her sister about the colour of the tail of the
horse that emerged with the goddesses and the amerta from
the churning of the Milky Ocean. As a consequence Garuda’s
mother is enslaved by her sister, who will release her only if
Garuda obtains amerta for her own snake children. This
Garuda manages to do with great difficulty. As he flees with
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the amerta he is assailed by some of the gods, but escapes.
After this, the god Vishnu overtakes Garuda and agrees with
him a trick by which the gods can recover the amerta without
the snakes getting any —while Garuda still fulfils his promise,
and so secures the release of his mother. Garuda also agrees
to be the vehicle of Vishnu after their stratagem is successful.

There are many other stories in the Adiparwa, but those
about amerta, the war between the gods and the detia, and
the activities of Garuda, are the ones generally known, and
most often illustrated in the traditional art. Another incident
from the Adiparwa illustrated in this collection (No. 47)
concerns Sunda and Upasunda, two raksasa brothers of
immense power, who appear invincible in their bid to control
the three worlds—since they are vulnerable only to each
other, and live a life of complete harmony and mutual sup-
port. Eventually the gods create a nymph of surpassing
beauty, who with an attendant, comes into the brothers’
presence. Soon, they are fighting each other for the right to
possess her. They obligingly kill each other, and another
threat to the supremacy of the gods is ended.

Ramayana (Nos. 14-21)

For the Balinese, the Ramayana epic comes from a time
between the Adiparwa and the Bharatayuddha. The enemy
are raksasa lead by Rawana, at one time ruler of the whole
world. The raksasa are depicted by the Balinese in the same
form as detia, who are the enemy of the gods in the Adiparwa
stories. However, detia are shown with a wide variety of
crowned individuals (to match the various gods); whereas in
the Ramayana there is only one raksasa king with a few
important attendants. Opposing Rawana is Rama, an incarna-
tion of Vishnu and an ideal of Ksatria behaviour. Rama and
Laksamana (his brother), and his wife Sita, are the only
humans ever shown in the part of the story illustrated in the
paintings. Rama’s main allies in the overthrow of Langka are
monkeys, under their king Sugriwa, with an array of monkey
princes and generals —of whom Hanoman the white monkey
is the most important.

In Old Javanese literary versions of the Ramayana, the army
which supports Rama’s cause is composed totally of monkeys.
However in the Balinese painted versions a wide variety of
animals is incorporated. They are called by the painters
peluarga—tailed ones, and they are shown with tails perman-
ently bent above their heads, and ending in a decorative
detail. These non-monkey knights are shown with a human
bodily form. However, facial and headdress variation dis-
tinguishes between them, and shows their specific origin:
goats and deer have horns, elephants have trunks, birds have
beaks, and so on. (Full arrays of peluarga are shown in Nos.
16 and 21.) Thus the Balinese versions of the epic have Rama
mobilising the whole of the animal kingdom against the
supernatural raksasa.






The Pandawas and Korawas

As has already been said, the Indian Mahabharata epic is the
original source of some important Balinese mythological
stories. The Bharatayuddha contains only the final great
battle between the Pandawas and Korawas, but in a very
shortened form compared to the Indian original. There are
other stories that set the scene for the Bharatayuddha, and
yet others concerning characters from the Mahabharata, that
owe little or nothing to the Indian epic. An example of the
latter is the Arjuna Wiwaha. Given below is a summary of the
early history of the two groups, the Pandawas and the Kor-
awas, whose antagonism dominates all the stories and cul-
minates in the great war of the Bharatayuddha.

