BIMA SWARGA IN BALINESE WAYANG






VERHANDELINGEN

VAN HET KONINKLIJK INSTITUUT
VOOR TAAL-, LAND- EN VOLKENKUNDE

90

H.I.R. HINZLER

BIMA SWARGA
IN BALINESE WAYANG

3
N

VSN

THE HAGUE - MARTINUS NIJHOFF 1981



© Copyright 1981 by
Koninklijk Instituut voor Taal-, Land- en Volkenkunde,
Leiden, the Netherlands.

All rights reserved, including the right to translate
or to reproduce this book or parts thereof in any form.

Printed in the Netherlands.

ISBN 90.247.2468.6



ACKNOWLEDGMENTS

In the final year of my undergraduate studies, the idea of
making a study of the Balinese wayang in its present cultural
setting was suggested by my professor in Archaeology, the
late Th.P. Galestin. For further details on the position of
the dalang and the possibilities of coming into contact with
them, he referred me to the late Dr. C. Hooykaas. Information
received from I Gusti Ngurah Ketut Sangka referring to the
areas of Tabanan and Badung showed that there were many more
dalang than might be expected.

Thanks to grants from the Netherlands Foundation for Tro-
pical Research (WOTRO) and the Bureau of Indonesian Studies,
I was able to visit Bali on several occasions from 1972 on-
wards. In the course of time I decided to pay attention not
only to the cultural aspects of the Balinese wayang, but also
and even primarily to the texts of the plays, their composi-
tion and their thematic elements.

This study could not have been accomplished without the
encouragement and help of the Balinese themselves. All dalang
mentioned in the Appendix of this study were most willing to
help me and patiently endured my frequent visits and inter-
views each year. I am very grateful to them. The head of the
Gedong Kirtya in Singaraja, I Ketut Suwija B.A., turned out
to be a great admirer of wayang and gave valuable information
on the dalang in his regency, Buléléng.

During my stays in Bali and also in Holland Dr. Hooykaas
always gave his kind assistance whenever it was asked for.

It was he who introduced me to the Balinese language and lit-
erature, in particular the religious texts.

I am also grateful to the Royal Institute of Linguistics
and Anthropology (KITLV) which has agreed to publish this
study in its series of monographs, the Verhandelingen. I owe
a great deal to Mrs. M. Heeger-Klarenbeek who typed out the
manuscript and to Mrs. H. Tigchelaar-Schulten of the Editorial
Department of the Institute who spent much of her time on the
layout of the book and on proof-reading.

Leiden, December 1980.



CONTENTS

Acknowledgments

Chapter One. Introduction

1.1

H KRR
oA W

Character and aim of the study
The materials used

Literature on the Balinese wayang
General outline of the study
Spelling

Chapter Two. Survey of the Balinese Wayang

2.1
2.2

N
o)}

PN N
NI ISR N

The Balinese wayang and its location
Stage-properties and function of the types

of performance

General

Stage-properties and function of wayang wengi
Stage-properties and function of wayang lemah,
wayang gedog and wayang benang

‘Wayang and ceremonies

Reasons for a performance

Factors influencing a performance
Specification of ceremonies connected with
performances

The repertoire

Survey of the repertoire

Transfer of the repertoire

Specification of stories connected with
ceremonies

The dalang, his assistants and the audience
The dalang

The distribution of the dalang per regency
The assistants of the dalang

The sponsor of the performance, the audience
and their demands on the dalang

The music and the instruments accompanying a
performance

The requisites of the dalang and their use
The puppets

The making of the puppets

The style of the puppets

The manipulation of the puppets

S ON R

11

11
11
11

17
20
20
22

25
28
28
33

34
41
41
44
48

49

50
53
53
55
56
59



3]

© © WO © W0 00 00 0w W=
B WD W N R

NDNNMNNDNDNDMDNDNDNDNDNDDN

NN HHKMKBEKHERBREHEEHEBRBRHBRRBRR

HEHRHKREBWOOOOO B WN R

[=]

[y

[

w

WWWwWwowowowoweowowowewowaowoww
1N

sy

W N

[\

WWwWwwwwowowow
DU WWwWwNN N

BB R D
[V VI VR )
W N e

Contents

The hammer

The offerings and their mantra

General

The offerings in South Bali

The offerings in North Bali

The differences between the ways of offering
The holy water

General

The preparation of the holy water in South Bali
The preparation of the holy water in North Bali
The term sudamala

hapter Three. The Lelampahan Wayang Bima Swarga

The notation

Introductory remarks

Lingual elements

The exclamations and interjections

The paralingual elements, voice characteristics
The paralingual elements, voice qualities
The tempo of speech

The actions of the dalang

The actions with the hammer

The actions of assistants and musicians
The music of the gendér

The reactions of the audience

The duration of speech and actions

The unintelligible words or phrases

List of symbols used

Data on the performance and the dalang
Stage-properties, the performance and its
recording

The ceremony

The dalang and his background

The puppets

The recording and translation

The recording

The translation

Lelampahan wayang Bima Swarga, text
Translation

Notes

Chapter Four. The Theme of Bima Swarga

General introduction

Data on the theme of Bima Swarga, the material
General

The material on Bima Swarga in wayang

The material on Bima Swarga in the oral
versions of dalang

The material on Bima Swarga in the graphic arts

Vil

59
60
60
60
62
65
66
66
67
69
70

71
71
72
72
73
75
76
77
78
79
79
80
80
80
81
82

82
82
82
83
84
84
85
.86
135
168

187
188
188
188

188
189



viii Bima Swarga

2.5 Literary sources

.3 The theme of Bima Swarga; the main elements

and the two main versions

1 General

.2 The two main versions

3 The concept of swarga

The theme, the versions and their distribution

over the graphic arts

1 Painting

2 Embroidery

.3 Sculptures and reliefs

4 Analysis of the theme

5 Relation between theme or version and function

of the representations

4.5 The theme of Bima Swarga and the versions in
a Lakon

1 Bima Swarga in the performance as such

.2 The distribution of the theme

3 The story underlying a performance

4 Relation of theme or version and ritual

Recapitulation

Chapter Five. Composition of a Lakon

5.1 General

The structure of the performance as a whole
The structuring devices of a lakon
The manipulation of the kekayonan
The ornamentations (panglangkara)
The songs (sesendor)

The exhortations (tandak)

Summary

The sequence of the scenes

The melodies

The use of the different languages
The languages

The use of the two languages

The role of the servants

The Dharma Pawayangan

Conclusion

[SL U G

(S0 G IO NG N 6, B & IS IS B3 I & B9

OO U D WWWWWWN
[JVI SR

[ 39 I 1}

Appendix I

List of abbreviations
Bibliography

Index of names and terms

Plates

194

198
198
199
203

204
204
215
216
223

225

227
227
233
235
237
239

241
242
243
244
260
267
280
282
283
291
298
298
299
303
305
306

307

317

318

327



Chapter One

INTRODUCTION

1.1 Character and aim of the study

This study of the Balinese wayang is based mainly on field-
work carried out during yearly visits to Bali over the
period 1972-1976. The fieldwork in the years 1972, 1973 and
1975 was made possible by the Netherlands Foundation for
the Advancement of Tropical Research (WOTRO), and sponsored
by the Lembaga Ilmu Pengetahuan Indonesia (LIPI).

The aim of the research was twofold: to study on the one
hand the thematic elements and the composition of the plays
(lelampahan wayang), and on the other the religious and cul-
tural background of the plays. I decided to concentrate in
this study on one particular lelampahan wayang, the story of
Bima Swarga, as this story plays an important role in the
religious and cultural life of the Balinese. In the form of
a lelampahan wayang this story is connected in nearly all
parts of Bali with death and post-death rituals. The story
is depicted in paintings and embroideries, which are only
displayed during these rituals. Bima Swarga is also repre-
sented in temple-reliefs and sculptures, but only on the
temples of Durga, the goddess of the burial and cremation-
ground and on the temples of Prajapati, the god of the dead
body.

1.2 The materials used

During the periods of fieldwork materials were collected
from oral and written sources. They consist of recordings
of performances and rituals enacted by daZang, oral and
written texts of wayang-stories, written texts of the da-
lang 's manual, the Dharma Pawayangan, other than those used
by Hooykaas (Hooykaas 1973a), recorded and written inter-
views, and lists kept by several dalang during 1973 and
1975 giving information about the occasion, time and place
of the performance, about the title of the play, and about
the name and social class of the sponsors of the performance.
Reference to these oral and written sources will be made by
their number in the list in Appendix I.

In collecting and analysing the material I received help
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from many Balinese informants. As far as South Bali is con-
cerned, I want to mention in particular the assistance of

I Gusti Ngurah Ketut Sangka and Sagung Putri from Puri Gdé in
Krambitan, and for North Bali, of I Ketut Suwidja B.A., Head
of the Gedong Kirtya in Singaraja. I have moreover made use
of MSS. in the collections of the Gedong Kirtya and the Ba-
lai Penelitian in Singaraja, of the Fakultas Sastra in Dén-
pasar, of the Museum Pusat in Jakarta (coll. Brandes), of
the late Dr. C. Hooykaas in The Hague, and of the University
Library of Leiden.

1.3 Literature on the Balinese wayang

Only a small number of publications contain reference to the
Balinese wayang. Books devoted entirely to this subject are
even more rare. Whatever has been written on the Balinese
wayang is almost completely based on the study of texts, and
rarely on fieldwork.

McPhee was the first to give a fairly comprehensive sur-
vey of a performance and of the composition of the plays in
the regency of Gianyar in Central Bali (McPhee 1936). Being
a musicologist, he devoted himself especially to the study
of the melodies accompanying the different parts of the play.
However, his survey is incomplete and his research is limit-
ed to a very small area, so that his conclusions do not al-
low of any generalization. It also appears from his study
that Central Bali was his standard, since he remarks in a
note that "All is suspect these days and has been for a long
time, from North Bali, where everything in the way of art is
non-typical of true Bali", and that "the dalangs [in North
Bali, H.] had to be admonished for the corrupt way in which
they performed wajang koelit" (McPhee 1936:32). His argument
supplied for this view is the fact that "the temples of
North Bali reveal men on bicycles, aeroplanes, etc." (McPhee
1936:32).

In Covarrubias 1937:236-243 a short description of a per-
formance in Central Bali is given.

Texts of lelampahan wayang were noted down in the forties
and collected by the Gedong Kirtya. This was probably at the
request of Dr. R. Goris, then adviser of the Kirtya. There
are twelve texts. Eleven are from Central Bali (Ubud), and
one is from North Bali (Bratan) (Coll. Gedong Kirtya: lelam—
pahan wayang). It is questionable whether the rendering of
these texts is accurate, as no use was made of tape-record-
ers to record these texts. Probably the same thing happened
with them as with the folktales noted down in that period.
In Hooykaas-van Leeuwen Boomkamp 1949:13 we read of these
folktales that they are not an exact rendering of how they
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are told in the désa, because first the informant wrote them
down as they should in his opinion be, after which their
style and grammer were sometimes touched up by the employees
of the Kirtya. A second objection to this written material
is that, except for the text from Bratan, no information on
the dalang is found in these texts, nor on the occasion for
which the lelampahan can be performed. I shall therefore not
make use of these texts in this study, but shall base myself
entirely on the oral material collected during my fieldwork.

Jones 1959 and Scott-Kemball 1959 contain a description
and stylistic analysis of a few Central and South Balinese
wayang-puppets from the British Museum collectionmns.

Hooykaas 1957 and 1960 discusses the dalang's function as
a lower-ranking priest and as an exorcist on the basis of
MSS. of the Dharma Pawayangan, the manual of the dalang.

In McPhee 1966 a chapter is devoted to the Balinese wayang
and to the music played in connection with it. Except for
some data on the instruments accompanying the performance,
this chapter is identical with McPhee's article of 1936.

In Ensink 1967/68 a comparison of the Javanese and Bali-
nese wayang is made. An interpretation of the actions of the
Balinese dalang, of his repertoire and his attributes is
given. Finally an attempt is made to explain the figure of
the Balinese dalang. This article is based mainly on data
from Central Bali, derived from the existing literature on
wayang (McPhee 1936, Covarrubias 1937, Hooykaas 1957, 1960)
and the eleven texts of the Gedong Kirtya. Only in two cases
were other regions involved, i.e. Bratan in North Bali, since
the Gedong Kirtya lelampahan from the dalang Bapa Méndra was
used, and Krambitan in the south of Bali, as a few facts are
based on information from the informant I Gusti Ngurah Ketut
Sangka, who lives in Krambitan. The views expressed in this
article cannot be regarded as general, since in the absence
of sufficient data on the wayang in other parts of Bali, one
cannot generalize on the basis of facts known mainly from
Central Bali.

The most important study of the Balinese wayang is by
Hooykaas. Kama and Kala (Hooykaas 1973a) is based entirely
on written sources. In it four texts of the manual of the
dalang, a main text and three smaller, different, texts are
presented. The method followed by the author in compiling
what he calls the main text is its reconstruction on the
basis of 16 widely divergent texts originating from differ-
ent parts of Bali. All relevant materials from these 16 texts,
which he calls the "minority texts", are incorporated in his
main text (Hooykaas 1973a:12). By using this comparative
method the author could not do full justice to the different
local traditions. In particular the North Balinese tradition
is put too much into the background.
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Hobart 1976 contains a description of wayang-puppets, and
some notes on their making and colouring. Her article is the
result of fieldwork done in South Central Bali from 1970-1972.

The Balinese themselves have published only a few articles
on the subject. Sugriwa 1963 gives data on the occasion on
which a wayang performance can be given. He stresses that the
contents of a lelampahan wayang have to agree with the charac-
ter of the ceremony it accompanies. He gives the titles of
lelampahan, especially those performed during death rituals,
and also mentions the names of the various parts of which a
lelampahan wayang consists. These names are typical of North
Bali. He notes a version of the introductory text (pangaksa-
man) recited by the dalang at the beginning of the perform-
ance. As will be shown below, this text is typical of North
Bali. However, the author does not state that he derives his
data from this region, nor that they are characteristic of
this region only. The value of Sugriwa's article lies in the
fact that he provides data on the North Balinese tradition.
Later authors using this information, however, give the im-
pression that they regard it as general, and applicable to
the situation in the whole of Bali. Nevertheless, it is not
surprising that Sugriwa's standard should be the North Bali-
nese tradition, since he comes from Bungkulan in North Bali,
where his father was a dalang.

Museum Bali 1969 is a collection of seven very short
articles on wayang by various authors. In four of them
(Darsana:1-4; Arthanegara:4-7; Bagus:7-9; Widia:9-11) the
relation of the wayang performance to the relevant ceremo-
nies is dealt with, and the names of melodies accompanying
a play are listed. The way in which this information was col-
lected (literature-study or fieldwork) is not described, nor
are the regions (North Bali, Central, East, West or South
Bali) from which the data originate. The point made in the
remaining three articles (Gerija:11-13; Bagus:14-16; 16-18)
is that the quality of the performances is low in comparison
with the past, so that the dalang need upgrading, and books
on wayang have to be published in order to enlighten the Ba-
linese.

In Listibiya 1974 we find six short articles on the Bali-
nese wayang written by various authors. Three of them (Sim-
pen:1-7; Kawén:7-9; Bandem:10-12) deal with specific top-
ics such as the meaning of the words wayang and ringgit,
the existence of two types of performance, i.e. with and
without a screen, and the repertoire. Names of melodies ac-
companying a performance are enumerated, without mentioning
the region in which they are used. One article (Arthanegara:
13-15) gives information on the Wayang Festival held in
Dénpasar in 1971, and another one (Arthanegara:16-23) is on
wayang for tourists. The sixth article (Arthanegara:24-25)
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urges the Balinese to do research on the Balinese wayang.

It is very likely that most data given in these articles are
derived from the existing literature on the wayang (McPhee
1936, Sugriwa 1963), although this is not explicitly stated.
It is remarkable that the existence of different local tradi-
tions is not taken into account.

In Museum Bali 1975 three lelampahan wayang and one Dharma
Pawayangan, all from the Gedong Kirtya-collection, have been
published. The lelampahan wayang form part of the texts con-
structed in the forties.

Of Musewn Bali 1977 chapters 1 - 3 by Arthanegara provide
data on the Balinese wayang. The puppets, the classification
of the repertoire, the dalang himself, the melodies accompa-
nying the performance, and the function of the wayang are
dealt with. These three chapters are a recapitulation of what
already has been written on this subject in McPhee 1936,
Sugriwa 1963, Museum Bali 1969 and Listibiya 1974. Again no
distinction is made between the existing local traditions, so
that data applicable only to Central, East, South and West
Bali - for instance the requisites of the wayang performance
without a screen (Musewum Bal? 1977:10,11), the use of four
metallophones to accompany a performance, and the shape of
the chest in which the wayang-puppets are kept (Musewn Bali
1977:26) - are given as though they refer to a general situ-
ation in the whole of Bali. In the fourth chapter we find the
(hazy) photographs of the collection of wayang-puppets of the
Dénpasar Museum; they are provided with a brief description
of the puppets. It is a pity that the region of origin of the
puppets is not stated, nor the repertoire to which they be-
long, nor the year of their acquisition. Information of this
kind is of importance to students of the styles of wayang-
puppets.

1.4 General outline of the study

It is clear from the above that at present there exist no
descriptions of the Balinese wayang, its performance and its
repertoire in their full local diversity. I therefore con-
sider it far from superfluous to begin with a survey of the
Balinese wayang on the basis of data collected during my re-
cent fieldwork. This will be done in Chapter Two.

To realize the first part of my aim - the study of the
theme and composition of a wayang-play - I used as a start-
ing-point the lelampahan wayang Bima Swarga performed in 1972
by the dalang Pan Jeger from Beraban (regency of Tabanan).

A transcription of the recording and an annotated translation
of the text are provided in Chapter Three.

In Chapter Four an analysis is given of the Bima Swarga
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theme and its religious and cultural background, in order to
realize the second part of my aim. I shall first make an ana-
lysis of the theme of the play of Chapter Three and make a
comparison of the treatment of the theme of Bima Swarga by
other dalang. To arrive at an understanding of the theme as
it is worked out in a wayang performance, I shall also inves-
tigate the occurrence of the theme of Bima Swarga in various
other art forms (the graphic arts, literature). It appears
that two versions of the story of Bima Swarga exist. In the
first of these the story is not elaborated and only one theme
is treated. In the second version the story as well as the
theme are elaborated to a greater extent. In literature and
the graphic arts the elaboration takes place in such a way
that two particular elements of the one theme are developed.
In wayang however, two parallel themes can be distinguished.
This development is peculiar to wayang.

By examining the theme of the story of Bima Swarga and
the versions of this story used in the wayang performances,
as well as in other forms of art, we may arrive at an insight
into the relation between theme and version on the one hand,
and the ritual and cultural aspects with which they can be
connected on the other.

Chapter Five is on composition. Here I shall deal with
the question of whether any rules of composition for a Bima
Swarga performance in particular and for wayang performances
in general exist. The next question to be dealt with will be
whether similar rules of composition exist in other art forms.
We may distinguish between three levels of generality in com-
position: that of a particular wayang performance, that of
wayang performances in general and that of the treatment of
any story in a theatrical or graphic art form. In the descrip-
tion of the composition, we may distinguish several structural
layers or dimensions.

I shall first present an analysis of the composition and
the structural layers of the play rendered (level 1), then
I shall treat their relationship to the composition and the
structural layers of wayang-plays in general (level 2); and
finally I shall deal with those of plays in the live theatre
and of representations in the graphic arts. The next step
will be to check whether the dalang's manuals also inform us
of prescriptions for composition. In this way I will try to
arrive at an insight into the characteristics of composition
of a wayang-play in the context of art in general.

1.5 Spelling

This study is based on an oral text recorded on tape. When
these recordings have to be committed to writing one has to
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decide on a spelling system. Here we are confronted with a
problem, since the dalang makes use of different language
material. The dalang himself is aware of this plurality.

For the speech of higher-class characters and for mono-
logues not supposed to be spoken by a puppet, the dalang
uses a language which is called basa kawi or basa jawi kuna
by the Balinese themselves. In addition the dalang uses words
and quotations from poems which according to Zoetmulder's
definition belong to 0ld and Middle Javanese literature (Zoet-
mulder 1974:25-31). They consist mainly of religious terms or
literary words, alien to present-day Balinese with the excep-
tion of a small number of Balinese loans.

The dalang firmly believes that he also uses Sanskrit
words and phrases, namely in reciting mantra and stava.

As to the Balinese language used by our dalang, this is
Balinese as spoken in the regencies of Tabanan and Jembrana,
which differs phonetically and grammatically from Balinese
spoken in the north and in Central and East Bali.

In view of this situation I have decided not to adopt a
uniform spelling system for all that is spoken by the dalang.
For all those elements that are supposed to be basa kawi and
for words and quotations which are still felt to belong to
01d Javanese and Middle Javanese literature, the system of
spelling 0ld Javanese as found in recent learned publications
has been adopted, with the sole reservation that I have not
followed the custom of writing affixes as separate words
(sahurira, not sahur ira). 1 believe that the adoption of
this system is justified not only by the awareness of the
dalang that he is using a language that is different from
Balinese and not understandable for the majority of his au-
dience here, but also by the dalang's deliberate use of a
manner of pronunciation for this language material which is
different from the usual Balinese pronunciation. Although I
do not pretend to be complete, the most prominent features
of his delivery of 0l1d Javanese passages are: (1) a slower
rate of speech, (2) a pronunciation with distinct marking of
the syllables and the syllable divisions: ang-u-la—-ti instead
of the normal angulati, (3) the unusual presence of % in in-
itial position: hana instead of ana.

Conversely, certain features of the Balinese sound system
are carried over into the dalang's pronunciation of 01ld Ja-
vanese, such as (1) the /p/ in final position, instead of
/a/ or /a:/; this is only the case in the spoken texts, and
never in the quotations from kakawin in song; (2) a velar
nasal in intervocalic position where the Javanese has a clus-
ter of velar nasal with homorganic stop, for example:

/ palunuh / instead of / palusguh /; and (3) a simple nasal
where the Javanese has a cluster of a nasal with a dental or
bilabial stop, for example: / jamat / instead of / jambat /,
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/ kemasn / instead of / kembas /, / Kamanalu / instead of
/ kamandalu /.

For the Sanskrit mantra and stava the romanization which
is current in America and in most European countries has been
used, in spite of the fact that the dalang in the pronunci-
ation of these Sanskrit passages is influenced by his native
language. The most prominent Balinese feature again is the
use of /2/ in positions in which Sanskrit has /a/ or /a:/.

As for the spelling of Balinese spoken by our dalang no
simple solution was available. The reasons for this were two-
fold. In the first place the current official Balinese spell-
ing as set out in the preface to the Kamus Bali-Indonesia
(1978) does not go into the question of which variety was
taken as a norm, and does not take into account the not unim-
portant differences between the various dialects spoken in
Bali. In the second place the dalang does not make use of
only one, but of several varieties of Balinese.

The current official spelling of Balinese is partly influ-
enced by the work of Schwartz, who was the first to devise a
system of spelling for Balinese in aksara following modern
practices (Schwartz 1931: parts I and II). It is only in part
IITI that -he puts forward a mode of spelling for Balinese in
Latin characters. The basic principle of this system is to
maintain a clear correspondence with the aksara-spelling.

The spelling in Latin script in use in Bali since 1931 is
partly influenced by Schwartz' principle, and partly adapted
to the actual pronunciation in certain regions. This has led
to inconsistencies, the most obvious one of which is the ren-
dering of the p&p&t. For this vowel three different spellings
were used: e¢ (as in kelod for / kalod /, south, a (as in paa,
for / psa /, thigh, or zero (as in tka, for / toksa /, to
come). In the current official orthography only two spellings
are used for the p&pdt: e and a. In final positions the p&pdt
has to be rendered with a (déwa, god), in penultimate ones
with e in the case of a combination of vev (kema, to come),
and with a in the case of a combination of vv (paa, thigh).
The antepenultimate p&pdt is always written as e (segara,
ocean).

We cannot here go into the question as to which spelling
is the most adequate for the whole of the Balinese dialects.
This can of course only be answered through research into
these dialects, their phonetic system and the socio-linguis-
tic situation.

As to our text the situation is as follows. In the first
place our dalang makes use of what one may call general Bali-
nese, that is Balinese as spoken and understood by all the
Balinese over a wide area. Secondly the dalang uses his own
dialect. This is the form of Balinese spoken in the regencies
of Tabanan (T) and Jembrana (J). Thirdly the daZang occasional-
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ly uses forms belonging to other Balinese dialects, but with

a pronunciation and with grammatical characteristics which be-

long to his native dialect.

Balinese of the regencies of Tabanan and Jembrana differs
from Balinese spoken in most other regions in the following
respects:

(1) An open o in final position, where the Balinese language
of the other regions has a pépdt.

Example: (T,J) / dew>: /, (other regions) / dews /, god.

In nouns this open o is unaffected by suffixation, while

in Balinese of the other regions the p&p&t alternates with

a or a: when a suffix is added.

Example: (T,J) / dew>:ne /, (other regions) / dewa:ne /,

his god.

(2) The form of the demonstrative suffix. In Tabanan and Jem-
brana this suffix is always - 2, while in the other re-
gions it is - e after a consonant, and - ne after a vowel.
Example: (T,J) / dew>:o /, / umahs /, (other regions)

/ dewa:ne /, this god, / umahe /, this house.

(3) The form of the so-called possessive suffix of the third
person, which is in Tabanan and Jembrana - »n2, but in the
other regions - ne.

Example: (T,J) / dew>:ns /, (other regions) / dewa:ne /,

his god.

(4) The form of the suffix - an, whiech is used to make a verb
transitive. In Tabanan and Jembrana this suffix is - an,
while the other regions have - aj.

Examplz:: (T,J) / naturan sembah /, (other regions)

/naturan sambah /, to honour with a sembah.

When considering the varieties of Balinese spoken by our

dalang during his performance, we find that in the beginning

he mostly uses the forms of other areas, but as he advances
he shows an increasing tendency to fall back on the phonetic
and grammatical characteristics of his own dialect. In addi-
tion, we find that the dalang, influenced by the fact that
the demonstrative suffix has two forms in the regencies out-
side Jembrana and Tabanan, also uses a demonstrative suffix

- no after a stem ending in a vowel. As he advances, our

dalang uses more and more frequently such mixed forms, com-

bining traits of his native dialect with those of other areas.

Examples are: (1) an expression such as / car>: caina /, like

you, which is a blend of (T,J) /cary: cais/, and (other

regions) / cars caine /, (2) a pronunciation such as (our
dalang) / Yamalok>:ne /, the Yamaloka, which is a blend of

(T,J) / Yamslok,:s / and (other regions) / Yamsloka:ne /.

It is evident that by our dalang the pronunciation /y:/
was suppressed in a performance, while I noticed that in his
daily speech this was not the case. The same holds good for
the other dalang in this area (C/ 18, 32, 45, 89, 93, 195).
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This can be explained by the fact that the pronunciation
/>:/ is generally considered uncivilized country speech. The
daZang performing not only in his own area but also in other
regencies does not want to make himself ridiculous, so he
tries to adapt his speech by avoiding his own local dialect.
Even when he is performing in his own area he tries to speak
Balinese of the other regencies, or he uses mixed forms, to
gain prestige.

In view of these facts and in view of our lack of informa-
tion about the Balinese dialects, I have decided to use a
spelling which at least has the virtue that it reflects some
prominent characteristics of the dalang's dialect. I have con-
sistently spelled -an for the suffix which is elsewhere -ang,
and I have introduced J for the so-called open 0, and &€ for
the p&p&t, but I used this only in the demonstrative and pos-
sessive suffixes of Tabanan and Jembrana. Otherwise I have
followed the official spelling of Balinese of the Kamus Bali-
Indonesia 1978, including the use of & (Kamus Bali-Indonesia
1978: III).



Chapter Two

SURVEY OF THE BALINESE WAYANG

2.1 The Balinese wayang and its location

The Balinese wayang is performed in Bali itself, with its
eight regencies Buléléng (North Bali), Karangasem, Klung-
kung (including the island of Nusa Penida), Bangli, Gianyar,
Badung, Tabanan and Jembrana (South Bali), as well as in the
western part of the island of Lombok, which was under the
authority of the princes of Karangasem from the middle of
the 18th century till 1895 (Cool 1896:75, 246-275). As a re-
sult, the population of that part of Lombok consists partly
of settlers from Karangasem (fig. 1).

In this whole area we meet, in contrast to Java, only one
type of puppet-play, namely that with flat leather puppets.
These are called ringgit (Ami; Kamus Bali-Indonesia 1978:
479), or wayang (Asi; Kamus Bali-Indonesia 1978:644) in Ba-
linese. The form of theatre itself is also called wayang.

I will adhere to this usage and employ the term wayang for
the puppet as well as for the form of theatre.

2.2 Stage-properties and function of the types of performance

2.2.1 General

Two types of performance are found. The first is generally
called wayang wengi (wengl, evening), or wayang petenyg
(peteng, dark), as the performance takes place during the
night (inf. nos. 1, 13, 19, 21, 23, 31, 53, 55, see Appendix
I). The second is called wayang lemah (lemah, day) in Tabanan,
Badung, Bangli, Gianyar, Klungkung and Jembrana (inf. nos.
3, 14, 17, 27, 53, 55), as the performance usually takes
place during the day, or wayang gedog (gedog, chest) in Gia-
nyar, Karangasem and Lombok (inf. nos. 21, 23, 55). In Bulé-
léng it is called wayang benang, (benang, cotton thread),
but it is also known as wayang lemah (inf. nos. 25, 61).

2.2.2 Stage—properties and function of wayang wengt

(fig. 2a, b)
The stage is a small bamboo hut on poles, generally called
panggung (inf. nos. 13, 14, 17, 27, 53), but in Jembrana also
called reranggon (inf. no. 55; plates 1,2).
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Karangasem Badung
24. Besakih 47. Abian Semal

25. Amlapura

26. Boda Kling

27. Tengangan
28. Sidemen
Bangli

29. Kintamani
30. Songan
31. Trunyan
32. Abang

33. Buahan
34. Yéh Panas
35. Bangli
Klungkung

36. Klungkung
37. Gélgél
38. Kamasan
Glanyar

39. Ubud

40. Bedulu
41. Gianyar
42, Sidan

43. Mas

44. Blahbatuh
45. Sukawati
46 . Celuk

48, Mengwi

49. Sibang Gedé
50. Kaba Kaba
51. Buduk

52, Dénpasar
53. Kesiman

54. Sanur
Tabanan

55. Blayu

56. Tunjuk

57. Tabanan

58. Kediri

59. Beraban

60. Tanah Lot
61. Krambitan
62. Panarukan
63. Dukuh Pulu
64. Bantas Balé-Agung
Jembrana

65. Mendoyo dangin Tukad
66. Jembrana
67. Negara
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Fig. 2a. Stage-properties as in North Bali, wayang wengi and
wayang benang.

1. gedebong with screen 6,7. assistants

2. lamp 8. gendgr panggmbang Jublag
3. chest 9. gendér pangisep

4, 1id 10. gendér player, leader

5. dalang 11, gendér player

It is set up temporarily by the side of a road or in an open
place. The front of the building faces the north or the east,
as these directions are auspicious. A screen, generally call-
ed kelir, 0.50 m. long and 1.50 m. high, is tightened by
means of sticks inserted into its hems. It is erected against
the front of the panggung, just above the banana-trunk (plate
1). Its function will be discussed later. The lower side of
the screen is fastened with bamboo or with iron pegs to what
is everywhere called the gedebong (plates 1, 2, 14, 15).

In Buléléng it consigts of two soft trunks of the banana-
tree, tied on top of each other (plates 1, 2). The trunks
are about two metres long. At both ends a smaller trunk is
erected perpendicular to the two big trunks. All these trunks
are used for inserting the puppets. The uppermost trunk is
for the higher ranking characters, so that they really stand
out, and the lowermost is for putting in the puppets of the
humble servants. In the small side-trunks puppets not used
in the play are inserted.

In the other parts of Bali, except for Jembrana, the
gedebong consists of only one trunk, about two metres long
(plates 5, 14). The higher ranking as well as the lower
ranking characters have to be inserted in one and the same
trunk, so that they do not differ so much in size. In the
regency of Jembrana a second small trunk is sometimes placed
perpendicular to the right end of the big trunk. It serves,
as in Buléléng, to insert the puppets not used in the play.
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Fig. 2b. Stage-properties as in other parts of Bali, wayang
wengz.
1. gedebong 8. gendér pangumbang } 3
2. lamp 9. gendér pangisep f Jublag
3. chest 10.  gendér pangumbang ,
4. 1lid 11.  gendér pangisep kantil
5. dalang 12. gendér player, leader

6,7. assistants 13-15.gendér players

An oil-lamp is suspended from a chain parallel to the
screen. There are different types of lamp. In Buléléng it
consists of an iron pot that contains the o0il and several
wicks, fastehed to a rectangular wooden back-piece. In the
side facing the dalang an upside-down demon (buta sungsang)
is carved (plate 3a). In Karangasem and Lombok the oil-con-
tainer is made of black earthenware. It has the shape of a
human or animal head. Instead of a nose it has a spout for
the wick. The rectangular back-piece of the lamp is made of
plain wood (plate 3b). In the other regencies of Bali the
lamp consists of a black earthenware pot with a spout held
in an iron ring in the wooden back-piece (plate 4a). Usually
a head of Boma (Boma being the demonic son of Pretiwi, the
Earth Goddess) is carved on the back (plate 4b), but in Bangli
I often saw that it was decorated with a lotus with creepers
(plate 4c). The lamp is called damar pawayangan or Sembé in
Buléléng (inf. nos. 26, 27, 29, 30), damar, but also cangkok
or dila in Lombok (inf. nos. 55, 56), ploncor in Tabanan and
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Badung (inf. nos. 1, 4, 10, 13), and sembé or suar wayang in
Bangli and Gianyar (inf. no. 53). In Klungkung it is some-
times called bléncong but mostly damar (inf. no. 55).

The chest in which the puppets are kept is also an impor-
tant stage-property used during the play. It is called kropak
in Tabanan and Klungkung (inf. nos. 1, 4), grobag in Lombok
(inf. no. 55) and bedog in Téjakula, the eastern part of Bu-
1éléng (inf. no. 31), but in the other parts of Bali it is
known as gedog (inf. nos. 1, 4, 19, 21, 26, 30, 49, 53).

There are two types of chest. In Buléléng it is rectangu-
lar, measuring about 0.80 m. in length x 0.41 m. wide x 0.40
m. high (inf. nos. 31, 50), and it is made of the wood of the
intaran-tree (Aziadirachta indica, KBWB I1:58). In the other
parts of Bali it has the shape of a trapezium, the longest
parallel side measuring 0.75 m., the shortest 0.50 m., while
the length of the other two sides is about 1.25 m. The height
is 0.25 m. The chest is made of the wood of the ketéwél-tree
(Artocarpus integrifolia, Juynboll 1923:310). These kinds of
wood are used expressly, as they resound the tapping of the
dalang's hammer better than other kinds of wood.

During the performance the chest is placed perpendicular
to the gedebong on the left side of the dalang, he himself
sitting in the middle of the stage facing the gedebong in
front (see fig. 2a,b). In Buléléng the shortest side of the
chest is placed against the gedebong, and in the other parts
of Bali it is the longest of the parallel sides that is
placed against it.

During the performance only the dalang together with his
helpers and the musicians are present in the panggung. Other
persons are not allowed to enter and look at the performance
from the inside. The puppets are held by the dalang against
the screen and they are illuminated by the lamp. They are
visible from outside the panggung as black or slightly col-
oured shadows. The audience stands or sits outside the pang-
gung. The dalang say that the performance is given on behalf
of the audience and to amuse them. In Buléléng and Jembrana
a performance starts at about 9.00 p.m. In Buléléng the du-
ration is about four or five hours, in Jembrana it is less.
In the other parts of Bali a performance does not start un-
til 10.30 p.m. and the duration varies between two and five
hours.

The wayang wengi can, apart from a few exceptions to be
dealt with later, only be performed on the occasion of a
ceremony, but it does not take place at the same time as the
ceremony with which it is connected. In most cases the per-
formance takes place on the night following the ceremony.

In one case (sapu(h) 1égér) the ceremony is represented only
by the performance.

I intend to explain why during a performance of wayang
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wengt a screen and a panggung on poles are used. The stage

is erected outside the compound in which the ceremony takes
place. Everyone and everything within the panggung must be
ritually pure. Only the dalang, who during the performance

is possessed by the god Siwa (Hooykaas 1973a:19), or by his
manifestation the god Manik Dalang (inf. nos. 49, 50), the
dalang's assistants and the musicians, have the privilege of
sitting in the panggung, because they are considered to be
pure. The puppets are already pure, because they represent
gods and divine forefathers. As already stated above the
dalang say that the performance is held for the benefit of
the audience. The reason why the public is not allowed to
enter and to look at the puppets directly is, in my opinion,
that the audience is considered to be ritually impure. On the
other hand the audience itself has to be protected against
the purity of the puppets. The screen can be seen as a sepa-
ration between the pure puppets and the impure audience. At
the same time it functions as a protective shield. This screen
is made of white cotton. The colour white is chosen on pur-
pose. It is connected in Bali with the most sacred region of
the compass, the east. This is the residence of the manifes-
tation of the god Siwa as Iswara, the Supreme Lord. Pieces of
white cotton wrapped around objects and offerings, or worn by
living beings, are used to indicate pureness in all rituals
of the Balinese. The audience, now protected by the pure white
screen, can see the puppets only indirectly, as shadows.

The dalang himself is considered to be a priest. The per-
formance in all its aspects forms his ritual actions. In Bali
it is customary for a priest to sit on a raised platform while
carrying out his ritual. This platform is often a bamboo hut
placed on poles (balé pawédan, balé pamujan). When a perform-
ance of wayang wengi takes place, either the corresponding
ceremony is already over, or, in the case of sapu(h) légér
there has not been a ceremony. The dalang is now the priest
highest in rank, as there is no other priest (a brahman
pedanda or a lower ranking priest) officiating. The dalang
is now allowed to sit on a high platform, and for that rea-
son the panggung is placed on poles. It can be compared with
the balé pawédan.