The kingdom of Hastina is ruled nominally by Dhirtarastra,
an old blind father of one hundred sons—the Korawas. The
kingdom is ruled in fact by his eldest son Duryodana. Dhirtar-
astra had a brother Pandu who has two wives Kunti and
Madrim, and five sons—Dharmawangsa, Bima, Arjuna,
Nakula and Sadewa—the Pandawas. In fact, Pandu suffered
from a curse that if he had sexual intercourse he would die,
and when after years of restraint he gives way, he dies on the
spot. His wife Kunti however has a charm that compels gods
to sleep with her—and by this tactic she bears Dharma-
wangsa (called Yudistira in literary versions) begotten by
Dharma the god of virtue; Bima begotten by the wind god
Beiyu (also father of Hanoman); and Arjuna begotten by
Indra the king of the gods. Kunti lent her charm, for one night
only, to her co-wife Madrim, who invokes the Aswins, twin
deities, and thus bears the twins Nakula and Sadewa. Before
marriage Kunti had once used the charm, and borne Karna by
the sun god Surya. She leaves Karna in a basket on a river
and he is found and brought up by a charioteer. He later
arrives at a tournament where he is badly treated by the
Pandawas on the grounds of his apparently lowly origin, but
he is made a king by Duryodana. He is thereafter a faithful
ally of the Korawas and the main rival of Arjuna.

The two sets of young men are brought up together and
receive their training in all aspects of political and martial art
from the same teachers, Drona and Bisma. However, the
Korawas seek ways to kill their cousins. The Pandawa broth-
ers have various adventures—including winning a wife,
Dropadi, whom they share between them, and who bears
each of them a son. Arjuna and Bima in particular collect
more wives and sons. In the literary versions this setting of
the story forms the end of the Adiparwa.

The blind king Dhirtarastra calls the Pandawas back to
Hastina and gives them half the kingdom. They found their
own capital, but Dharmawangsa loses everything to the
Korawas at dice, and the Pandawas have to go into the forest
for twelve years. It is during this exile that the incidents of the
Arjuna Wiwaha occur. They also have to spend a thirteenth
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year undetected —on pain of having to recommence a further
twelve-year exile in the forest. They successfully conceal
themselves at the court of King Wirata, thus earning the
return of their kingdom. Duryodana refuses to surrender it
and the great war of the Bharatayuddha becomes inevitable.

Arjuna Wiwaha (Nos. 22, 23, 24, 44 and 45)

At one point during the Pandawas’ twelve years of exile in the
forest, Arjuna is meditating (metapa) on the mountain Indra-
kila. At the same time the kingdom of the gods is threatened
by a demon of great power, Detia Kwaca, who cannot be
killed by gods or demons, but only by a human being. Indra
decides to enlist the help of Arjuna, but first puts his spiritual
strength to the test. Seven heavenly nymphs led by Suprabha
are sent to distract him from his meditation. They try every
wile to attract his attention, but in vain. Indra is delighted by
their report, but goes himself, disguised as an old priest, to
find out if Arjuna’s wish for power is for his own benefit, or to
help others. Arjuna and he talk, and Arjuna convinces Indra
that it is only to do his duty that he meditates. Indra reveals
himself and Arjuna returns to meditation. Detia Kwaca has
also heard of Arjuna’s meditation and sends a demon, Muka
(son of Upasunda of the Adiparwa) to kill him. Muka, in the
form of a boar, ravages the forest on the mountain. Arjuna,
disturbed, rushes out and shoots the boar. As he does so a
hunter appears who also shoots. The boar dies with a single
arrow in him, and a dispute follows as to whose arrow killed
the animal. The dispute escalates to fighting, but every
weapon of the hunter, who is Siwa in disguise, is matched by
Arjuna. Finally Arjuna breaks Siwa’'s bow, and as they
wrestle Arjuna lifts his opponent off the ground. Only then
Siwa reveals himself in godly form, and is worshipped by
Arjuna. Siwa gives him an arrow of enormous power, called
Pasupati, and disappears.