The Balinese themselves compare the stage-properties of
the wayang wengi and the performance itself with the macro-
cosmos (called bhuwana agung in 01d Javanese) and with the
microcosmos (bhuwana alit in 01d Javanese; Sugriwa 1963:11,
12; Hooykaas 1973a:26, 27). According to the macrocosmic
conception, the screen and trunk represent the world, consist-
ing of sky (screen) and earth (trunk). The lamp represents
the sun. The dalang is the god Iswara, hidden behind the rays
of the lamp (kasamaran déning apadang; Sugriwa 1963:11). The
puppets representing the living beings of the world are
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brought to life by the divine dalang during the performance.
When the performance is over they are put back into the chest.
The music accompanying the performance is identified with the
rhythm of time.

In my opinion here the three states of the cosmos, called
in 01d Javanese utpatti, creation, Sthiti, existence, and
pralfna, destruction (cf. Goris 1926:57) are also symbolized
by the dalang himself as the one who brings the puppets to
life (creation), as the manipulator of the puppets (existen-
ce), and as the one who puts them away (destruction), respect-
ively.

According to the microcosmic conception, the screen repre-
sents the material body, which is a combination of the three
qualities (trigupa) called in 01d Javanese sattwa, rajas and
tamas, and in Balinese satua, rajah and tamah, virtue, foul-
ness and ignorance. The lamp radiates vital energy, so that
the material body receives strength. The dalang represents
vital energy, causing by the movements of the puppets a com-
bination of the three qualities. This combination has during
a particular scene on the screen a double function, (1) to
capture the attention of the audience and (2) to make the
audience aware of the nature of the scene, namely the con-
trast between right and left, good and evil or gods and de-
mons. The music played during the performance is the inner
rhythm accompanying a being during its life. When it stops,
life is over.

2.2.3 Stage-properties and function of wayang lemah, wayang
gedog and wayang benang
Since the wayang lemah or, as it is also called, the wayang
gedog of South Bali takes place during the day, neither the
screen nor the lamp is used, so that the performer, his pup-
pets, the chest and the musicians are directly visible to the
audience (see plate 5). The performance is called wayang
lemah, day-wayang, or wayang gedog, chest-wayang for this
reason.

The stage consists only of a gedebong, made of a single
banana-trunk placed on the ground. In its left and right ends
a branch of the dabdab-tree (Erythrina indica; Juynboll 1923:
285) is inserted vertically; its length is about 1.00 m. The
piece of dabdab consists of one main branch ending in three
side branches with a few leaves. A thick bunch of white cot-
ton thread (benang) on which are sometimes put Chinese coins
with a hole in the middle (pipis bolong; képéng) is stretched
between the tops of the branches. Strings of coins may also
be fastened to the main branch (plate 5). The chest is placed
in the same position as described under wayang wengi in 2.2.2.
This type of stage is set up in the compound in which the cer-
emony takes place, for instance the courtyard of a temple or
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domestic sanctuary, or part of a compound fenced in for the
purpose of the ritual,.

Wayang lemah or wayang gedog is performed on the occasion
of a ceremony with a higher ranking priest (pedanda) offici-
ating. It may take place with any kind of ceremony, except for
sapu(h) 1égér, as will be pointed out later. The stage is
placed close behind the place where the priest officiates.
The stage faces in the same direction as the priest when he
officiates, namely the east. The performance takes place from
the moment the priest starts making the holy water (the pre-
paration of holy water is the basis of any ritual performed
by a pedanda). The dalang must stop when there is a break in
the priest's ritual actions. He has to finish the play as soon
as the preparation of the holy water is over (this takes about
one hour). The sound of the tapping of the dalang's hammer
against the chest during the verformance is compared by the
dalang with the sound of the priest's bell during his recita-
tion. I am of the opinion that the performance of the wayang
lemah or wayang gedog is actually the counterpart of the puri-
fication ritual performed by the priest, but that the wayang
lemah or wayang gedog reflects here ritual actions of a lower
ranking priest on a lower level. According to all daZang and
priests interviewed by me, the performance is on behalf of
the gods and not of the people. Therefore this type of perform-
ance is sometimes called in Gianyar and Badung wayang lemah
wall, the divine wayang performed during a ceremony. The num-
ber of spectators is indeed very small during such a perform-
ance, as most of the adults are involved in the ritual pro-
ceedings and the number of children present during a ceremony
in the ritual compound is never large. The daZang regard this
type of performance as the most holy and the most complete.
They feel themselves in close contact with the gods during
such a performance (inf. nos. 6, 8, 14, 18, 23, 53).

In my opinion, the reason why no screen is used during
wayang lemah or wayang gedog may be the following. As every-
one and everything within the compound is pure during the
ritual and the performance, and as the performance is dedica-
ted to the gods, no protective shield is necessary, so that
the puppets can be shown without a screen. The cotton thread
and the branches and leaves of the dabdab-tree are means of
expressing the purity of the play. Both thread as well as
dabdab-tree play an important role as symbols and means of
purity and purification in all rituals. In Hooykaas 1977:62
for instance kayu sakti, wood of the dabdab-tree is manipu-
lated to prepare a special type of holy water during a temple
festival.

When the wayang lemah or wayang gedog is being performed
the pedanda is the priest highest in rank in the compound,
and in comparison with him the dalang is a less important,
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lower ranking priest. For that reason the dalang is, in my
opinion, not allowed to sit on a platform raised as high as
that of the pedanda. The stage is therefore installed on the
ground, and the dalang only sits on a mat.

The wayang benang, typical of the regency of Buléléng, is
derived from the wayang lemah or wayang gedog. I will point
out later that it is performed only in Central Buléléng. As
in the case of the wayang lemah or wayang gedog, the stage is
installed in the compound in which a ritual takes place. It
accompanies only the preparation of the holy water by a pe-—
danda during post-cremation rituals dedicated to the soul.
These rituals happen to take place in the evening in Buléléng.
The dalang starts performing as soon as the priest begins the
preparation of the holy water, but he takes no account of the
exact duration of this ritual. Therefore, the duration of the
performance of wayang benang is longer than one hour. It is
even as long as a performance of wayang wengi. There is also
a quite large audience consisting of adults and children. In
order to give the audience a chance to see the play clearly
in the dark, not only a lamp (the wayang lamp), but also the
screen is used. The presence of the audience may be a reason
for the use of the screen., To stress, however, that the per-
formance should be regarded as wayang lemah, a white cotton
thread (benang) is stretched across the upper or lower side
of the screen. For this reason the performance is called
wayang benang. The dalang in Buléléng do not consider the
wayang benang as holy as is the case with the wayang lemah or
wayang gedog in the other parts of Bali.

The custom of performing wayang benang with a screen and
a wayang lamp probably came into being in Buléléng at the
beginning of the 20th century. Two informants from Padang
Bulia and Sangsit (inf. nos. 49, 27), in 1975 70 and 76 years
old respectively, told me that when they were young some
dalang in Central Buléléng still performed wayang lemah with-
out a screen at night, using only an ordinary lamp placed
outside the stage to give them some light.

It is remarkable that in the Dharma Pawayangan neither the
wayang lemah or wayang gedog nor the wayang benang is mention-
ed. Although the performances of these types of wayang are re-
garded as the essential wayang, macrocosmic or microcosmic
ideas are not connected with them as is the case with the
wayang wengil. The solution of this problem may be the fact
that the wayang lemah or wayang gedog can be taken as a rep-
etition of the ritual actions by the pedanda, although on a
lower level and executed by a lower ranking priest. The ritu-
al actions of a higher ranking priest and often their symbol-
ism are described in the various handbooks for priests
(8astra, tutur, t&g¥s, $asana, paja-janana, tingkah). 1t is
therefore not necessary to mention the wayang lemah (wayang
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gedog or wayang benang) in a handbook for dalang, nor to de-
velop macrocosmic or microcosmic ideas to explain the dalang's
actions. In the wayang weng?, however, the dalang operates in-
dependently. In this case his position and his actions have a
meaning of their own, so that they have to be explained in a
Dharma Pawayangan,

In summary we may say that the purpose of a performance of
wayang lemah (or wayang gedog) is to repeat on a lower level
the actions of a priest connected with purification, the au-
dience consisting of gods. The dalang is dependent on the
priest. The purpose of wayang wengi is to reflect a purifica-
tion, whether or not performed earlier by a priest, for the
benefit of a secular audience. The dalang operates indepen-
dently of the priest. The wayang benang combines both pur-
poses. It repeats the purificatory actions of a priest, but
for the benefit of a non-divine and divine audience.

2.3 MWayang and ceremonies

2.3.1 Reasons for a performance

As has already been mentioned, a wayang performance nearly al-
ways coincides with a ceremony (yadnya). The Hindu-Balinese
religion acknowledges five types of yadnya (Hooykaas 1975:
240-259), namely:

1. manusayadnya - ceremonies for the living human beings

2. pitrayadnya - ceremonies for the deceased and the ances-
tors

3. déwayadnya - ceremonies for the gods

4, butayadnya - ceremonies for the demons

5. resityadnya - ceremonies for the priests.

These yadnya can be divided into various cycles. Before dis-
cussing in what cycle of which yadnya a wayang performance
can be given, we must first examine how someone who is hold-
ing a ceremony decides to order a performance. The reasons
for such a decision may be the following.

1. Vow (sesangi)

It is a custom among the Balinese, especially among women, to
make a vow if one faces illness or other difficulties (fear
of painful childbirth, or of a premature childbirth, fear of
a child failing at school). Men also make a vow if they fear
drought, a bad harvest or poor sale of the crop, even if they
fear murder. One makes offerings to the gods and promises, if
the illness or the difficulties disappear, to redeem one's
pledge (naur sesangi), for instance by means of a wayang per-
formance. Such a performance is usually linked with the next
yadnya that will take place in the family or in the village.
In the case of illness of a child, one may say for instance:
"If my child gets better soon, I will order a wayang perform-
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ance at his next birthday-ceremony (oton)'", or '"at the next
dEwayadnya in the village". In Téjakula in the eastern part
of Buléléng, where people live from the cultivation of oranges
and mangoes it very frequently happens (inf. no. 58) that one
promises to give a wayang performance if the crop sells well,
In this désa however the performance is not linked with a ce-
remony .

2. Request (tetagihan)

It is not unusual to consult a medium if one wants to make
preparations for a ceremony. This is particularly the case
with the third-month ceremony for a baby, the first birthday
ceremony, or with the cremation or post-cremation rituals.

The person who orders the ceremony asks the medium to contact
an ancestor. In the case of the above manusayadnya, the medium
is asked to say which particular ancestor is reborn in the
child, and whether the ancestor has special requests for the
ceremony. The medium then mentions the name of the particular
ancestor. The latter may ask for a wayang performance at the
ceremony., He even may give the title of the play. In the case
of a pitrayadnya, particularly if the ceremony takes place a
long time after death, the soul is asked by the medium whether
he is content and if he has special wishes for his ceremony.
It often happens that the soul requests a wayang performance.
However, he may also ask for a performance already planned

by the family to be cancelled, if he knows that their finan-
cial circumstances are poor,

3. Custom in désa or family (adat)

In certain regions, or in particular families, it is the cus-
tom to give a wayang performance at a particular yadnya. In
Téjakula, Julah, Samirénténg and Bondalem in East Buléléng
(inf. nos., 31, 58) a performance has to be given at the third-
month ceremony, at the first birthday of a baby and at a fu-
neral. In some désa in West Buléléng, such as Tukad Mungga,
Tigawasa, Kali Bugbug (inf. nos. 51, 61), it is even custom-
ary to perform a particular lelampahan wayang at the third-
month ceremony or at the first birthday of a baby. This is

the lelampahan wayang Sudamala (inf, no. 51),

Royal families often possess a set of wayang puppets. In
some of those families it is the custom to have a performance
with these puppets at the annual feast of their ancestor-
temple (inf. nos. 1, 7).

4. Desire (demen—demen; oneng-onengan)

Someone who is very fond of wayang will seize every opportu-
nity to give a performance at his ceremonies,

5. Obligation

Under some circumstances one is obliged to give a certain
wayang performance. A child born on an inauspicious day,
namely one of the days of wuku wayang - wuku wayang is the
27th week of the astrological wuyku-year of 210 days - must
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be purified, and can be purified only by means of a specific
wayang wengt performance.

The soul of someone who died an unnatural death (salah
pati), for instance during childbirth or as a result of an
accident, can only be purified by a wayang performance
(wayang weng? or wayang lemah) .

Only under these two circumstances (birthday in wuku
wayang and salah pati) is a wayang performance indispensable.
In connection with every type of yadnya a family may decide
to give other types of performances, such as a mask-play
(topéng, barong landung), but a wayang performance is still
preferred. This might be explained by the fact that at the
end of a performance the dalang can be requested to make a
special kind of holy water to purify the person on whose be-
half the ritual is performed. This is corroborated by the
fact that a family that does not have enough money to pay for
a complete performance may ask a dalang to prepare only the
holy water (W3/10).

2.3.2 Factors influencing a performance
Factors that may influence someone to order or not to order
a wayang performance are:
1. The season
It is difficult to get exact data on the influence of the
seasons on the performance, as the lists kept by several North
and South Balinese dalang rarely cover a complete year. Yet I
think it worthwhile to give at least some evidence for this
influence.

Below are listed the number of performances per month given
by the dalang from Téjakula, Tamblang, Sukasada and Banjar
in Buléléng, Dénpasar in Badung, and Tunjuk in Tabanan.

Téjakula Tamblang Sukasada Banjar  Dénpasar Tunjuk

(E.Bul.) (C.Bul.) (C.Bul.) (W.Bul.) (Badung) (Tab.)
'73 '75 '73 '75 '73 '73 '73
Jan, 6 ? 13 6 19 1 7
Febr. 2 6 9 6 10 1 -
March 7 15 6 2 7 5 8
April 13 11 13 5 16 10 9
May 19 11 17 6 21 7 10
June 24 16 13 3 20 11 5
July 29 29 14" 6 18 ? 8
Aug. 28 29 ? 6 17 ? -
Sept. 11" 6"’ 23 ? 18 ? ?
Oct. ? ? 25 ? 18 ? 7
Nov. ? ? 26 ? 18 ? 9
Dec. ? ? 19 ? 18 ? 4

' till 15th July " till 9th Sept. ' till 6th Sept.
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In Buléléng I chose the most famous dalang of each region.
From the beginning they were very willing to cooperate and
fill in the lists. In the other parts of Bali the situation
was quite different. It was difficult to find dalang who were
willing to fill in the lists regularly. In the regency of Ta-
banan, the dalang from Tunjuk, the winner of the Wayang Fes-
tival of 1971 offered to help me, and in Badung it was an el-
derly brahman, a well-known wayang lemah specialist, who was
willing to cooperate.

From the preceding it appears that the lowest number of
performances is reached in East Buléléng during the month of
February. In Central and West Buléléng this is the case in
March. According to the dalang (inf. nos. 25-32, 49, 55, 63,
71, 74, 75, 84) this is due to the fact that in Téjakula the
money from the July harvest of oranges and mangoes is already
nearly spent in February, while in the remaining parts of Bu-
1é1éng the proceeds from the sale of rice are nearly spent in
March, so that people are short of money. In June, July and
August a maximum number of performances is in Téjakula. This
is mainly due to the large number of performances after vows
related to the growth of the fruit (June), and the sale of
the fruit (July, August) after the harvest. In the other
parts of Buléléng the crop does not seem to influence the fre-
quency of the ceremonies so much. As for Tabanan in South Ba-
1i, we see that in February and August the dalang gave no per-
formances. The reason for this was that the people were too
much involved in the harvest and the preparation of the fields
for planting the young rice, so that they had no time for cer-
emonies (inf. nos. 52, 62, 78, 29, 86). The information on
the performances from the dalang of Badung is not sufficient
to say anything about the situation there. However, it is
clear from all the lists that the rainy season does not in-
fluence the performance.

2. Calendar

In consultation with the priest and the dalang an auspicious
day for a ceremony and the wayang performance is selected.

In former days only priests and dalang possessed special cal-
endars, but at present printed calendars compiled by I Ketut
Bangbang Gdé Rawi and his sons are easily available. The year
is divided into 12 months according to the Julian Calendar,
but of each Julian month data on the days of the wuku-year

and the solar year of the Balinese are given. The festive days
of the Hindu religion, the auspicious days for ceremonies and
for agricultural and other activities are also mentioned. From
the calendar for 1973 it appears for instance that wuku wayang
fell in April and November, so that one might expect the spe-
cial purification performances only in this period. This is
confirmed by our lists. Two performances took place in Novem-
ber. In August, September and October many auspicious days for
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pitrayadnya are given on the calendar. It appears from our
lists that in August and September there was indeed a sharp
rise in the number of performances accompanying death-rituals.
3. Soctal class of the sponsor of a performance

The social class of the person who orders a performance is
partly connected with the kind of ceremony given. As is well-
known the Balinese divide themselves into four groups, namely
brahmana, ksatriya, wésya - the so-called triwangsa - and
(anak)jaba, a division based on the Indian caste-system. The
Jjaba, belonging to the group lowest in rank, have neither elab-
orate cremation nor post-death rituals, nor the rajaswala-
ritual (a rite de passage on the occasion of a girl's first
menstruation). Balinese of the triwangsa do celebrate them,
and may order a wayang performance on these occasions.

Especially in South Bali, there seems to exist a relation
between the social class of the dalang and that of the person
who sponsors the performance. The question of social class is
connected with the preparation of the holy water at the end
of a play, for a Balinese of higher class is not allowed to
receive holy water made by a person of lower class. Therefore,
if the person who sponsors is a brahman, he prefers a brahman
as a dalang. So do the ksatriya and the wésya, as it is
fashionable to ask a dalang belonging to the highest class.
However, they may order a Kksatriya or a wésya as a dalang too.
A jaba may order a dalang belonging to any class.

In South Bali the social class of the person who sponsors
the performance is also related to the type of performance as
members of the triwangsa prefer wayang lemah performances at
their ceremonies. In North Bali the problem posed by the class
of the person who sponsors relative to that of the dalang who
prepares the holy water does not arise, as it is believed that
it is not the dalang himself who prepares the water, but the
god Manik Dalang incarnated in him during the performance. It
is the god, symbol of the highest rank, who prepares the water.
Anybody can receive it.

4, Region

It appeared that in regions mainly inhabited by members of the
triwangsa (Badung, Gianyar, Central Tabanan, Central Karanga-
sem, Central Buléléng) wayang performances took place during
ceremonies different from those in regions mainly inhabited
by Jjaba (East Buléléng, West Buléléng, parts of Jembrana).
For instance the jaba of East and West Buléléng and Jembrana
rarely have cremation-ceremonies, so that in these regions a
dalang never gives a performance on such occasions. In Taba-
nan, Dénpasar, Amlapura and Klungkung most of the royal fami-
lies have a performance on the occasion of the rajaswala-
ritual, which does not happen in the jaba-regions of Buléléng
and Jembrana (inf. nos. 2-4, 14, 27, 28, 38, 42, 52, 54, 63,
64, 72).
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It also became clear that there exist regional customs for
giving a performance. In East and West Buléléng a performance
is given on the occasion of a burial (matanem) of a jaba, the
ceremony on the 12th day after the burial (matuun), and on
the 42nd day after a burial (matulén). In Jembrana a perform-
ance is given solely on the occasion of the ritual on the
12th day after the burial of a jaba. In the other parts of Ba-
1i it never happens that a performance is given on the occa-
sion of a burial or post-burial ceremony of a jaba (inf. nos.
50, 51, 58, 68). There seems to be a tendency that in regions
where many Balinese belonging to the triwangsa live - and this
is the case in Central Buléléng and South Bali (Gianyar, Klung-
kung, Badung, Tabanan) - their customs are followed by the
Jaba.

In South Bali (Tabanan, South Badung) it often happens that
a performance takes place on the occasion of an inauguration
(mlaspas) of a newly constructed house, factory or well (inf.
nos. 52, 62). This is rarely the case in Buléléng.

2.3.3 Specification of ceremonies comnected with perform-
ances

We may now compile a list of yadnya subdivided in terms of

the ceremonies at which a wayang performance is preferred.

An indication of their frequency and the type of performance

is added.

1. Manusayadnya

a. Festival of the third month (nigang sasihin)

Wayang performances take place very frequently in all regen-—
cies. In Badung, Tabanan and Karangasem wayang Lemah or
wayang gedog is often performed if the ceremony concerns a
member of the triwangsa, otherwise wayang weng?l is given.

b. First birthday (oton jumu)

The same performances as under a.

c. Other birthdays (oton)

On these occasions wayang performances rarely take place. If
performances are given, this is only in the case of a vow,
request, or if the first birthday was not celebrated. A wayang
wengi performance is given.

d. First menstruation (rajaswala)

Only in South Bali and in Central Buléléng on the occasion of
the rajaswala ceremonies of the royal families is a perform-
ance given. This is usually wayang lemah, but wayang wengi
nay be staged.

e. Toothfiling (mapandes)

In North Bali, except for Téjakula, and in Jembrana a perform-
ance is rarely given on this occasion. If it is given, only
wayang wengl is performed in these regions. In Central and
South Bali performances take place frequently. Wayang lemah
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is preferred, if it is a ceremony of the triwangsa, otherwise
wayang wengl is staged.

f. Marriage (ngantén)

Wayang wengi performances are given in all regencies, but not
frequently.

g. Change of name (masalin adan)

Only in Téjakula do wayang wengl performances take place.
Change of name is considered necessary because of illness or
birth on an inauspicious day. However, this happens very sel-
dom and performances therefore take place only rarely.

h. Birth during wuku wayang

Children born on one of the days of this week are impure and
must therefore be purified. This is only possible by means

of a special performance of wayang weng?l during the week
wayang. The age at which a person born under these circum-
stances should be purified is not fixed. The ceremony may take
place soon after the first new teeth have come, shortly before
toothfiling, or in old age, when death is imminent (W2/63).

In Buléléng one may undergo a preliminary purification by
means of holy water made by the daZang during the festival in
the dalang's temple in Pamaron; that festival - of course -
takes place during the week wayang (W6/2,3). Usually the puri-
ficatory performance is delayed for years, as the offerings
used for the purification are elaborate and thus extremely
expensive. Such a performance can only be given by a dalang
who has specialized in this matter, because this performance
is of a serious magical character (tenget). It can only be
wayang wengi since only a dalang can perform this purificato-
ry ritual. .

This type of purification is called in Balinese sapuh légér
or sapu légér, the sweeping away (cf. Hooykaas 1973a). The
ceremony is also called sudamala, the purification of stains.
The term sapu(h) 1égér can only be applied to this type of
purificatory performance, but the term sudamala can also be
used in another context, as will be shown later.

2. Pitrayadnya

a. Burial-ceremonies (matanem)

In Buléléng among the jaba a performance of wayang wengt is
given on the occasion of a burial. The performances take
place very frequently in Téjakula, Banjar and Tamblang. The
dalang of the brahman class of Central and West Buléléng dis-—
approve of these ceremonies, and as a consequence they are
never invited to perform at such a ceremony.

b. Post-burial ceremonies (matuun, matulén)

Among the jaba in Téjakula, Banjar and Tamblang wayang weng<
is performed very frequently on these occasions. In Jembrana
only on the occasion of the ceremony on the 12th day after
the burial of a jaba is a performance of wayang wengl given
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by a jaba as a dalang.
c. Ceremonies for the deceased who lies in state (ngaturang

darpana)
It often happens that a brakmana or ksatriya of the highest
rank lies in state after his death, because it is not allowed
to bury his body prior to cremation as is usually the case
with persons of lower rank. The body is then injected with
formalin. It lies in state until enough money has been col-
lected for the cremation. At the full moon a ceremony is held
(ngaturang darpana) (cf. Hooykaas 1973b:22). On this occa-
sion a wayang wengi performance may be given, although this
occurs only rarely (inf. no. 61; W2/9).
d. Cremation and post-cremation ceremonies (palebon, ngrora-

sin, mamukur, maligya)
These ceremonies are the cremation (palebon), the ceremony
for the soul on the 12th day after the cremation (ngrorasin)
and on the 42nd day (mamukur) or later (including maligya).
Usually ngrorasin and mamukur are not given exactly on the
12th or 42nd day, but later, providing sufficient money is
available for these costly ceremonies. In Central Buléléng
and South Bali wayang performances take place frequently dur-
ing such rituals. In Central Buléléng wayang benang is given
at the ceremonies for the soul. In South Bali it often occurs
that wayang lemah or wayang gedog is performed during the
ritual and wayang wengi after it (W2/6, Palebon Kaba Kaba
1975; Palebon Ngurah Rai 1962; Palebon Gianyar 1961; Palebon
Sukawati 1979; Mamukur Blayu 1972).

We may conclude that in all Bali the majority of perform-
ances take place on the occasion of pitrayadnya.

3. Déwayadnya (piodalan pura, temple festival)

In all parts of Bali on the anniversary of a temple a wayang
performance is frequently given. In Badung and Gianyar either
wayang wengi (W2/48) or wayang lemah (W2/7, 10, 15, 24) take
place, and sometimes even both types are performed. In the
other parts of Bali only wayang wengi is performed (W2/40, 41,
47).

4. Butayadnya

In North Bali it occurs only rarely that a wayang performance
is given on the occasion of one of the eight types of butayad-
nya. In South Bali this happens only on the occasion of the
extensive ceremonies in important temples, for instance during
pancawalikrama, the most elaborate ceremony but one, in Pura
Watu Karu in Tabanan in 1966, or in Pura Besakih in Karangasen
in 1978 (inf. no. 93). Wayang gedog (or wayang lemah) was per-
formed. This was also the case during ekadasarudra, the most
elaborate ceremony, in Besakih in 1963 (Grader 1970; in 1979
no wayang performance took place during ekadasarudra).
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5. Restyadnya

At initiation ceremonies for priests (padiksan) a wayang per-
formance may be given. In South Bali a performance of wayang
lemah (or wayang gedog) is preferred (R/36).

6. Other ceremonties

a. Inauguration ceremony of a balé banjar, house, factory,
well, ete. (mlaspas)

In Tabanan a performance of wayang wengi is frequently given

on the occasion of these inaugurations, but this happens only

rarely in the other parts of Bali (inf. no. 62).

b. Vow (sesangi)

Only in East Buléléng does a performance take place on the

occasion of a vow that is not linked with a manusayadnya or

déwayadnya (inf. no. 58). Wayang wengi is always performed.

In the other parts of Bali the performance is linked with a

manusayadnya or a déwayadnya.

¢. National Day

Sometimes a wayang wengi performance is given on occasion of

the National Day on August 17th.

d. Ceremonies of non—-Hindu Balinese

In regions inhabited by many Chinese, for instance the town

of Tabanan, and in Dénpasar a wayang wengl performance may be

ordered on the occasion of their marriage and burial ceremo-

nies (inf. no. 62). However, this is a rare occurrence. In

Jembrana and Amlapura (regency of Karangasem), inhabited by

a large group of Muslims, a wayang wengi performance may be

ordered on the occasion of a marriage, circumcision, Lebaran

or a vow (inf. nos. 52, 53, 55, 56, 83). However, this hap-

pens only rarely.

7. Tourists

The regencies of Badung and Gianyar are frequented by tourists.
Some impoverished royal families have changed their premises
into hotels. For the convenience of these tourists the former
kings organize all kinds of amusements, including short per-
formances of wayang wengt.

2.4 The repertoire

2.4.1 Survey of the repertoire

Besides the distinction between the types of performance
(wayang lemah and wayang wengl), a distinction of the wayang
qua repertoire can be made. This is also done by the Balinese
themselves, who name the wayang after the subject-matter it

is taken from. The following repertoires can be distinguished:

1. Wayang Parwa
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The subject-matter of these plays is derived mainly from the
Mahabhirata. Texts both in verse and in prose in 01d Javanese
as well as in Balinese are available for some of its books
(the books are called parvan in Sanskrit and parwa in 0l1d Ja-
vanese, hence the name wayang parwa). These books are the
Kdiparwa, Sabhaparwa, Wirataparwa, Udyogaparwa, Bhigmaparwa,
Strfparwa, Aéramawasaparwa, Mausalaparwa, Prastha@nikaparwa,
and the Swargarohanaparwa (Juynboll 1916:559-564; Hooykaas
1965:125-128; Pigeaud 1967,1:118-119; Zoetmulder 1974:68-100).

The complete Udyogaparwa and the Wanaparwa have been added
recently. They were first translated into Indonesian prose
from the English translations (Sangka 1974, 1975), the Wanapar-
wa being subsequently reworked by one of the princes of Ka-
rangasem into the form of a Balinese geguritan (1976: coll.
Hooykaas Z 1939 = Cod. Or.15.084). At present both parwa are
very popular among the daZang and are made into plays.

The Cantakaparwa with the story of Sutasoma is also reckon-
ed to the parwa repertoire (cf. Ensink 1967). The Kuiijarakarnpa,
Lubdhaka, Sudamala, Bima Swarga, Nawaruci and Sri Tafijung
(Juynboll 1916:556, 574, 575; Pigeaud 1967,1:189, 199, 200)
likewise belong to this repertoire. It is worth noting that
the older 0ld Javanese sources, such as the Adiparwa and the
other parwa mentioned above, as well as the later sources,
such as Kufijarakarna, Sudamala, Bima Swarga and Nawaruci be-
long to the parwa stock of stories. This is because many of
the heroes, gods and topics are also found in the parwa men-
tioned above. It is interesting that Kufijarakarna, which is
a Buddhist story, also belongs to the parwa repertoire.

It appears that most of the plays of the dalang belong to
this parwa stock of stories. This is considered more sacred
than the plays of the other repertoires. In the case of wayang
lemah (or wayang gedog), which, as already mentioned, is the
most sacred type, only a play derived from this repertoire
can be performed, more particularly, a play derived from the
Adiparwa. For instance the '"Death of Raksasa Dimba" (padem ©
Raksasa Dimba; W2/15), the "Turning of the Mount Mandara"
(pamuteran Mandaragivri; W2/26), or "Raksasa Baka' (W2/59) are
preferred at a wayang lemah (or wayang gedog) performance.

2. Wayang Ramayana

These plays are derived from the Old Javanese and Balinese
versions of the Ramayana and the Uttarakanda (Juynboll 1916:
559). This type of wayang is very lively (ramé), not only be-
cause of the attraction provided by the monkeys, but also be-
cause the orchestra is bigger than that accompanying a parwa
performance. The puppets necessary for such a performance are
not found in every wayang-chest, and consequently not every
dalang masters this repertoire. Only a few call themselves
ramayana-specialist (W2/40,49,58). The extra cost of the or-
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chestra is the main reason for the rare occurrence of such a
performance.

3. Wayang Sapu(h) Légér

The plays are derived from the K&lapurana, the Japakdla (in
Balinese also called Capakala) and the kidung Sapuh Légér.
They are performed only on the occasion of a purification ce-
remony for someone born in wuku wayanyg, as already pointed
out. Not many dalang are entitled to give such a performance.

4. Wayang Calon Arang

The plays are derived from the story of Calon Arang, texts of
which exist in Old Javanese and Balinese (Juynboll 1916:574).
The play is centred around the evil deeds of a widow from
Girah, in Balinese called usually Jirah or Dirah, who trans-
formed herself into a witch (inf. no. 21; W2/53,64). This re-
pertoire is considered dangerous and laden with magic (tenget).
The dalang as well as the audience may run the risk of be-
coming ill after such a performance. As a result there are not
many dalang who dare perform this. I know of only three dalang
who did: one in Gianyar (Bédahulu) and two in Tabanan (Dukuh
Pulu and Sibang Gedé; inf. no. 21; W2/53,64). On the occasion
of a temple festival, for instance at the annual festival of
Goa Gajah (W2/53), preference is given to a calon arang per-
formance. Usually a wayang wengi performance is given then.

5. Wayang Cupak

The plays are based on the story of Cupak and Grantang, which
is of Balinese origin (Juynboll 1916:574; Pigeaud 1967:210).
At present cupak is rarely performed, either in North Bali or
in the other parts of Bali. Only a few dalang have the puppets
necessary for it (inf. no. 16; W2/29,67).

6. Wayang Gambuh

The plays are derived from the Javanese-Balinese Panji roman-
ces. Of these stories there exist texts in 0ld Javanese and
in Balinese (Juynboll 1916:527, 575-576). It seems that at
least during the 19th century, the wayang gambuh was only per-
formed in South Bali and not in Buléléng (inf. nos. 16, 20;
w2/22,31). However, gambuh stage-performances took place at
the courts in Singaraja (and West Lombok) at the beginning of
this century (Ca/74). Until recently (1973) performances of
wayang gambuh were given in Blahbatuh in the regency of Gia-
nyar. There exist two sets of puppets in Blahbatuh. The first
belongs to I Gusti Ngurah Jlantik, a descendant of the wésya
Kapakisan family, formerly rulers over Karangasem, Buléléng,
Jembrana and parts of Gianyar. The second, an incomplete set
not used for performances, belongs to I Ketut Rinda, a famous
gambuh dancer. How he obtained the puppets will be told below.
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In the regencies of Tabanan and Badung there existed two
sets of puppets. One belonged to the royal family of Kaba
Kaba, descendants of the wésya Arya Belog, and the other to
the royal family in Puri Pamecutan in Dénpasar, descendants
of the wésya Arya Kenceng. The puppets of Kaba Kaba, however,
were sold in the thirties. Part of the collection was sold to
I Ketut Rinda in Blahbatuh, and another part to the American
dancer Kathrine Mershom, who lived in Bali for a long time
(inf. no. 20). According to the old Cokorda of Badung in Puri
Pamecutan, the second set is kept in the Family Temple in
Dénpasar. However, it is not available for inspection (inf.
no. 16).

According to my informants in Blahbatuh (inf. nos. 16, 19,
20), the gambuh puppets of I Gusti Ngurah Jlantik were brought
to Bali together with a Javanese dalang by the prince Panji
Sakti of Buléléng in 1698 after his conquest of Blambangan.

As the outward appearance of these gambul puppets is very
similar to that of the Javanese wayang kulit puppets in gen-
eral and to that of the puppets used for the wayang gedog in
East Java in particular, the story might well be true.

The collection was taken by force from the ruler of Blam-
bangan and brought to Buléléng. At first it was kept in Ban-
jar Tegaa, désa Banjar. The royal family of Buléléng regarded
the wayang gambuh as their court-wayang. The royal family of
Blahbatuh, who descend from the same ancestor as the family
of Buléléng, requested the puppets and the dalang from Panji
Sakti. Their request was granted. The dalang settled in Blah-
batuh. He married into the Jlantik family. His descendants had
to become dalang too. It became a tradition that a gambuh per-
formance had to be given at the important ceremonies (déwayad-
nya, pitrayadnya) of the triwangsa in Blahbatuh. At the time
of my visit in 1972 the dalang I Gusti Putu Jlantik had just
died. His son was too young to continue the tradition, so that
for the time being no gambuh performances could be given. But
I Ketut Rinda proved to know the revertoire and how the late
dalang used to perform. He was willing to give a demonstration
of a performance with his own gambuh puppets (W2/22). A year
later he was asked to give another demonstration on the occa-
sion of the gambuh festival of August 1973 organized by the
Kokar (Conservatory) in Dénpasar (W2/32). As Rinda was then
seriously ill, he instructed a dalang from Sukawati and gave
the performance together with him. At present (1978) nothing
further is known about the wayang gambuh of Blahbatuh.

7. Wayang Jayaprana

The subject-matter is derived from the story of the murder of
Jayaprana of Kalianget in West Buléléng (Hooykaas 1958; Fran-
ken 1951:3). The wayang Jjayaprana was only performed in West
Buléléng (inf. no. 49). In the thirties I Ketut Badung, alias
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Jero dalang Kangkung from Tampekan, was ordered through a
medium to start performing the Jayaprana story. So he made
the puppets representing Jayaprana, Layonsari, the King of
Kalianget (see plate 6), his advisers Galing and Jarodéh, his
servant I Mongol and some warriors I Wisya, I Pataka, I Rebut
and I Jerenggi and started to give wayang performances with
them. The dalang knew the story of Jayaprana very well, being
a member of a group of dancers who used to perform this story.
Jero dalang Kangkung gave wayang performances for about a de-
cade, after which he had to stop due to illness. He gave the
puppets to his son, who was also a dalang, but who never per-
formed Jayaprana stories. Wayang Jayaprana performances have
been given only on the occasion of manusayadnya. The request
of the medium can undoubtedly be connected with the fact that
at that time Jayaprana, who was murdered so cruelly and there-
fore aroused pity in the hearts of the people, had become a
local hero in West Buléléng. This culminated in 1949 in the
decision to perform the long delayed cremation of Jayaprana
in Kalianget (Franken 1951).

8. Wayang Sasak

The repertoire is based on the Ménak stories (W1/57-60). The
main characters of many stories are Jayéngrana, his patih
Selasih, Mahtal or Tantanus, his elder brother Umarmaya, his
son Radén Ruslan and the prophet Nabi Hilir (inf. nos. 52,
57; W1/57-60). This type of wayang is only performed in Lom-
bok, in the western part as well as the eastern part of the
island, and in Bali in and around Amlapura in the regency of
Karangasem (inf. nos. 52, 53, 56, 83). The daZang belong to
the Muslim Sasak people, as well as to the Hindu or Muslim
Balinese.

In the thirties the wayang sasak was very popular in Amla-
pura. The most famous dalang was a Buddhist brahman in Amla-
pura. He was later consecrated as a pedanda and received the
name Ida Pedanda Madé Sangsit. He was the teacher of all the
Muslim dalang now living in and around Amlapura who perform
wayang sasak. In 1975 performances were still given there,
although not frequently, in connection with Muslim as well as
Hindu ceremonies.

The situation in Lombok is somewhat different. The Bali-
nese dalang of wayang sasak only perform at ceremonies of the
Hindu Balinese in West Lombok. At the ceremonies of the Sasak
people in West Lombok, but particularly in East Lombok, only
Sasak dalang give performances (W2/66). It is remarkable
that all of them are young and that we never met or heard of
older Sasak dalang. According to the Balinese informants
(inf. no. 56), the wayang sasak was brought to Lombok from
East Java by the Balinese princes ruling over West Lombok,
and certainly not by the Sasak people. The Balinese were the
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first to perform the wayang sasak and they taught it to the
Sasak people only recently. According to the Sasak informants
(inf. no. 56), however, a Muslim prince and saint (Pangéran
Sangupati; cf. De Graaf 1941) came from Java to Lombok in the
17th century to propagate Islam and brought the wayang from
there. It stands to reason that the puppets have come from
Java, as their style is Javanese. The fact that we never
heard of older Sasak dalang who performed wayang sasak, but
only of older Balinese dalang who did so, might indicate
that the wayang sasak was indeed introduced into Lombok by
the Balinese.