Messengers from Indra arrive asking Arjuna’s help against
Detia Kwaca and with them Arjuna flies off to heaven. No one
knows which is the vulnerable spot in Detia Kwaca, so Supra-
bha and Arjuna set off to find out. Suprabha enters the palace
gardens while Arjuna hides. Detia Kwaca has long desired
Suprabha and is enchanted by her. She wheedles the secret
from him, without giving way to his advances. As soon as
Arjuna over-hears that the tip of his tongue is the vulnerable
spot, he kicks over the palace gateway and in the ensuing
confusion he and Suprabha escape. Detia Kwaca attacks the
gods and Jooks like winning, but at last Arjuna gets a chance
at the necessary shot, and the detia dies. His forces are
defeated and the gods are safe. As a reward for his help
Arjuna is given seven months in heaven. He marries Supra-
bha and her six companions who originally tempted him.
However, he pines for his relatives, and after the seven
months are up, bids farewell to Indra and returns to earth,
leaving seven sorrowing nymphs behind.
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of particular names which occur in the stories and paintings —including story names, characters,
places and objects. Variant spellings are given thus: Rudra/Ludra (see Note on Spelling, p. 4).
References to the catalogue items, between pp. 17 and 70, are given according to
catalogue numbers —in bold type.

Abimanyu (m.) — 30 31 71 73 89 Bulan (god—see also Sri Bulan) — 72

90

Acintiya/Tintiva (god —see also Sang-
yang Tunggal) — 5 77

Adiparwa (story) — 13 16 3 7 8 9 10
11 12 13 47 73 86 88

Agni(god) — 17 58 21 72 74
Aji Dharma (story) — 74

Angada {monkey) — 17 21
Angkara (god) — 72

Antaboga (god) — 5 53

Arjuna (m.) — 16 17 6 22 23 24 27
29 30 31 3334434445 7374
76 79 82 88 89

Arjuna Metapa (story) — 22 23 44 73

Arjuna Wijaya (story) — 87

Arjuna Wiwaha (story) — 13 22 23 24
44 45 74 82 88

Aswatama/Asuatama (m.) — 30 32
73 89

Aswins (twin gods) — 88

Ayodhya (kingdom) — 87

Barada, Mpu{m.) — 14 36 70
Barong (mythol. being) — 14 6 40
Basudewa (m.) — 43

Basuki (naga) — 1 7 86

Beiyu (god) — 5 8 25 26 72 76 88

Bharatayuddha (story) — 12 13 16 6
27 29 30 31 323343 717679
86 88 89

Bima (m.) — 16 17 25 26 27 29 30
33 34 737476 79 80 81 88 89

Bima Swarga (story) — 27 28
Bisma (m.) — 29 88 89
Boma’s Death (story) — 43

Brahma (god) — 57 8 9 11 49 50 51
5253 717274

Briyut, Mem (f.) — 14 40

Briyut, Pan (m.) — 14 40 41 70 81
Bruna (god) — 57 8 13 21 46 72 86
Buda (god) — 72

Buriswara (m.) — 31
Calonarang (f., story —see also Rangda)
14 35 36

Daha (kingdom) — 13
Daniswara (god) — 5 21 53

Delem (parekan) — 13 3 6 8 9 10 13
15 16 29 30 32 35 46 49 50 51
75

Depat (free-floating head) — 49 50 51
52

Dharma (god) — 5 8 72 88

Dharmawangsa/Yudistira (m.) — 27 29
30 31 33 88 89

Dhirtarastra (m.) — 6 88
Drastadyumna (m.} — 29 89

Drona (m) — 15 6 29 30 31 32 45
88 89

Dropadi/Drupadi (f.) — 29 88 89

Drupada (m.) — 29 89

Durga (goddess) — 36 49 50 51 52 53
73

Durmasana (m.) — 31

Duryodana (m.}) — 6 30 31 32 88 89
Dussusana (m.) — 29 30 31 &9
Dwaja (thunderbolt of Indra) — 31
Erlangga, Prabu (m.) — 14 35

Gadjadruma/Gadjah Derumah, Prabu
(m.)—37 70

Gana(god) — 5 8 72

Gangga (goddess}) — 5 8 53

Garuda (eagle) — 11 12 86

Gatotkaca (m.) — 25

Giri Putri (goddess) — 13

Gowang (headless man) — 49 50 51 52

Hanoman (monkey) — 16 17 16 17
18 19 21 25 26 73 76 78 79 80
81 86 87 88

Hastina (kingdom) — 88 89



Indra (god) — 5 8 9 21 24 29 31 45
46 19 50 51 52 71 72 76 87 88

Indrajit (demon) — 17 87
Indrakila {(mountain) — 88
Irarungg (witch) — 36
Irawan (m.) — 29