2.4.2 Transfer of the repertoire

The abovementioned repertoires are all based on texts dating
from various periods (10th - 20th century), and originating
from different regions.

Group Origin and date Repertoire
of the texts
I. Hindu-Javanese Central, East Java, wayang parwa,
10th-15th cent. ramayana, calon
arang, gambuh
II. East Javanese East Java, wayang sasak
17th-18th cent.
III.Balinese Bali wayang cupak,
16th-20th cent. Jayaprana, parwa
(Udyoga, Wanapar-
wa)

The repertoire of the Balinese wayang is mainly inspired by
the textual sources of Group I, and only to a small extent
by those of Group II or Group III.

In the first instance the repertoire is learned by hearing
and seeing it. A future dalang hears and sees the plays of
other dalang whom he assists or whose performances he attends
from his early childhood. However, a dalang may also read
stories, for instance the editions in Indonesian of the Wana-
parwa and Udyogaparwa (Sangka 1974, 1975), or the summaries
of the parwa and of Kufijarakarpna written in simple Old Java-
nese inserted }nto the texts on religion and philosophy call-
ed Siwagama, Siwatattwa or Pirwigama (coll, Hooykaas Z 232,
1911, 1690 = Cod. Or. 12.853, 15.055, 14.834).

It appeared from the interviews that most of the dalang
took to reading literary texts written in 0ld Javanese only
when there was no other way (inf. nos., 9, 16, 18, 20, 21, 23,
29, 71), as it requires a special skill. This can be acquired
by joining a bebasan-club, the members of which come together
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once a week. A member recites the text in 0ld Javanese, while
another gives a paraphrase in Balinese, and the other members
listen (Bhadra 1937; Robson 1972:308-329). Many dalang are
only vaguely acquainted with the texts (inf. nos. 6, 10, 15,
26, 49). Although the dblang uses a kind of simple 01ld Java-
nese in certain phrases during the performance, as will be
explained in Chapter Five, this does not imply that he him-
self is able to read and understand O0ld Javanese literature.

Many dalang compose stories around the heroes of the above-
mentioned repertoires. These stories concern mainly a marriage,
for instance "how Ajnawati chose her husband" (Paséwamaran
Diah Ajnawati; W1/67), '"the marriage of Purwatati' (Purwata-
ti wiwaha; W1/73), a defeat of a dangerous demon, for instance
"Detia Kala Genta" (W1/44), "Yaksa Kala Mahendra" (W1/68), or
a journey to the realm of a god, for instance "Arjuna in In-
dra's heaven" (Arjuna ring Indraloka; W1/36). Abstracts from
these invented stories are written in simple Old Javanese on
lontar or in exercise books (W1/36, 42, 44, 52:4, 54, 57-60,
63, 67-71, 73, 80-82, 84, 85, 87, 88) and are called in Bali-
nese satua kawil padalangan.

The dalang also make abstracts of the stories from the
recently published translations in Indonesian of the Wanapar-
wa and the Udyogaparwa (Sangka 1974, 1975), for instance
"Arjuna in the forest" (Arjuna wanawasa; W1/80), and from
what they regard as complex, difficult stories that have to
be performed in a correct order, because of their serious
magical content, such as Bima Swarga (W1/36, 44, 54), Nawa-
ruci (W1/42), Sudamala (W1/44), and Sapu(h) Légér (W1/52).

It often happens that the dalang borrow these books with ab-
stracts from each other.

2.4.3. Specification of stories connected with ceremonies

In the foregoing a survey has been given of the type of per-
formance (whether a screen is used or not), the ceremonies

at which a performance takes place, and the repertoire, I
have already mentioned that in the case of a performance of
wayang lemah (or wayang gedog) a story from the parwa reper-
toire, particularly from the Adiparwa, is preferred, and that
in some villages in West Buléléng Sudamala must be performed
on the occasion of a third-month festival or the birthday of
a baby. The next question one may ask is whether there is a
relation between the topic of the play and the kind of yadnya.
On the basis of my interviews, lists, recordings of integral
performances, and abstracts of performances, an answer to
this question may be given,

The topic of the stories, their titles, and the yadnya
with which they are connected are enumerated in the following
list. The regencies in which they are performed are also
mentioned.
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Topte of the story Title Regency

1. Manusayadnya

a. Third-month ceremony (nwigang sasthin)

Birth Anoman's birth (inf. no, 58) Buléléng
Parikesit's or Bima's birth (inf. Gianyar,
no. 21) Badung

Sacrifice Kunti's son sacrificed to Durga Buléléng
(Sudamala; inf., no. 61)

Illness Gatotkaca's illness (inf. no. 60) Buléléng

Marriage The marriage of a princess (for all
instance Subadra), or of a prince regencies
(for instance Arjuna) (W1/67, 73,

100; w2/37, 68)

Fight The fight between Subali and Su- Buléléng
griwa (inf. nos. 50, 61; W1/99,
100)

b. First birvthday (oton jJumu)

Life of a Arjuna and a nymph (inf, no. 59; Buléléng,

hero before W1/36) Gianyar

marriage Gatotkaca's love adventures (inf., Buléléng
no. 69)

Marriage The marriage of a princess or a all
prince (inf. no. 69; W1/67, 73, regencies
77, 99; wW2/24, 27, 65)

Sacrifice Kunti's son sacrificed to Durga Buléléng
(Sudamala, inf. no. 60)

Bima sacrificed (inf. no. 52) Buléléng

Illness Subadra's illness (inf. no. 60) Buléléng

Quest for a Bima and Arjuna in search of a Badung,

sacrificial sacrificial animal or flower for Gianyar,

animal or the birthday ceremony (inf. no. Buléléng
object 52; W2/20)
Darmawangsa in search of the same Buléléng
(inf. no. 60; W1/99; W2/38)

¢. Other birthdays (oton)

The same as mentioned under b.

d. Toothfiling (mapandes)

Marriage Subadra's marriage (inf. no. 62) Tabanan,

with diffi- Badung,

culties Gianyar,
Karangasem,
Jembrana

Hindrance The house of the Pandawa set on Badung

fire with the intention of kill-
ing them (inf. no. 52)
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Topic of the story Title Regency
e. Marriage (ngantén)
Marriage Subadra's, etc. marriage (inf. no. all

62; W1/100; w2/14) regencies
Rescue of a Rukmini's rescue (inf. no. 62) all
kidnapped regencies,
girl except for

Buléléng

f. Change of name (masalin adan)
Unknown Unknown Buléléng

9. Birth in the wuku wayang (sapu(h) légér)
Sacrifice Kumara eaten by Kala (W2/50, 63)
and release Subrata and Subrati eaten by Kala
(W1/13)
The riddles of Kala put to his
parents (W1/52)

2. Pitrayadnya
a. Burial ceremonies (matanem, matuun, matulén)

Burial (matanem)
Release and The Pandawa go to heaven (inf. no.

purifi- 61)
cation Durga's release by Sadéwa (Sudama-
la, inf. no. 61)

12th day ceremony (matuun)

Release and Kunjarakarna and the release of his

purifi- friend (inf. no. 61)

cation Sutasoma's purification (inf. no.
61)
Bima purifies Pandu (Bima Swarga;
inf. nos. 49, 55)

42nd day ceremony (matulén)
Release and Gatotkaca goes to heaven (inf. no.

purifi- 58)

cation The quarrel of the elephant and
the tortoise; their release (inf.
no., 58)
The release of a woman or a nymph
(wW2/48)

Bima releases Pandu and Madri
(Bima Swarga; inf, no. 49)
b. Deceased lying in state (ngaturang darpana)
Quest for a The Pandawa in search of the white
sacrificial sacrificial crow (inf, no. 60;
animal w2/9)

all regencies
Badung, Ta-
banan
Amlapura

Buléléng

Buléléng

Buléléng
Buléléng

Buléléng,
Jembrana

Buléléng

Buléléng

Buléléng

Buléléng

Buléléng
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Regency

e. Cremation (ngabén) and ceremonies for the soul (ngrorasin,

mamukur, ete.)
Cremation (ngabén)

Release and The Pandawa go to heaven (inf. no.
purifi- 51, Swargarohana)
cation Lubdaka's release and purification

(inf. no. 51)

The death of Hidimbi (inf. no. 51)
Durga's release by Sadéwa (Sudama-
la; inf. no. 51)

The release of souls (W2/6)
Bima releases Pandu and Madri
(Bima Swarga; W2/2, 3, 4, 5, 62,
69)
12th day ceremony (ngrorasin)
Release and The Pandawa go to heaven (inf. nos.
purifi- 53, 55, 64, 4)
cation

Lubdaka's release and purification
(inf. nos. 12, 4)

Durga's release by Sadéwa (Suda-
mala; inf. no. 51)

Arjuna in search of holy water
for the purification of Pandu and
Madri (inf. no. 61)

Bima in search of holy water (Na-
waruci; inf. nos. 52, 53, 54)

Bima Swarga (inf. nos. 52, 55;
w2/1)
Kunti's death ritual for Pandu
(Kuntiyadnya; inf. no. 54)
42nd day ceremony (mamukur)
Release and The death of Raksasa Baka (inf.
purifi- no. 23)
cation The cremation of Abimanyu (inf.
no. 21)
Garuda in search of holy water
(inf. no. 23)
Bima Swarga
Nawaruci (W2/10)

Buléléng,
Tabanan
Buléléng

Buléléng
Buléléng,
Gianyar,
Tabanan
Badung
all
regencies

Bangli, Jen-
brana, Bulé-
léng, Tabanan,
Badung, Klung-
kung

Tabanan,
Badung
Buléléng,
Tabanan,
Badung
Buléléng

Karangasem,
Badung, Klung-
kung, Tabanan
all

regencies
Klungkung,
Gianyar

Karangasen
Gianyar
Karangasem

all regencies
all regencies
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Topic of the story Title Regency
3. Déwayadnya
Sacrifice Twalén sacrificed (W1/55, 61; Buléléng,
(W2/34) Jembrana
Darmawangsa sacrificed to Kala Tabanan
(inf. no. 62)
Release and Durga released by Sadéwa (Suda- Badung
purifi- mala; W2/7)
cation The death of a raksasa (W1l/44, Badung, Gia-
68; W2/15, 49, 59, 60) nyar, Buléléng
The release of Winata (inf. no. Karangasem,
23; W1/44, 68) Buléléng
Calon Arang (W2/53, 64) Gianyar,
Tabanan
Preparation The turning round of the Mount Gianyar
of holy Mandara (inf. no. 23; W2/26)
water
Déwayadnya  Karna's voyage to the city of Badung,
ceremony the Pandawa to attend Pandu's Karangasem
déwayadnya (Kuntiyadnya; inf.
nos. 52, 53; W2/47)
Quest for a Search for a white deer (inf. no. Buléléng
sacrificial 58)
animal or Search for the white crow (W2/55) Badung
object Search for the golden palé (W2/41) Buléléng
Battle to The battle of Langkapura (W2/40) Buléléng
free someone Gatotkaca fights with Baladéwa Buléléng
(Ghatotkacasraya; W2/51)
The darma of a ksatriya (W2/36) Buléléng
4. Butayadnya
Sacrifice Twalén sacrificed (inf. no. 55) Jembrana,
Buléléng
Bima sacrificed (inf. no. 53) Bangli, Karan-
gasen
Release and The death of Raksasa Baka (inf. Gianyar, Ka-
purifi- nos. 17, 21) rangasem,
cation Tabanan
5. Resiyadnya
Initiation Wisanggeni (W1/100; inf. no. 83) Buléléng
Story unknown Karangasen,

Tabanan
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Topic of the story Title Regency

6. Inauguration of a house, ete. (mlaspas)

Exile from Arjuna in exile (inf. no. 62) Tabanan
home
Destruction The house of the Pandawa set on Tabaman

of a house fire (inf. no. 62)

7. Vow (sesangti)

Sacrifice Drestadyumna sacrificed (inf. no. Buléléng:
58) only in
Téjakula

Further research would no doubt make it possible to add to
this 1list, but as it is it suffices for our present purpose.
On the basis of the data contained in it we may now examine
the relation between the topic of the story told and the ce-
remony.

1. Manusayadnya

In the stories told in the plays performed at the third-month
ceremony and birth-day ceremonies reference is made to child-
ren, to the adventures of a young hero, or to a marriage, hav-
ing children as a result. All these topics are in close re-
lation to the character of the ceremony. A story about illness
is chosen if the performance is the result of a vow made dur-
ing illness. The search for a sacrificial animal for the cer-
emony is applicable to any yadnya. The story of a fight is
neutral, and can, therefore, in fact be played at any manu—
sayadnya, if the person who sponsors the performance requests
a performance that is ramé. At a toothfiling ceremony a
lelampahan with a story about painful and difficult matters
is performed, as filing is a painful affair. It is obvious
that stories about marriage or the rescue of a lover captured
by a demon are preferred at a marriage ceremony. The stories
of Kala who wants to devour twins, or a child born on an in-
auspicious day, and the story of Kala who wants to devour his
parents at an inauspicious moment and place (12.00 p.m., a
crossroads) are closely related to the character of the sa-
pu(h) légér ritual.

2. Pitrayadnya

At all types of pitrayadnya plays are performed about the re-
lease of living beings or souls. Their release always results
in their purification. As an example of the release of a liv-
ing being Sudamala may serve. In this story Durga, having a
demonic shape as a result of a curse, is freed and restored
to her original form. The story of Bima Swarga (Bima freeing
the souls of his father and stepmother from the Cauldron,
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and Bima searching for the holy water to purify their souls),
the story of Nawaruci (Bima searching for the holy water at
the request of Drona; according to the Balinese conception
the holy water is used to release Bima's father and step-
mother) are examples of the release of souls. As will be
shown in this study, both topics, namely the release of liv-
ing beings or of souls which are cursed or being punished,
are closely related to the aim of these rituals. A story tell-
ing of the search for a sacrificial animal to be used at a
pitrayadnya is also closely related to the aim of these ritu-
als.
3. Déwayadnya
The stories accompanying the déwayadnya tell of the gods or
of their foes the demons. Stories preferred above all others
are those of the sacrifice of a character and the quest for
a sacrificial animal or object to be offered to the gods. A
story of a character, particularly a demon, who is released
so that he can no longer do harm to the gods is also suitable.
Another favourite is a story telling of a ceremony for some-
one who has died. His soul goes to heaven, to the realm of
the gods. The preparation of amreta (holy water according to
the conception of the Balinese) by the gods, as a result of
the churning of the ocean using Mount Mandara as a churning-
stick, is considered a topic highly suited to a déwayadnya.
4. Butayadnya
The character of the butayadnya is itself ambivalent. On the
one hand its goal is to satisfy the demons, but on the other
to honour the gods. This is expressed in the topics of the
stories as well. They tell of someone who is to be sacrificed
to the demons, but is saved by the gods, or of the slaying of
a demon menacing the gods.
5. Restiyadnya
According to the dalang the topic of the story of the lelam—
pahan performed on the occasion of the initiation of a priest
has to be an initiation. However I have so far not been able
to make a recording of such a performance, and cannot give
further information.
6. Inauguration of a house, etc. (mlaspas)
In the topics of the stories of the lelampahan performed at
the inauguration of a house, or part of a compound, for in-
stance a well or a kitchen, a house and a palace play an im-
portant role.
7. Vow (sesangz)
The topic of the story told in Buléléng on the occasion of a
vow is someone's sacrifice in order to achieve a goal. This
is related to a vow inasmuch as the performance is given af-
ter the person who orders it has achieved his goal.

In short, we may say that all over Bali a dalang tries to
tell a story which is in harmony with the character of the
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yadnya. We may notice that at different ceremonies stories
with the same title are performed, for instance Durga's re-
lease, the death of a raksasa, the sacrifice of a character.
However, this does not imply that the topics of these stories
are worked out in exactly the same way at these different ce-
remonies. In Durga's release performed on the occasion of a
déwayadnya the fact is stressed that Durga becomes a goddess
after her release, but at a pitrayadnya the main emphasis is
on the fact that a cursed character is released to become

pure.

2.5 The dalang, his assistants and the audience

2.5.1 The dalang

It is remarkable that only males are permitted to officiate
as a dalang. During the performance the dalang's wife does
not play a role, not even as an assistant, as is the case
with the wives of all other priests. It is beyond the scope
of this study to investigate this in more detail.

There may be several reasons for a man to become a dalang,
(a) family-tradition (such a dalang is called dalang katuru-
nan, dalang by descent), (b) the request of a désa or a medium,
and (c) one's own volition,

Institutes providing a formal training in the lore of the
daZang do not exist. However, it has recently become possible
to study to become a dalang at the Conservatory in Démnpasar
under an ex-dalang from Kesiman (inf. no. 13). Up till now
only a few dalang have come from the Conservatory, but accord-
ing to the "real" dalang their training leaves much to be
desired (inf. no. 15). They are considered just good enough
to give ordinary wayang wengil performances not followed by
the preparation of holy water.

The traditional method to become a dalang is as follows:
someone accompanies a daZang for years, most often since his
childhood, first as an onlooker, later as an assistant, some-
times as a player of the gendér, without necessarily wanting
to become a dalang. Eventually he comes to know the reper-
toire of the dalang by heart. Then he may be asked by his
family, a medium or the désa to become a dalang, but it may
also be that he wishes to become a dalang from the very be-
ginning. As soon as the prospective dalang decides to become
a dalang he must learn how to recite certain parts of the
performance in order not to harm the audience or himself.
These parts are the introduction to the performance (panga-
ksaman pawayangan in North Bali, pamahbah in the other parts
of Bali), and the mantra for the preparation of the holy
water and the offerings. One may ask a dalang to teach these
parts, or one may copy them from written sources in the pos-
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session of a dalang, for many dalang own a Dharma Pawayangan
or exercise books containing the texts of the introduction

to the performance and the mantra (inf. nos. 6, 9, 10, 13,

29; W1/80, 81; W3/6-8; W4/3). It also happens that the pros-
pective dalang may ask an old dalang for some form of in-
struction on the movements of the puppets; in addition he may
attend the performances given by famous dalang very much ad-
mired by him. Many older dalang in South Bali always mentioned
in this connection that they used to attend the performances
of I Granyam and his son I Krekek from Sukawati (inf, nos., 1,
6, 12, 18), or of Ida Bagus Ketut Alit from Mas (inf, nos. 17,
24) ., These three, who seemed to have enraptured the Balinese
in the twenties and thirties, served as a model for many
present-day dalang. Nowadays the dalang from Bongkasa and Bu-
duk serve as an example for other dalang or prospective dalang
in South Bali, and the dalang from Tamblang for dalang in '
North Bali. As will be shown in Chapter Three, a distinction
has to be made between the structure of the performances in
North Bali and that in the other parts of Bali. Therefore, a
dalang from Buléléng will never take a dalang from Sukawati

as a model. The reverse is also true.