Ishwara/Iswara (god) — 5 7 8 11 53
72

Jatayu (eagle) — 15 42 87

Jayadarata (m.) — 30 31 89

Jembawan (monkey) — 17 21

Kala (god, story} — 13

Kala Rauh {(demon) — 9 10 71 73 86

Kala Sungsang (demon) — 14 49 50 51
52

Kalika (witch) — 35 36

Kanwa (resi) — 6

Karna (m.) — 16 6 30 31 32 43 88
89

Kertasena (m.) — 31
Kertasuta (m.) — 31
Kertawama (m.} — 29
Ketut Subaya (m.) — 41 81

Korawas (100 brothers) — 13 15 6 29
30 31 3233 71 7379 88 89

Koripan (kingdom) — 13

Kripa (m.) — 30

Krisna (m., incarnation of Vishnu) — 16
629 30 3343 71 89

Kubera (god) — 8 9 46 72

Kumara (god —see also Semara) — 72

Kumbakarna (demon) — 18 87

Kunti (f.) — 17 6 27 30 88

Kwaca, Detia (demon) — 45 88

Laksamana (m.) — 17 14 15 16 17
21 86 87

Laksana/Laksana Kumara (m.) — 30
31

Langka (kingdom) — 16 16 18 21 78
86 87

Lembu, Prabu (‘king bull’) — 39
Linggwutbawa (lingga of Siwa) — 5
Ludra (god —see Rudra)

Madrim (f.) — 27 88

Madrin, Patih (m.}) — 74

Mahabharata (story) — 13 25 75 86
88

Mahadewa (god) — 8 11 72

Maheswara (god) — 11

Malat (story) — 13 4 42 81

Maling Naguna (m.}) — 35

Mandara (mountain) — 7 8 86

Marica (demon) — 87

Meisora/Meiswara — 5 72

Milky Ocean (story of the churning) —
789 707386

Morda (parekan) — 1315 3 89 14
15 16 17 21 22 23 24 27 29 30
333444 46 7576 79 82

Muka (demon) — 88

Nakula (m.) — 17 27 29 30 33 88
89

Nala (monkey) — 16 87

Narada (resi) — 6

Narasinga (god) — 5

Pandawas (five brothers) — 12 13 15
17 62527293033 717988
89

Pandu (m.) — 88

Panji (m.) — 13 4 42 49 50 51
Parikrit (m.) — 30

Pasupati (arrow) — 24 82 88
Pertiwi (goddess) — 5 7 8 53
Purasada (demon) — 46

Rama (god) 5 9 53 72

Rama (m., incarnation of Vishnu) — 13
16 14 15 16 17 20 21 71 76
86 87

Ramayana (story) — 13 16 17 14 15
16 17 18 20 21 25 42 71 75
76 78 86 87
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Rambut Sedana (god) — 73

Rangda (witch) — 14 6 35 36 40 70
Ratih (goddess) — 5

Ratna Mengali (f.) — 14 35

Rauh (god) — 72

Rawana (demon) — 13 16 15 16 17
21 42 78 86 87

Rudra/Ludra (god) — 5 8 11 32 33 46
72

Rukmaratha (m.) — 29

Sadewa (m.) — 17 27 29 30 33 88
89

Sakadurma (m.) — 31

Sakuni (m.) — 6 30 31 &9

Salia(m.) — 16 29 30 32 33 73 89

Sambu (god) — 5 8 9 11 53 72

Sambu (m.) — 43

Sangkaia fgody — 5 8 9 11 53

Sangut (parekan) — 13 3 8 9 13 15
16 29 30 32 46 49 50 51 75

Sangyang Tunggal (god) — 77

Sarabasa (m.) — 31

Saraswati (goddess) — 5

Satyaki (m.) — 6 29 30 89

Satyawati (f.) — 33

SemaraéSgnara (god—see also Kumara)