After having mastered the techniques of artistic execution
and the introductory parts together with the mantra, one must
be initiated (inf. nos. 2, 4, 8; W6/1). Only then is one al-
lowed to perform wayang lemah (or wayang gedog or wayang be—
nang), to give a performance laden with magic, and to prepare
the holy water at the end of a performance. There are two
types of initiation. The first one, called mawinten dados
dalang, initiation as a dalang, takes place at the beginning
of one's career as a dalang. The idea of initiation (mawinten)
is not specific to a dalang. Anyone who wants to devote him-
self to an art or to learning has to be initiated. Such an
initiation gives self-confidence and protection, so that one
becomes immune to evil forces. The person who is invited to
perform the initiation ritual is chosen, particularly in
South Bali, in accordance with the social class of the pros-
pective dalang. If the prospective dalang belongs to the
higher classes he may invite a pedanda or a brahman lay-priest
(welaka). A jaba may invite a pedanda or a welaka too, if he
wants to, but a lower temple priest (pamangku) or a special-
ist in the preparation of offerings (tukang banten) is al-
ready sufficient. An initiation of the mawinten-type takes
place usually in the domestic sanctuary of the priest and
not in that of the prospective dalang. If this first initi-
ation of the mawinten-type does not give the dalang enough
self-confidence, it may be repeated several times.

The initiation ceremonies of the mawinten-type are the
same throughout Bali, except for Buléléng where the jaba
class have a ceremony of their own., It is held in a special
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temple, namely the Pura Siwa Manik Dalang in Pamaron (West
Buléléng), a-temple dedicated to the god Siwa as the dalang
par excellence (inf. nos. 71, 74, 75; W6/2, 3). During the
annual festival (piodalan) of this temple that takes place in
wuku wayanyg, as already pointed out, the daZang belonging to
the jaba class from West Buléléng as well as from East Bulé-
1éng can be initiated by the pamangku of this temple. Among
the dalang, especially the jaba, from the other parts of Bali
the existence of the temple in Pamaron and the initiations
that take place there are unknown.

As for the initiation of the second type, this is necessary
if a dalang also wants to officiate at those performances that
are laden with magic and are as such dangerous, like Sudamala,
Sapu(h) Légér, Calon Arang or Bima Swarga. This initiation is
called masakapan ring wayang, the marriage of the dalang to
the wayang puppets. When this takes place depends on the
dalang's means for financing it rather than on the completion
of his studies as a dalang. The class of the dalang (brahmana,
ksatriya, wésya or jaba) determines the class and rank of the
priest (pedanda, welaka, pamangku, tukang banten) who is ask-
ed to officiate at the initiation. The place of the ceremony
varies. It may be the ancestor temple of the dalang himself,
any temple during the pZodalan in the village of the dalang,
the domestic sanctuary of the priest who initiates, or even
the cremation-ground. As a rule the dalang's wife 'is then
initiated too. It is generally the custom that at important
initiations, such as the initiation of a dalang (masakapan),
and the initiation of a pamangku or a priest (padiksan),
husband and wife are initiated together (R/17, 18, 36). This
initiation of the second type takes place only once.

It is clear from the foregoing that a dalang is not an or-
dinary artist amusing the Balinese with his puppets. Because
of his initiations, in particular the second one, he is able
to come into close contact with the gods and their divine
powers, To evoke them he utters formulas (mantra tan Kawedar)
before he starts performing. In North Bali it is believed,
as already pointed out, that the god Manik Dalang is invoked
to take over the dalang's body during the performance. In the
other parts of Bali this is the god Siwa himself. In addition
to Siwa and Manik Dalang, other gods and goddesses may also
be invoked by means of formulas. Kama, the god of Love, is
called upon to enrapture the audience by all dalang in the
whole of Bali, and the goddess of knowledge, Saraswati, is
asked to give wisdom to the dalang (cf. Hooykaas 1973a: no.
21, b, ¢; no. 22c¢; no. 25, j-1; no. 28, a-e).

At the end of a performance the dalang may prepare the
holy water, which serves for purification, like the holy wa-
ter prepared by other, higher ranking priests. The holy water
of a dalang is regarded as less important, except for two
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cases to be mentioned in paragraph nine of this Chapter.

In South Bali the dalang is not regarded as a man of a
high social prestige because he is a priest and entitled to
prepare the holy water, Unlike a pamangku, for example, also
a lower ranking priest, he is never addressed with a honorif-
ic title but he is referred to by the name of his désa of ori-
gin, for instance dalang Tunjuk, the dalang from the désa
Tunjuk, or dalang Buduk, the dalang from the désa Buduk. He
does not wear his hair in a bun like most other priests, nor
does he wear a white turban (dastar putih), even during a
performance. He also nearly always has a second profession
such as cycle-repairer, or tile-maker, which is seldom the
case with other priests.

In North Bali the position of a dalang is regarded in a
different way. Owing to his contact with the god Manik Dalang,
each dalang is a man of a high social prestige. His holy water
equals that of a pamangku. He is therefore addressed with the
honorific title jero mangku dalang, or jero mangku. He wears
his hair in a bun and he always has a white turban, not only
on the occasion of the performance, but also in daily life.
He does not have a second profession.

Having a second profession is, of course, not wholly de-
pendent on prestige, but also on the income from the perform-
ances. A dblang in North Bali gives from 200 to 225 perform-
ances a year (inf, nos. 51, 57-61). Sometimes he may even give
two or three performances a day. In the other parts of Bali
an average dalang performs only 80 to 100 times a year (inf.
nos. 52, 62). The fee for a performance of wayang parwa with
the normal number of musicians amounted in 1973/74 to about
8,000 - 10,000 Rp. in North Bali. The fee was independent
of the type of performance (wayang wengil or wayang benang) .
In the other parts of Bali the fee amounted to between 2,000
and 5,000 Rp. in the case of wayang parwa performed with a
screen. The two famous dalang from Bongkasa and Buduk formed
an exception. They asked 10,000 Rp. for such a performance.
For wayang lemah (or wayang gedog) the fee was lower, be-
cause of the shorter duration of the play. For a performance
with more than the normal number of musicians (for instance
in the case of wayang ramayana) the fee is higher in all
parts of Bali, since the dalang also has to pay his musicians
(and his assistants) out of this money.

Apparently a dalang in North Bali earns enough to make a
second profession unnecessary. In the other parts of Bali be-
ing a dalang does not bring in enough money, with the excep-
tion of the two dalang mentioned earlier, so that practically
every dalang must have a second profession.

2.5.2 The distribution of the dalang per regency
Concerning the distribution of the dalang over Bali, several
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questions may be asked. How many dalang live in the whole of
Bali, what is their number per regency, and to what social
class do they belong? I tried to obtain information as detail-
ed as possible on these matters. It is listed in the following

table.

List of the number of dalang per regency (1972-1975)

Regency  Désa Brahmana Ksatriya Wésya Jaba Total
Buléléng Central 1 - 1 5
East - - - 16
West 2 - 1 14 40
Karang- Amlapura 5 (1 stopped in - 3
asem 1977) 3’
Boda Kling 3 - - -
Ngis - - - 1 15
Gianyar Beng 1 - - -
Mas 1 - - -
Blahbatuh - - 1 -
Bédahulu - - 1 -
Pacung - - 1 -
Padang Tegal - - - 1
Sukawati - - - 5 11
Klungkung Klungkung - - - 2
Kamasan - - - 2 4
Bangli Bangli 1 2 - -
Songan - - - 1 4
Badung Buduk 1 - - -
Rongkasa 2 - - -
Dénpasar 5 - - -
Sanur 1 - - -
Abian Semal - - - 1 10
Tabanan Riyang Gedé 1 - - -
Panarukan 1 - - -
Kaba Kaba 1 - - -

Kediri, Ulundésa,

Tunjuk, Batu

Sanggihan, Batu - - - 8
Gaing, Kasiut,

Dukuh Pulu, Si-

bang, Beraban

Krambitan - - - 2 13
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Regency Désa Brahmana Ksatriya Wésya Jaba Total
Jembrana Jembrana 1 - - -

Mendoyo dangin

Tukad - = - 1 2
Lombok Kampong Suéta 1 - - -

Cakra - - - 1

Karang Blumbang 1 - - 1

Gng Malang, Kori-

pan, Bongor, Do- - - - 4"

dokan

Pajang - - - 1" 9
Total 29 2 5 72 108

' Balinese dalang performing wayang sasak.
" Sasak dalang performing wayang sasak.

As the list shows, the number of dalang belonging to the jaba
class is the biggest, followed by the number of brahman dalang.
There are only a few ksatriya and wésya who perform as a da-—
Zang. In Buléléng the wayang is very popular, so there are
more dalang than in Jembrana, where the wayang plays a less
important role. The dalang of brahman and wésya descent of
North Bali live in Central Buléléng and in the eastern part

of West Buléléng. These are exactly the regions where brakmana
and the royal descendants of the wésya Arya Kapakisan prevail,
and where they consequently are most needed. The dalang be-
longing to the jaba class live mainly in the eastern and west-
ern parts of Buléléng. These regions are inhabited mainly by
jaba. In the east many of them are in fact descendants of the
wésya Arya Gajah Para. They were reduced in rank after they
rebelled against the king Di Madé of Gélgél in the 17th cen-
tury. In the extreme western part of Buléléng I did not come
across any Balinese dalang, as this region is mainly inhabited
by Muslim Javanese immigrants.

The brahman dalang of the regency of Karangasem are all
Buddhists, Boda Kling and Amlapura being the centres where
they live. In Amlapura and near surroundings there also live
many royal descendants of the wésya Arya Kapakisan. Together
with the brakimana they are the people who invite the Buddhist
dalang for their performances. The dalang performing wayang
sasak all belong to the jaba class. They live in Amlapura,
where most of the Muslim Balinese of the regency of Karanga-
sem live. The other dalang of jaba descent, particularly the
dalang who participated in the Wayang Festival of 1971 as a
representative of his regency, perform not only in the regen-
cy of Karangasem, but also in West Lombok at the ceremonies
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of the Jjaba.

In the regency of Gianyar the dalang of brahman descent
come from Beng and Mas where many brahmana live. If we come
across dalang of wésya descent in Gianyar, they come from those
regions where most of the kings and princes live, and where
they consequently are most needed. These kings and princes
are the descendants of lower standing of the ksatriya king
Ketut Ngulesir and the descendants of several wésya (Arya
Kapakisan, Dalancang, Sentong and Wangbang Angkeran; inf.
nos. 28, 49, 63). In Sukawati the dalang belong to the jaba
class. It is believed that the best dalang come from this
désa. They are famous for their jokes, and the rapid, lively
way in which they move their puppets. At big ceremonies
(déwayadnya, pitrayadnya) in Gianyar, they are often asked
by the triwangsa to perform wayang wengl, however without
preparing holy water after the performance. These daZang from
Sukawati are also often asked to perform outside their regen-
cy, particularly in Karangasem, Klungkung and Badung.

In the regency of Klungkung I only found four dalang of
the jaba group. They live in and near the town of Klungkung.
Although the highest royalty, the descendants of the ksatriya
King Kresna Kapakisan, live there, I did not find dalang of
brahman or ksatriya descent. Probably these royal families
do not frequently order wayang performances. At ceremonies
of members of the jaba group in Klungkung dalang from Gianyar
are asked rather frequently, because they play better than
the dalang from Klungkung.

In Bangli I came across one brahman and two ksatriya as a
dalang. They live in the town of Bangli and in the south of
Bangli, regions inhabited by many descendants of lower stand-
ing of the ksatriya king Ketut Ngulesir and of the wésya Arya
Dalancang, Sentong, and Wangbang Angkeran. They perform main-
ly at the ceremonies of the princes. However, the brahman
dalang also performs in the mountainous north (Kintamani, Su-
kawana), but only at temple festivals. In the Bali Aga désa
around Lake Batur (Trunyan, Buahan, Songan, Abang, Kedisan)
wayang performances also take place. The dalang who is asked
to perform in these villages lives in Songan.

The dalang from Badung are all but one brakmana. They are
frequently asked to perform at the ceremonies of the numerous
brahmans living in Dénpasar and Sanur, and of the royal des-
cendants of the wésya Arya Kenceng. They are also frequently
asked at the ceremonies of the members of the jaba group for
they consider it fashionable to ask for a brahman as a dalang.
Many of these brahmans are specialized in wayang lemah, as
this is a very popular type of wayang among the princes in
Badung. The brahman dalang also perform outside Badung,
chiefly in Tabanan. They mainly perform wayang lemah. If they
perform wayang wengi, the performance is always concluded
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with the preparation of holy water. Their sponsors are the
descendants of the wésya Arya Kenceng and Arya Blog, and the
descendants of a lower standing from the ksatriya king Kresna
Kapakisan.

The dalang of the regency of Tabanan belong mainly to the
Jjaba group. They perform all over the regency at the ceremo-
nies of the jaba as well as at those of the princes. In this
case they do not prepare the holy water for the wésya and
ksatriya. The brahman dalang from Tabanan perform for their
own families and for the princes, if they need the holy water.
As the technique of artistic execution of these brahman dalang
is not outstanding, brahman dalang from Badung are preferred.

In the regency of Jembrana I found only two dalang. One is
a brahman who occasionally performs at the ceremonies of the
brahmans and the princes descended from the wésya Kapakisan
living in and around the town of Jembrana, and of the descend-
ants of lower standing from the ksatriya king Kresna Kapaki-
san. The other dalang is a jaba whose main activity was to
perform at the post-burial rites of the jaba. In the most
westerly part of Jembrana no Balinese dalang live or perform,
as this region is inhabited mainly by Javanese and Madurese.

In West Lombok the brahman dalang serves only a small
group consisting of brakmana and princes, descended from the
wésya Arya Kapakisan. The dalang belonging to the jaba group
prevail. As their performances are not very good, the much
more popular dalang from Karangasem are frequently invited
to give performances.

2.5.3 The assistants of the dalang

During the performance one or two men or boys sit behind the
dalang to assist him. They are known by various names. Tututan
and katengkong in Tabanan, Badung and Gianyar (inf. nos. 1,
4, 10, 15, 31, 45), and pangabih in Jembrana (inf. nos. 55,
56). In Buléléng they are called pangayah or jublag (W2/62),
and in Bangli pangancan and also tututan (inf. no. 53). These
assistants take the puppets over from the daZang when they
are no longer being used. They arrange them on the floor.
They hand them over to him when he needs them again. The
dalang believe that it is dangerous to tell their assistants
or other people the subject of the lelampahan wayang before
the performance (I found an exception to this rule in the
regency of Jembrana; inf. no. 55). During a performance the
dalang may use their voice only to say their text. They fear
it might do harm to themselves as well as to the assistants
if they ask them for instance to hand over a particular pup-
pet. This is because divine beings, as already stated, are
supposed to speak through the dalang's mouth. By talking to
other people during the performance, the dalang would abuse
the voices of the gods. However, the dalang do not always
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keep to this. Nevertheless the assistants have to be highly
experienced for the task they have to fulfil, namely to know
exactly what the daZang needs and when during the performance.

2.5.4 The sponsor of the performance, the audience and their

demands on the dalang

When it is decided to have a ceremcny accompanied by a wayang
performance, the person charged with the organization of the
ceremony communicates with the dalang and informs him of the
character of the ceremony. If a special lelampahan is request-
ed, he is told this. The sponsor of the performance as well
as the audience expect that the dalang will choose his topic
in keeping with the character of the ceremony. If he does not
do this, the dalang is criticized. Particularly in Tabanan
and Badung, the audience expects that a play be based on a
literary text, and that the contents of the play not deviate
too much from it. The audience does not expect the dalang to
invent something new, but to appeal to what is well-known to
them. In North Bali this is different. The audience appreci-
ates it if the dalang tells a story invented by himself.

It became clear to me that everywhere in Bali criteria
exist concerning the composition of a play, the correct text
of the introductory part, the technique of artistic execution,
the languages to be used, and the diction. They had never
been explicitly written down, as I shall point out later, un-
til the Listibiya (MajelZs Pertimbangan and PembZnaan Kebuda-
Yaan) organized the Wayang Festival in 1971. Then ten criteria
for a good dalang were set down in writing. These are:

1. Knowledge of the Dharma Pawayangan;

2. Harmonious composition of the play;

3. Skilled handling of the puppets;

4. Correct knowledge of the voices and the movements charac-

teristic of each puppet;

Good dialogues;

. Witty remarks and funny interludes at the right moment and

not too often;

7. Correct chants in 0Old Javanese;

. Correct diction;

9. Correct use of the languages and of the appropriate forms
with which the characters of the higher classes should be
addressed; and

10.Harmony of performer, play and music.

We may perhaps conclude from the sequence of these points

that knowledge of the Dharma Pawayangan is considered the most

important. However, we must keep in mind that these ten crite-

ria only give us evidence of the existence of rules for per-
forming, although their actual contents are not described.

It is a custom that the person who sponsors the performance
should pay the cost of transportation of the dalang, his as-

[ 3]

o]
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sistants and his musicians, and that he provide them with a
meal. In the Dharma Pawayangan (Hooykaas 1973a: nos. 72-75)
directions are given as to the posture for sitting (i.e.
facing towards the east or the north) and the ingredients of
the food.

Most dalang have made a vow that they will never stay over-
night at the house of the person who sponsors the performance,
but will go back immediately after the performance, even if
it gets very late. Their explanation for why such a vow is
made is not very clear. They only say that it brings bad luck
to themselves. From the Dharma Pawayangan it appears that a
dalang on his way to the house of the sponsor has to utter
formulas to protect himself against evil forces as the house
is considered to be tenget, i.e. laden with magic (cf. Hooy-
kaas 1973a: nos. 21, 22).

2.6 The music and the instruments accompanying a performance

The basic instruments that are used to accompany most reper-
toires are the gendér wayang (Wa/5; C 123, 124). As there exist
only two books giving data on the gendér wayang (Kunst 1925:11,
128; McPhee 1936 and 1966:30-37, 200-233), and as the informa-
tion sometimes is not quite correct and not exhaustive, it may
be appropriate to describe the instruments in some detail.

The gendér wayang is a metallophone consisting of ten keys
hanging over the same number of bamboo resonators. For this
reason the instrument is also called the gendér dasa (dasa,
ten). The instruments are played with two small wooden mal-
lets provided with a thin wooden disc at one end (see plate
no. 13). Each hand and each instrument plays a different
part. In all regencies of Bali except for Buléléng four gen—
dér are always used during a wayang wengil performance of the
parwa, calon arang and sapu(h) légér repertoire. During a
performance of wayang lemah (or wayang gedog) only two gendér
are used in Tabanan, Badung and Gianyar (inf. nos. 1, 54),
and four in Jembrana, Bangli, Klungkung and Karangasem, in-
cluding Lombok (inf. nos. 23, 55). In Buléléng during both
wayang wengi and wayang benang two gendér are used. If a
ramayana and cupak performance is given some instruments are
added. These will be mentioned later. The plays belonging to
the sasak and the gambuh repertoire are not accompanied by
gendér, but by other percussion instruments and flutes. The
Jayaprana repertoire was accompanied by a bumbung orchestra.

In Kunst 1925 it is erroneously stated that four génder
with thirteen keys (génder tetulas; tetulas, thirteen) are
always used to accompany the wayang performances. However,
as can be seen in his photograph 30 (Kunst 1925: 228) four
gendér with ten keys are used. In McPhee 1936 and 1966 only
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the situation in Central Bali is described, but not that in
the other parts of Bali.