Senjuruh (m.) — 31

Shanka (m.) — 12 29

Shukasharana (demon) — 16

Sidemalung (boar) — 49 50 51 52

Sikandi (m., previously f.) — 15 29
89
Singga, Prabu (‘king lion’) — 38 39

Sita(f.) — 17 14 15 20 21 42 78 86
87

Siwa(god) — 57 8 9 11 13 21 24 38
39 49 50 51 52 53 71727374
76 77 82 88

Sri (goddess) — 8 49 50 51 52

Sri Bulan (goddess - see also Bulan) —
86

Subali {monkey) — 20 73 87
Subhadra (f.) — 30

Sugriwa (monkey) — 16 16 17 18 20
21 73 86 87

Sumitra, Begawan (m.) — 3
Sunda (demon) — 47 86
Sundari (f.) — 30

Suprabha (nymph) — 45 88
Surpanakha (f. demon) — 86
Surya (god) — 72 88

Suta {m.) — 6

Sutasoma (m., story) — 17 3 46
Swarga (Yama's Hell) — 27 28 44
Sweta (m.} — 12 29 89

Tantri (f_, story) — 13 14 2 37 38 39
Tatakabia (f. demon) — 14

Tilotama {(nympn) — &7

Tintiya (god — see Acintiya)

Trijata (f.) — 21

Twalen (parekan) — 13 14 15 16 3 5
8910 14 15 16 21 22 23 24 27
29 30 33 34 42 44 46 49 50 51
75 76 77 79 82

Ulupwi (f. snake) — 29

Uma (f. aspect of Siwa) — 5 49 50 51
52 73

Upasunda (demon} — 47 86 88
Uttara (m.) — 12 29
Uttari {(f.) — 30

Vibisana (demon—in m. form) — 16 17
21 87

Vishnu (god) — 13 16 57 8 9 10 11
12 49 50 51 52 53 717274 79
86 89

Whartbala (m.} — 31

Wilmana (vehicle) — 21 87

Wirata (m., kingdom) — 12 29 88 &9
Wraspati (god) — 5 13 45 72

Yama (god) — 5 21 27 28 46 72
Yudistira (m. — see Dharmawangsa)



GLOSSARY

amerta — water of immortality.

anak buncing — male and female twins
(cf. No. 13).

ancur — kind of glue used to ‘fix’ the
paints, in the preparation of the
cloth, and in the application of gold
leaf.

atal — a yellow pigment of unknown
composition used occasionally in
the paintings at the finishing stage
(cf. No. 21).

bala — a soldier (cf. No. 29).

bale — a pavilion or structure within a
house-, court-, or temple-yard.

banjar — a ward within a village, usual-
ly with grouped residence and a
shared origin-temple (see: pura

pusehy}.

begawan — term (and title) for a
Ksatria who has become a high
priest.

betara — title for gods, e.g. Betara Kala
(see note on spelling, p. 4).

Branmana — one ol the tntee ‘mgh
castes’ (see: triwangsa). Of the
priestly caste. Brahmana priests
are the ‘high’ priests of the Hindu-
Balinese religion (see pedanda).

bulu — facial or body hair, considered
indicative of a coarse nature (cf.
Figs. ii, vi, pp. 15, 16).

buta — class of demons. In the plin-
tangan they are shown as animal-
headed human beings (cf. Nos.
49-52). .

condong — female servant, the counter-
part of Twalen or Morda.

dalang — the puppeteer of the shadow-
play (see wayang kulit), considered
to be a priest with exorcist powers
(cf. Nos. 13, 42).

demang; demang-demung — title of a
junior minister in the stories about
the Javanese and Balinese courts.
Always shown bald in Balinese
painting (cf. No. 4, p. 14).

detia — term (and title) for a class of
demons, the original opponents of
the gods in the Adiparwa. They
were mostly destroyed, but the odd
one pops up later, e.g. Detia
Kwaca in the Arjuna Wiwaha.

dewa — god.

Dewa Agung — the title of the raja of
Gelgel and later of Klunkung—the
senior raja in Bali. It means lit-
erally ‘highest god’.

gong — Balinese orchestra (cf. No. 42).

gunungan the central ‘tree-on-
mountain’ puppet in the wayang
kulit, also called a kayanon (see
illus. p.77).

halus — a general term for the highest
refinement in behaviour and in
workmanship. In painting it refers
to a variety of the best finishes (see
p. 11).

ider-ider — painting in a horizontal
strip format (see p. 7).

kain — length of cloth, worn by both
men and women as a sarong.

kain poleng — the loincloth worn by
certain characters who exhibit
positive spiritual force, particularly
Twalen, Bima and Hanoman (see
illus. pp. 76, 80, and poleng).

kaju-kelod — Balinese axis ol orienta-
tion, ‘mountain-sea’, important in
all aspects of life, and the basis of
arrangement for certain paintings
(cf. No. 11).

kajeng-kliwon — a day which occurs
once every 15 days, when the day
kajeng of the three-day week co-
incides with the day kliwon of the
five-day week.

kasar — a general term for crude. In
painting, used for the most basic
level of finish, given to cheap paint-
ings (see p. 11).

Kawi — the literary language, based on
Old Javanese, of the Javanese and
Balinese Hindu cultures.

kayonan — see gunungan.

kepeng — Chinese coins with a hole in
the centre. Used in Bali in many
religious contexts. Many of the god
images are made of kepeng and
sandalwood (cf. illus. p.73). Also
used as curtain rings for langse
(cf. No. 21).

ketu — form of head-dress used by
priests, holy men, and Arjuna
when he is meditating (cf. Fig. vii,
p. 15).
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Ksatria — one of the three ‘high castes’
{see: triwangsa). Term used for
members of the warrior and ruling
caste in Bali.

kincu — Chinese vermilion, tradition-
ally imported and used as a source
of red pigment in the paintings
(cf. No. 22).

kober — tlag (seep. 8).

kris — the Indonesian and Malay cere-
monial dagger closely associated
with masculinity and the muystical
health of the owner and his family.

langse — form of painting used as a
curtain (seep. 7).

lawa — a special ceremonial food pre-
pared by finely chopping pork and
mixing with chopped onions and
chili, the whole being bound
together with blood. It is eaten both
raw, and cooked as sate.

leyak — female witch (cf. Nos. 35, 36).

lingga — symbol of a phallus in Hindu
mythology (cf. the lingga of Siwa,
Linggwutbawa, in No. 5).

lintang — star (see: plintangan).

fontar — dried palm-leaf used for
writing and drawing. Incisions are
made in the face of the leaf with a
sharp point, and are filled with ink
or soot. The sheets are bound
together into book form (cf. illus.
pp-78,79).

lontek — pennant (see p. 8).

makara — kind of mythological sea
monster. It occurs as one of the
constellations in plintangan (cf.
Nos. 49-52).

mantra — magical formulae or prayer
forms used by priests and other
qualified people in a ritual context.

mantri — the highest rank of minister
(political position) in the Balinese
courts.

meru — a pagoda-like structure of many
roofs, used in temples, to indicate
the status of the founder of a par-
ticular shrine. Meru must have an
odd number of roofs, up to a max-
imum of 11.

Mpu — title applied to priests of great
learning and power, e.g. Mpu
Barada (cf. No. 36).

mudra — conventionalised gestures or
postures of the hands and arms—
often denoting emotion.

naga — mythological snake or serpent,
always shown crowned (cf. No. 1).

nimbus (English) — a bright cloud
surrounding deities when they
appear on earth. In Balinese paint-
ing it is characteristically yellow,
with a spiky edge (cf. gods in
No. 5).

odalan — the festival, which should last
three days, celebrating the ‘anni-
versary’ of the founding of a
temple, held once in every 210

days.
padma — the lotus (cf. No. 21).
pamurtian — a nine-headed demonic

form assumed by gods and some
divine characters when their anger
is aroused (cf. Nos. 32, 46).

panah — arrow

panah Twalen — the characteristic
phallic arrow used by Twalen (cf.
No. 24).