The gendér are played in pairs. If there are four gendér,
they can be divided into two pairs, a big pair called jublag
or jublag panggedé (inf. no. 84) and a small one called Kantil
(inf. no. 84; Wa/5). The keys as well as the resonators of
the two instruments of the pair of jublag are of the same size.
The keys and the resonators of the pair of kantil are also of
the same size, but they are smaller than those of the pair of
Jjublag. Thus the division into pairs is based on the size of
the instruments. As a result of their difference in size, the
instruments have a different pitch, the pair of jublag having
the lower notes, and the pair of kantil higher ones. The in-
struments belonging to the same pair are placed in front of
each other (see figs. 2a, b).

Besides this division into pairs, there is a second div-
ision based on the degree of resonance of the instruments. The
knots (buku) of one instrument of the pair of jublag and of
one of the kantil are placed low, so that these instruments
have a deep, vibrating sound. They are called pangumbang,
hummer. The other two instruments have higher placed knots,
so that they have a muted, thin sound. They are called pang-—
7sep, sucker. Besides these names indicating the group to
which an instrument belongs, each instrument has its own in-
dividual name. The whole complex of names is expressed in the
following 1list.

Pair no. 1: jublag or jublag panggedé

Both instruments are larger in size than the instruments be-

longing to the second pair. Therefore they have the lower

notes. They play a leading role, as they indicate the melody.

(a) Pangumbang, named pangéntér (ngéntér, to rule over)
This is the leading instrument. It is played by the most
skilled musician, who determines which melody is played.
It has a low pitch. As the sound is lower and louder than
the gendér pangisep, it is also named the male (lanang)
instrument.

(b) Pangisep, named panylangkit gedé (nylangkit, to play in
between; gedé, big)
The instrument plays in between the melody given by (a).
It is slightly higher pitched than (a) as the buku of the
resonators are placed a bit higher. As the sound is higher
and thinner than that of (a) the instrument is also named
the female (wadon) gendér.

Pair no. 2: kantil

Both instruments play the higher notes, since they are small.

(a) Pangumbang, named barengan gedé (barengan, follower)
The instrument follows the melody played by the first
pgir. It is rather high pitched, but less than the pan-—
gisep. Therefore it is called the male gendér.
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(b) Pangisep, named barengan alit, or panylangkit alit
(alzt, small)
The notes are blayed in between those of (a). The instru-
ment is slightly higher pitched than (a), as the buku
are placed a bit higher. Therefore it is called the fe-
male gendér.
If only two gendér are used during a performance, pair no. 1
is chosen. In Buléléng only pair no. 1 is known.

The scale of the instruments is sléndro. Its notes are
DONG DENG DUNG DANG DING dong déng dung dang ding. It is be-
yond the scope of this study to discuss the different parts
of the melodies played by the respective instruments. As for
Central Bali this subject is treated excellently in McPhee
1936 and 1966: 200-233. The names of the melodies and their
use, however, will be discussed in Chapter Five,

The dalang marks the tempos of the melodies with the taps
of the hammer, but the player of the pangéntér decides which
melody has to be played. Therefore, the dalang himself does
not know exactly the names of the melodies unless he knows
how to play the gendér. Nevertheless, he cannot do without
the musical accompaniment of the orchestra. This became evi-
dent when during the interviews the dalang had difficulties
in singing and reciting certain passages if they were not
accompanied by the gendér.

The gendér wayang are not only used to accompany the
wayang performance, but also to add lustre to manusayadnya,
such as for toothfiling, marriage, rajaswala, or to pitrayad-
nya. Two gendér are placed on the platform serving as a base
for the cremation-tower when it is on its way to the cremation-
ground (plate no. 13).

A wayang ramayana or a cupak performance is accompanied by
the génder wayang supplemented by some instruments consisting
of gongs, drums and flutes. This orchestra is called batél,
quick, as the melodies are usually played quickly. Sometimes
the batél orchestra accompanies a parwa performance. The batél
orchestra is considered exciting (ramé), and it thus may be
used to accompany wayang parwa performances that have to be
ramé. It is self-evident that such a performance must be more
expensive than a performance accompanied by gendér only. A
ramayana performance may also be accompanied by gendér only,
if it is too expensive to hire a complete orchestra.

In summary we may say that the number of musicians and
their instruments depends mainly on the repertoire, but that
it is also influenced by the type of performance (wayang le-
mah or wayang wengi) and by the region.



Survey of the Balinese Wayang 53
2.7 The requisites of the dalang and their use

2.7.1 The puppets

Each repertoire has its own characteristic puppets. As has
already been pointed out, not every dalang possesses the
puppets for all the repertoires. Throughout Bali an average
set of wayang puppets includes those for the parwa, sapu(h)
légér and calon arang and sometimes also the ramayana reper-
toire. The number of puppets varies from 100 to 140 (inf.
nos. 4, 16, 19, 21, 26, 27, 30, 31, 42). Only a few dalang
possess the puppets for the cupak, gambuh or jayaprana reper-
toire. The basic characters of the cupak and jayaprana reper-
toire are very few, namely eight (inf. no. 16) and ten (inf.
no. 49), respectively. To represent the other characters of
this repertoire, suitable puppets from the parwa repertoire
are "borrowed". The complete set of gambuh puppets of I Gusti
Jlantik in Blahbatuh amounts to 85 items (inf. no. 19). The
number of the puppets of the sasak repertoire varies between
100 and 125 (inf. no. 46, 47).

The puppets can be divided into divine beings (gods, de-
mons), brahmana (priests), ksatriya (kings, queens, princes,
princesses), wésya (commanders) and jaba (soldiers, servants,
lower demons). Apart from the gods and demons, a division in-
to four groups, similar to that of Balinese society, is thus
maintained. As a consequence, the dalang has to have the pup-
pets address each other with certain standard expressions of
respect. The puppets and the group they belong to can be rec-
ognized by their size, clothes, jewellery, shape of the eyes
and nose, and colour of the skin.

Besides, a distinction can be made between puppets belong-
ing to the right-hand party and those of the left-hand party.
Those of the former should be placed on the right side of
the dalang during the play, and those of the latter on his
left. The party of the majority of the puppets belonging to
the ksatriya class and their main servants is fixed and thus
independent of the play performed. The party of the puppets
belonging to the other groups, including those of the gods,
may vary. It depends on their role in the play.

Apart from these puppets representing certain characters,
there are their requisites, such as weapons, chariots, mounts,
and there are several heads cut off during a fight (punggalan)
animals, trees, fire., The most important puppet, however, is
the one representing a tree with flowers and creepers. It is
called babat in North Bali and kekayonan in the other parts
of Bali (see plates nos., 7, 8). It is to a certain extent
comparable with the well-known gunungan or Kayon of the Ja-
vanese wayang Kulit. Its function in the Balinese wayang will
be discussed in Chapter Five,

In the following I shall deal only with the puppets of the
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parwa, sapu(h) légér, calon arang and ramayana repertoire,
as these are the most frequently met with.

It appears that the main characters of these repertoires
are found in all parts of Bali. But there are other puppets
characteristic of a certain regency or region only. The pup-
pet of the God Acintya, usually abbreviated to Cintya, the
god in whom all the Balinese gods are united, is known only
in South Bali (inf. nos. 16, 19, 21, 41, 42; plates no. 18,
20) . The gods Brahma, Siwa and Wisnu of South Bali have, be-
sides their manifestation as a god, also a many-headed and
many-armed manifestation called pamurtian or murti (plate no.
17) . The use of Acintya and the pamurtian is described in
Chapter Three. The puppet of the kepuh rangdu, the tree of
the cremation-ground, draped with corpses, entrails, a bier
and a crow - symbols of death - is only known in Central Bali
(see plate no. 8).

Typical of North Bali is that there are so many different
male servants. The explanation for this is given in Chapter
Four. There are the special servants of the gods, such as
jero Dukuh (W2/27), and of the priests, such as Nang Gatepan
(inf. no. 27)., Not only the kings and princes who are the
main heroes of the play have their pairs of servants, as in
the other parts of Bali, but also the princes playing a sec-
ondary role have servants of their own. I Cepot (W2/28), I
Tonglang, I Kenyot, and I Manyar (W2/36, 37, 41, 68) serve
the right party, and I Gedé Glas, I Gedé Botol, I Baag
(W2/50) serve the left party. The second puppet of the pair
serving the main heroes of the right party is called Wana,
and its outward appearance differs completely from that of
Wredah, the second servant of the right party in the other
parts of Bali (see plate no. 9). In North Bali Twalén, the
first servant of the right party, even has a son, called
Tolé (inf. no. 27), and Sangut, the second servant of the
left party, has a younger brother called I Sengat (inf. no.
27). In the other parts of Bali, however, we have only two
pairs of servants, Twalén and Wredah, who serve all the gods,
kings and wésya of the right party, and Mélem and Sangut, who
serve those of the left party. In Chapter Five I deal with
the role of the servants in the play.

As the puppets are sacred, the whole set is wrapped in
white cloth (ules—ules) when put into the chest after a per-
formance. The chest should not be kept on the ground when it
is not being used. This is because it contains puppets which
are sacred. A second reason is a practical one. Something
placed on the ground is an easy prey of vermin and damp. For
this reason, the chest is kept on a platform. This is usually
a special building (balé).in the compound of the dalang. If
one wants to have the chest opened and the puppets taken out,
special offerings must be made to them.
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On the day tumpek of the wuku wayang the anniversary of
the coming into existence of the wayang puppets is celebrated.
The puppets are then honoured with an offering-ceremony
(rainan; inf. no. 21; Hooykaas 1973a: no. 66).

2.7.2 The making of the puppets

Makers of wayang puppets (sangging wayang) are not frequently
met with in Bali. They can be divided into non-professional
and professional makers. To the non-professionals belong those
who have made a set of puppets only once in their life. They
are usually dalang who did not inherit a set of puppets and
do not have enough money to order a set. Of the professional
makers some still are (Krambitan, inf., no. 27), or have been,
dalang (Abian Semal, inf. no. 36; Nagasepaa, inf. no. 26),
while others (Sangsit, inf. no., 27; Puaya, inf. no. 36) are
specialists in leather-working in general. Besides wayang
puppets they also make the gilded leather headdresses, jewel-
lery, girdles, etc. used for dance performances. A new de-
velopment is the making of puppets for tourists. In one of
the art-shops in Celuk (regency of Gianyar), young boys are
trained by an older specialist in leather-working in the mak-
ing of puppets for tourists.

The main reason why there are not many puppet-makers is
probably the fact that most collections of puppets are handed
down from father to son or grandson in a family, so that new
puppets are not needed. 0ld collections may also be sold Zn
toto to another dalang. The price for an old puppet is lower
(1,000 to 6,000 Rp. in 1978) than that of a new one (6,000 to
10,000 Rp. in 1978). It is, therefore, easy to understand why
a dblang prefers to buy an old puppet instead of ordering a
new one,

The puppets are made from the hide of a cow (inf. nos. 1,
26, 27). The flayed skin is dried in the sun. It is then
rolled up and soaked in a small ditch where it remains for a
couple of days. After the hide has been taken out, it is
stretched on a wooden frame. It is then dried in the sun for
some days. When the skin is completely dry and hard, the hair
is scraped off with an iron scraper. Both sides of the skin
are scoured, so that they become smooth. The thickness of
the skin must be the same throughout. The maker has to bear
in mind that large puppets must be made of thick skins, while
the skins for the smaller puppets must be thin in order to
make the network of punch-holes all over the puppets as fine
as possible. When the hide is ready for cutting, the outlines
of the body of the puppets are first drawn with a pencil.
Some makers use a pattern, others sketch from memory. The hide
is then taken from the frame. It is laid on a block of stone,
so that the puppets can be punched out with the chisel (paet) .
The outlines are punched out first, then the clothes, belts,
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jewels, hair and face are indicated by means of small round
or half-round holes, or with stripes. The upper and lower
parts of the arms, which are loose, are then made of the
scraps of hide. According to the Dharma Pawayangan one should
pronounce a charm when one draws a puppet (Hooykaas 1973a:
no, 69). However, none of the puppet-makers interviewed did
so.,

The next step is the painting of the puppets. In North Bali
modern lacquers are used, but in the other parts of Bali the
traditional paints are still applied. In Central Bali only the
puppets made for tourists are painted with lacquer. Also the
painting of the puppets should be preceded by the pronouncing
of a charm (cf. Hooykaas 1973a: no. 70), but the puppet-makers
assured me they never did so.

After the painting the sticks (KatiZk) are attached to the
puppet. Usually there are three sticks. The main stick is
fastened to the middle of the puppet to strengthen it, so that
it cannot bend. The upper and lower parts of the arms are then
fastened to the body with pins of cow's horn or with small
pieces of cord. Long, thin sticks, also called katZk, are then
fastened to the arms, so that they can be manipulated by mov-
ing the sticks.

The sticks can be made either of cow's horn or of bamboo.
Cow's horn is preferred, although it is more expensive than
bamboo, because it is stronger. In particular the main stick
has to be strong, because its pointed lower end has to be in-
serted into the banana-trunk during a performance.

2.7.3 The style of the puppets

We may distinguish between two style-groups in Bali, namely
the Balinese and the Javanese. The puppets of the parwa, ra-
mayana, sapu(h) légér, calon arang, cupak and jayaprana reper-
toire belong to what I shall call the Balinese style. This is
characterized by the compactaess of the puppets, the rather
short legs and arms, the broad faces and the straight, short
noses (see plates nos. 9, 12).

The puppets of the gambuh and sasak repertoire are repre-
sentative of the Javanese style. They are more stylized than
the former (see plates nos. 10, 11). In fact, the Balinese
style is closely related to the style of the figures depicted
on the reliefs of the Hindu and Buddhist temples in East Java
of the 13th century and later. On the reliefs of Candi Jago
(AD 1280) one already finds figures depicted with the above-
mentioned characteristics of the Balinese style. Van Stein
Callenfels 1925:172-177 recognizes two styles in East Java,
namely a naturalistic style, called kakawin-style, as the
stories depicted are derived from kakawin, and a non-natural-
istic style, called wayang-style, as the stories are derived
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from wayang plays. This implies that he assumes that the old
Javanese wayarng puppets must have resembled the figures de-
picted on the reliefs.

Java and Bali were in contact from the end of the 10th
century, starting with the marriage of prince Udayana from
Bali with Gupapriyadharmapatni, the daughter of a Javanese
prince. These contacts reached their highest point in the
expedition of Gajah Mada to Bali in AD 1343 to destroy the
local kingdoms and to establish a new order under Javanese
princes (Krom 1931:391). The Balinese style may have developec
after that from the old Javanese wayang—style. After the de-
cline of Hinduism in Java in favour of Islam at the end of
the 15th century, a new style of wayang puppets was developed
on the basis of the old Javanese wayang-style. According to
the Javanese tradition contained in the Serat Sastramiruda,
this was in the reign of the Muslim sultan of Demak, Shah
Alam Akbar. Since Muslim law forbade the representation of
human beings, the shape of the wayang puppets was altered, so
that they lost their human character. The body of the puppets
became elongated, their legs and arms extraordinarily long,
their noses pointed and long. The oldest archaeological evi-
dence of the new style in Java is dated AD 1706. On a stone
next to the entrance to the cave of Suracala in the Gunung
Kidul a wayang puppet of Ganesa is carved. It has the abovemen
tioned characteristics of the new Javanese wayang-style (photo
no. 7540 of the Archaeological Survey of Indonesia; OV 1925:
147-149; OV 1929:267). The latest archeological evidence of
the old Javanese wayang-style is from the middle of the 15th
century (Krom 1923 II:380, 382). The only thing we can safely
say is that the new style was developed between the middle
of the 15th century and AD 1706. If we assume that the Bali-
nese gambuh puppets were indeed taken from Java to Bali in
AD 1698 by Panji Sakti, and that they are represented by the
puppets of the collection o6f I Gusti Jlantik in Blahbatuh,
they probably form the oldest examples of the new style of
Javanese wayarng puppets.

It is, in my opinion, unlikely that Brandes (1904:40),
Krom (1923 I1I1:111), Van Stein Callenfels (1925:172-177) and
in their wake Holt (1967:71), when they compared the style
of the Javanese reliefs of the Singasari and Majapahit periods
with that of the wayang puppets, were familiar with the modern
puppets in the Balinese style, as these were hardly known un-
til the mid-thirties. Had they known these puppets, they
would no doubt have compared the style of the reliefs with
that of these Balinese puppets.

Within the Balinese wayang-style small differences based
mainly on factors of geography and age can be observed. The
difference in style has already been noticed by Hooykaas
1973a:320. The puppets numbered 74-96 represent the North
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Balinese style (no. 76 is mistakenly called Vré&dah (=Wredah);
the puppet represents Wana), and those numbered 1-73, origin-
ating from South Bali, represent the style of the other parts
of Bali.

The following differences exist between the puppets from
North Bali and those of the other parts of Bali. The puppets
from North Bali are slightly bigger - for instance the size
of the puppet of Nakula is in North Bali 39 x 15.5 cm. (inf.
nos, 27, 30), but in the other parts of Bali about 35.5 x
12.5 cm. (inf. no. 42; see plate no. 12). In North Bali the
clothing of the puppets is more exuberant. Besides, in North
Bali many puppets wear a black and white check loincloth
(kain kancut), shoulder belt (slimpet) and sacred thread
(nagaratna) - for instance Hooykaas 1973a: no. 87 Wirata, no.
90 Pratipya, no. 91 Kala Srenggi, no. 93 Dusasana - while in
the other parts of Bali the plain loincloth is worn. Here the
black and white check loincloth can be, but need not be,
worn by a puppet with supernatural powers, such as Twalén,
or by puppets which can fly, such as Bayu, Bima and Anoman.

The headdresses and the style of hairdressing o6f the pup-
pets in North Bali differ from those of the puppets represent-
ing the same character in the other parts of Bali. This can
be illustrated by the character of Drupada. In South Bali
(Hooykaas 1973a:21) the hair on the back of his head is curled
upward like a chignon (kekendon). This is fastened by means
of a golden head-band (gelung). In North Bali (Hooykaas 1973a:
86) the hair on the back of his head is curled downward. The
chignon is fitted in a golden piece of jewellery with a point
turned upward.

In North Bali the jewels in the upper-arm rings of the
puppets point outwards (see fig. 3a), while those of the pup-
pets from the other parts of Bali point in the same direction,
as they are both turned to the front (see fig. 3b).

W &)

Fig. 3a. The upper-arm Fig. 3b. The upper-arm
rings of the puppets in rings of the puppets in
North Bali, the other parts of Bali
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Face and skin of a puppet always have the same colour, but
in North Bali there seem to be different rules as to the col-
our of a particular puppet than in the other parts of Bali.
The face and skin of the puppet of Nakula, for instance, are
dark brown in North Bali, but light brown in the other parts
of Bali.

To the differences in style on the basis of age I reckon
in the first place the size of the punch-holes. The punch-
holes of the older puppets are neater and closer to each other
than those of the modern puppets. This is true for the whole
of Bali. A second characteristic is, in a few cases, the col-
our of face and skin of a puppet. In North Bali the puppet
representing Kunti was black at the end of the last century
(coll. Guru Jlantik, Alas Arum), but at present it is white.