parekan — the four servant figures of
key importance in the Balinese
versions of the Hindu epics—in
both the paintings and the shadow-
play (see p. 75).

patih — title of a high-ranking minister
(king’s advisor) in the Balinese
court.

pedanda — title of a Balinese Brahmana
priest.

peluarga — animal-headed members of
Rama’s army of supporters (see
Ramayana story summary, p. 87,
and Nos. 16, 21}).

plindon — kind of Balinese calendar
(cf. No. 53).

plintangan — kind of Balinese calendar
(see Nos. 49-52, and preceding
explanation).

poleng — black and white check cloth
which is associated with positive
spiritual force. Worn by some
characters (see: kain poleng).

prabu — term (and title) for a Balinese
king {e.g. Prabu Gadjadruma).

prada — gold leaf applied to some
paintings to give an extra halus
finish (see p. 11, and No. 31).



prau — boat.

pudak — pandanus fruit and tree,
symbol of love and of children in
Bali (cf. Nos. 22, 42).

pura — temple.

pura dadia — clan temple.

pura dalem — death temple, usually
placed near the graveyard of a
village.

pura puseh — the origin-temple of a

specific ward or community.
puri — palace.
purnama — full moon.

raja — king.
raksasa — demon.
resi — a heavenly priest, now used in

reference to a Ksatria high priest.

Saka — Hindu year system, 78 years
less than the Christian era.

sakti — spiritual power or holiness
which can exert a real physical
force —as for example when oppon-
ents’ arrows bend or are deflected
or turned into flowers, as they
approach a character who has sakti
(cf. No. 46).

sangging — name conferred by a raja
on a community of painters who
worked under his patronage—
hence Banjar Sangging.

sate — traditional Balinese sate is made
from minced meat {e.g. lawa),
moulded onto the end of a stick and
grilled over embers (cf. scene two,
No.41).

sedang — ‘average’, used to indicate
paintings of medium quality,
neither halus nor kasar (see p. 11).

sembah — a gesture of respect given by
someone of lower caste or rank to
someone of higher status or to gods
(cf. No. 24).

sirih — term for the betel-nut and lime
mixture chewed by many Balinese.
It was conventionally stored in a
special box, carried by an attendant
(seeillus. from No. 4, p. 14).

Sudra — members of the lowest caste in
Bali—which is in effect, anyone
who is not a member of the tri-
wangsa. This ‘caste’ represents
over 90% of the Balinese popula-
tion.

Swarga — a general term for the after-
life, but almost always used to refer
to the Balinese Hell, of which Yama
is the god (see index).

tabing — kind of painting of a rec-
tangular format, hung on walls (see
p.7).

tantri — term used for a frieze of
animals occurring along the bottom
of some 19th century tabing (cf.
Nos. 3, 28). Not to be confused with
the story and character of that
name (see index).

tika — 210-day vear calendar, painted,
or in the form of a wooden tablet
{cf. No. 48a).

tilem — new moon.

trisula — triple-pointed arrow.

triwangsa — the three Balinese ‘high
castes’: Brahmana, Ksatria, and
Wesia. Together these make up
less than 10% of the Balinese
population.

tumpek — a 35-day period in the 210-
day year, formed by the coincid-
ence of the five- and seven-day
week systems, the period covered
by a plintangan (see Calendar
explanation and Nos. 49-52).

wayang — a generic term for many
Javanese and Balinese art and
theatre forms which derive from
the Hindu cultural era.

wayang beber — a Javanese story-
telling form (see p. 77).

wayang kulit — the shadow-puppet play
of both Java and Bali.

wayang lemah — a day-time version of
the shadow-play performed in Bali
on some ceremonial occasions. The
screen is replaced by a hank of
cotton thread (see illus. p. 76).

wayang parwa — term used for stories
played in the wayang kulit, which
are based on the Hindu epics, and
particularly the Mahabharata.

wayang wong — a dance form which in
Bali depicts only the Ramayana
story.

Wesia — one of the three ‘high castes’
(see: triwangsa).

wuku — term for the seven-day week in
the 210-day year.
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