2.7.4 The manipulation of the puppets

As in Chapter Three the play itself and the technique of ar-
tistic execution will be discussed, I need not go into the
subject here. I want only to remark that the movements of the
puppets in North Bali are considerably quicker and more elab-
orate than in the other parts of Bali. The mood of the daZang
during the performance is also different in North Bali in com-
parison with the other parts of Bali. Nearly all dalang I met
in North Bali were '"possessed" (katakson) during the perform-
ance, This was only rarely the case in the other parts of Ba-
1i.

The number of puppets coming on in the opening scene is
greater in North Bali than in the other parts of Bali. Why
this is so will be discussed later. The way in which the pup-
pets appear on the stage is also different in North Bali in
comparison with the other parts of Bali. Here the puppets be-
longing to the right-hand party must come on from the right
side, as seen from the dalang, and those of the left-hand par-
ty from the left. If a dalang does not observe this rule, he
is criticized by the audience. In North Bali the dalang are
not expected to follow this rule very strictly.

2.7.5 The hammer

The hammer with which the dalang taps the chest during the
play is an indispensable requisite. It is called capala in
Tabanan, Klungkung and Jembrana (inf. nos. 4, 54, 55), pang—
gul gedog, or panggul in Badung, Karangasem and Buléléng
(inf. no. 49), and paketak in Lombok (inf. no. 55).

The hammer serves various purposes., It is used (a) to ac-
company the movements of the puppets, (b) to indicate inter-
vals in the dialogues of the puppets, (c) to emphasize cer-
tain words spoken by the puppets and by the dalang, and (d)
to give signals to the musicians on the tempos of their music.
The taps and their notation are dealt with in Chapter Three
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of this study.
The hammer can be handled in two ways, viz. with the hand,

for instance when the kekayoman is moved, or with the right
foot, if the dalang is holding puppets in both his hands.

2.8 The offerings and their mantra

2.8.1 General

Since the puppets, representing divine beings, are sacred,
and since the performance is related to a ritual, the dalang
cannot simply start without first making an offering. If he
should do so, he would expose the puppets, himself and his
assistants to many dangers. As a protection, offerings (ban-
ten) are presented. The offerings and the way of presenting
them in North Bali are different in comparison with the other
parts of Bali.

2.8.2 The offerings in South Bali

The dalang performs the following actions accompanied by
mantra at the beginning of the wayang wengl performance
(w2/6, 7, 10, 13, 14, 22, 26, 48, 49, 69; W3/5).

1. The lamp has already been lit by an assistant before the
dalang has entered the panggung. The dalang lights two sticks
of incense with matches and utters the mantra:

om dhiipadipastraya namah svaha - op, honour to the power of
incense and lamp, Svdhd.

2. With a flower he waves the incense over the offerings
(banten wayanyg) to the wayang puppets placed before him, ut-
tering the mantra:

o pugpadantaya namak svahd — o, honour to the flower-toothed
god (= Siwa), svaha.

The offerings to the wayang puppets may vary. The number of
offerings depends on the character of the ceremony and the
type of performance (with or without a screen). At an ordi-
nary wayang wengt performance it is necessary to offer at
least pras, daksina alit, three canang, jrimpen, panyeneng,
and katipat gong (see plates nos. 14, 15). At a sapu(h) légér
performance many more offerings are required, including spe-
cial offerings to the god Surya. Supplementary offerings are
also required at a performance on the occasion of a cremation.
If a wayang lemah performance is given, the abovementioned
offerings are necessary, save for the fact that the daksina
alit is replaced by the daksina gedé, and that a suci-offer-
ing is added. It would be beyond the scope of this study to
explain the meaning of the names and the purpose of all these
offerings.

3. The dalang then sprinkles water (toya tabah) over the of-
ferings uttering the mantra:
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om Gangapavitraya namah svahd — op, hail to the purifying
Gangga, svaha.

4, Het utters a mantra in which he asks the god Guru to purify
the offerings. The Sanskrit of this mantra is so corrupt that
a translation is hardly possible.

5. He utters a Sanskrit staqva addressed, according to the
dalang, to the god Surya. This stava is listed as Kala—stava
and Astava Bh#ita in Goudriaan and Hooykaas 1971: no. 923. In
this stava the '"demon with red eyes', the '"destroyer of Tri-
pura'" is saluted. These terms are allusions to the god Siwa.
However, in Bali the god Surya is identified with Siwa, so
that the hymn may also be connected with the god Surya.

6. The dalang takes the offering called pras and utters the
mantra:

om amytadevaduddhaya namah svahd — om, hail to the pure god
of holy water, svahd (cf. Hooykaas 1973a: no. 49).

7. Over the daksina offering the ddlang utters the following
mantra:

om am wp map Sarasvatt Suddhasidhyaq prayojanapm patastraya
namah svahd — om ap wp map Saraswati, may my aim be success-
ful in a pure way, honour to the (?)-weapon, sva@ha (cf. Hooy-
kaas 1973a: no. 50). The daksina must always be offered to
make an offering complete.

8. Then with a flower the dalang again waves incense over the
offerings, uttering the mantra mentioned under 2. After this
he puts the sticks of incense in the daksina.

The part of the ceremony numbered 2 - 8 is called pamrayas-—
citta wayang, the purification of the wayang puppets. The
meaning of this ceremony is the following. During the perform-
ance the dalang may make mistakes, thereby polluting the pup-
pets. To prevent this, he gives expiatory offerings to the
puppets beforehand.

9. At the same time expiatory offerings consisting of pras,
daksina alit, canang and katipat are given to the gendér.
These offerings, however, are only placed by an assistant of
the dalang close to the instruments. No mantra are uttered.
10. The dalang manipulates the tabuh—tabuhan, libation offer-
ings. They consist of two segehan, including a vessel with
water and a bottle with an alcoholic drink (see plate no. 14);
a string of coins is fastened to the gedebong. The dalang
utters the mantra:

1k bhuta pradapa kalavigraha / nyatésajyanira sowang-sowang -
hey, there is the cursing of the buta and the keeping away

of the kala / here are the offerings for each of you (cf.
Hooykaas 1973a: no. 51). Alcoholic drink and food are offered
to the demons to appease them so that they will do no harm to
the puppets or the dalang himself. The string of coins is to
be spent in the market by the demons if they are not yet
satisfied. Now the puppets can perform without being exposed
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to evil influences.

11. The dalang finally takes a betel-quid while saying a
mantra (cf. Hooykaas 1973a: no. 61). By means of this mantra
the dalang expresses his hope to be loved by all the gods,

the demons and the living beings (namely the audience), during
the performance. SZh, love, and lZla siikgma, subtle feelings
of love, are evoked in the audience by this mantra. These
terms allude to Kama, the God of Love. Betel is here the sym-
bol of love par excellence, because it colours the saliva red,
which is the colour of the God of Love.

After these rituals the dalang starts performing. At the
end of the play no further ceremonies relating to the puppets
take place, except for the preparation of holy water, which
is, however, not always required.

In the case of wayang lemah, the dalang's actions regarding
the offerings are different (W2/7, 10, 48). Before he starts
the dalang lights the incense, as mentioned under no, 1, af-
ter which he manipulates the libation offerings, as mentioned
under no. 10. After the play he performs the purification of
the wayang puppets (nos. 1-8 above).

2.8.3 The offerings in North Bali

In North Bali the dalang's actions at the beginning of wayang
weng? and wayang benang (W2/3, 4, 20, 24, 35, 36-38, 47, 62,
67, 68) are the following.

1. The dalang himself puts the wick in the lamp. His assistant
fills it with oil. The dalang cuts a little piece (klopekan)
out of the gedebong. He stirs the oil with it. Then he lights
the lamp saying:

om sang hyang Saryacandra dhfipadevaya namah — op, the gods
Surya and Candra, hail to the god of the incense. (It would
be more logical to replace dhfipa here with dipa as it means
light.)

2., The assistant puts little pieces of incense in the censer
(pasepan) . The dalang takes the snuffers (sepit) to remove a
piece of the burning wick. He lights the censer with it say-
ing:

om tri ulih tiga Gangga kuskusak&na / dhiipasandhi ya namah -
om, the threefold aim, threefold Gangga, bring smoke / hail to
the blending of the incense. (The use of a pasepan is specif-
ic to North Bali. However, this does not become clear from
Hooykaas 1973a: no. 23.)

3. The dalang holds an earthenware vessel (coblong) with
water and a jepun—flower in it. With the flower he sprinkles
the water three times against the screen, saying:

om Gahgapavitraya namah svaha - om, hail to the purifying
Gangga, Svahd.

4. Some dalang now take a betel-quid (W2/36, 41, 47) saying
the same mantra as the dalang in the other parts of Bali
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(cf. Hooykaas 1973a: no. 61). Other dalang concentrate, soft-
ly saying mantra in order to get enough strength for the per-
formance. After this the dalang starts performing.

We may notice that in North Bali no rituals are performed
on behalf of the puppets or to appease the demons before the
performance starts. Only the screen is purified. Some dalang
evoke the God of Love to charm the audience. Other dalang
concentrate to get strength. After the play, however, the
North Balinese dalang perform the following ritual actions,
even when they do not prepare the holy water.

5. The dalang puts most of the puppets back into the chest.

A few of them remain. He arranges them in the gedebong. The
number of these puppets differs from dalang to dalang. How-
ever, the god Iswara entwined with a thick thread of benang
is always placed in the middle of the trunk, the servant Twa-
1én is on his right and a kekayonan is placed on the extreme
right and left of the trunk respectively. Most dalang also
insert the gods Siwa, Brahma and Wisnu in the trunk. Some
dalang also place the gods Gana, Indra, Kuwera and Bayu.

The dalang arranges the offerings, called offerings to the
wayang puppets (banten wayang). They consist of pras, lis,
daksina (in North Bali these three offerings are also called
tegteg), katipat, and two canang. He places them in front of
him, as well as the censer, a young coconut and the earthen-
ware vessel with water. On his right are the offerings to the
demons (banten pangluaran). They consist of segehan (includ-
ing a vessel with water and a bottle with an alcoholic drink),
Jrimpen and money.

6. The dalang lights the censer uttering the mantra of the
censer (cf. Hooykaas 1973a: no. 30, r-w). In this mantra the
smoke of the censer is identified with the god Iswara.

7. The dalang picks up a white flower and with it waves the
smoke of the censer in the direction of the wayang puppets on
the screen, saying the mantra of the flower mentioned in
2.8.2, no. 2.

8. He puts the censer on the floor, takes another flower and
with it sprinkles water from the vessel on the censer and
the wayang puppets, uttering a mantra (cf. Hooykaas 1973a:
19, p-v). In this mantra the goddess Gangga is asked for
deliverance from illness and suffering.

9. He then throws tepung tawar (purification-flour) in the
direction of the puppets saying the mantra:

om para hyang anglukatakén - om, may the gods purify, or:

om s&hé tépung tawar / panglukatan s&b&l kand€l - opi, the
prayer of the flour, the means of exorcising various defile-
ments (cf. Hooykaas 1973a: no. 19, n, o).

10. The dalang picks up the lZs (holy water sprinkler) which
is placed on the pras. The top of the 7Zs is always bent and
fastened with a piece of dried leaf. This must first be cut,
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after which the dalang stretches the top, saying a mantra
(Hooykaas 1973a: no. 19, a-i). In this mantra homage is paid
to the god Brahma, for destroying all defilements and impuri-
ties. The use of a 178 is also specific to North Bali.

11. After this the dalang puts the top of the I<s in the
little coconut and sprinkles the water on the wayang puppets
on the screen, on those in the chest and on the offerings,
saying the mantra: _
om Gangga saking tan ana angrébuk muficar saking ihu Prthiwt /
anglébur sahananing papakleda ring pangringgitan / kal&bur
denira bhatara Gangga bhatari Ganggil (cf. Hooykaas 1973a: 19,
p, 49) - om, may Gangga coming from nowhere spread a lovely
fragrance emanating from Mother Earth, delivering the puppets
from all sins and stains, dissolved by the god Gangga and the
goddess Ganggi.

12. The dalang puts the l7Zs back in the pras, saying:

op bhatara Siwa malingga ring pras tatakan deninghulun / op
tan paniruddha ri awak Sarirangku - om, may the god Siwa
characterized by the pras be a basis to me, opm, may there be
no hindrance with respect to my body.

13. After saying this the dalang takes the kekayonan placed
on his right out of the trunk, holds it above the daksina and
twirls it. While moving the kekayonan he says:

om bhatara Wigypu malingga ring sdsantun / kasalahan dening-
hulun tan paniruddha ri awak Sarirangku — om the god Wisnu
characterized by the sesantun offering, may my faults not be
a hindrance to my body. He twirls the kekayonan and puts it
back in the gedebong.

In the items 6 - 9 above the dalang performs exactly the
same actions with the same purpose (purification of the wayang
puppets) as the daZang from the other parts of Bali, although
the texts of the mantra differ. The purification of the pup-
pets is emphasized even more by the sprinkling of the water
from the coconut (which is regarded as pure) on them in the
items 10 and 11. At the end the dalang handles the pras and
the daksina expressing with his mantra the hope that although
he may have made mistakes during the performance, they will
not be a hindrance to himself. About the same is expressed
by the dalang from the other parts of Bali (2.8.2, items 6
and 7), although with different mantra.

14. As a conclusion the dalang manipulates the offerings to
the demons. He arranges the offerings in front of him. He
takes the kekayonan placed on his left out of the gedebong
and twirls it above them. He utters:

om sang paficamahabhuita / sang bhuita ngadang-adang / sang
bhiita styu / ki tadah sajinira / aja anyangkalén palaku-
ninghulun / wus mukti sarinira / om Dargaya namah svaha
ptédcaya namah svahad - om, the five giant demons, the demons
who lie in wait, the thousand demons, eat this offering, do
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not block my passage, after having enjoyed the essence of it;
om, hail to Durga, hail to the gnomes, svahd.

If the dalang is to prepare the holy water, he may now
start with it. If this is not the case, he places the puppets
back in the chest.

The function of the last part of the dalang's actions
(item 14) is the same as the ritual performed by the dalang
in the other parts of Bali to appease the demons (2.8.2,
item 10), so that they will do no harm.

2.8.4 The differences between the ways of offering

The differences between the ways of performing (with and with-
out a screen) also become apparent in the sequence of the
offerings. In wayang wengi the purification of the puppets

and the appeasement of the demons take place before the dalang
starts performing (in South Bali). The puppets must be pro-
tected against pollution in advance and likewise the dalang
against evil demons who will try to attack him if he makes
mistakes during the play. After the performance, the puppets
are still immune from pollution, so that they can be packed
safely in the chest and need not be purified again. The God

of Love is invoked before the performance with a view to se-
curing the full attention of the audience.

In wayang lemah (or wayang gedog) the dalang only gives
food and drink to the demons before he starts, so that they
will not attack him or disturb the play. Because of the ab-
sence of a screen, the puppets run more risks of becoming
polluted by mistakes of the dalang or by men and children
passing by during the performance. For this reason, they have
to be purified after the performance. No love charm is spoken
to attract the audience, because the performance is not on
behalf of human beings.

In North Bali the concept of pollution is closer to that
of the wayang lemah in the other parts of Bali. The puppets
are polluted during the play, so that they must be purified
after it; however, the dalang is protected against the demons
only after the performance. It is noteworthy that a few mantra
spoken by all dalang in Bali can be found in the texts of the
Dharma Pawayangan given by Hooykaas 1973a, namely nos. 19, 23,
49 and 50. The dalang interviewed seem to follow other written
and oral sources., It is remarkable that most of the mantra
spoken by the North Balinese dalang are in Old Javanese, while
those of the daZang in the other parts of Bali are mainly in
Sanskrit. It is beyond the scope of this study to deal with
this subject.

The offerings to the gendér do not exist in North Bali.

The other offerings in North Bali differ slightly from those
in the other parts of Bali, but they serve the same purposes.

The above actions linked with mantra and offerings in the
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different parts of Bali can be arranged in the following way:

North Bali Other parts of Bali
Wayang wengt Wayang wengt Wayang lemah
(and wayang benang) (or wayang gedog)
Actions before the play Actions before the play
(a) lamp (no. 1) (a) lamp (no. 1) -
(b) censer (no. 2) (b) incense (a) incense

(no. 1) (no. 1)

- (c) offerings to -
the puppets

(c) purification of (nos. 2-8; 6,
the screen 7 on behalf
(no. 3) of the dalang)

- (d) offerings to -
the gendér

(no. 9)
- (e) offerings to (b) offerings to
the demons the demons
(no. 10) (no. 10)
(d) betel, optional (f) betel (no. 11) -
(no. 4)
Actions after the play Actions after the play
(e) offerings to the - (c) offerings to
puppets (nos. 6-11) the puppets

(nos. 2-8)
- - (d) offerings to
the gendér
(no. 9)
(f) offerings to pro- - -
tect the dalang
(nos. 12,13)
(g) offerings to the - -
demons (no. 14)

2.9 The holy water

2.9.1 General

Of all forms of theatre, wayang performances are the most im-
portant in all parts of Bali because of the holy water that
can be made at the end of the play. Moreover, the holy water
of a dalang is the only means of purification for someone who
is born on an inauspicious day, or who has suffered an un-
natural death. If someone does not have enough money to pay
for a complete performance including the preparation of the
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holy water, he may in the case of an unnatural death simply
ask for holy water to be made. This is done by the dalang at
home (W3/10). After this it is sent to the person who ordered
it.

Many performances of wayang wengi in South Bali are only
intended for pleasure (demen—demen), so that no holy water is
requested. Other performances of wayang lemah, particularly
those on the occasion of a déwayadnya, are also not concluded
with the preparation of holy water. Several dalang, particu-
larly in Gianyar and Karangasem, feel that no performance of
wayang lemah should be concluded with the preparation of holy
water, even though the ceremony in question is arranged on
behalf of a human being. For these dalang wayang lemah is too
much connected with the gods. The preparation of holy water
for a human being is then considered out of place.

In North Bali performances of wayang wengi and of wayang
benang are always concluded with the preparation of holy
water. In the case of a déwayadnya the holy water prepared
after the performance of wayang wengi is offered to the au-
dience.

In South Bali there are various ways of preparing the holy
water, and many different mantra can be chosen. Many dalang,
particularly brahmana, prefer the same Sanskrit stava as used
by the brahman priests when they prepare the holy water
during their morning prayers (sirya sevana). In North Bali,
however, there is only one way to prepare the holy water,
and the choice of the mantra - the language of which is 01d
Javanese - is clearly connected with the character of the
ceremony.

2.9.2 The preparation of the holy water in South Bali

Holy water can be prepared in the following cases: (a) after
a performance of wayang wengi, (b) after a performance of
wayang lemah and (c) without a performance.

Regarding the mantra I can say that they vary so much that
it is hard to give rules for their usage. We find more stava
among them than in North Bali. Of the mantra in O0ld Javanese,
Aji K&mbang and G&ni Anglayang can only be used in the case
of a pitrayadnya (cf. Hooykaas 1973a:94; We/3, 10, 12).

An example of the preparation of holy water for the soul of

a deceased person is to be found in Chapter Three. The mantra
for the sapu(h) 1égér ceremony as spoken by a brahman dalang
in Tabanan are to be found in Hooykaas 1973a:280-283. From
the mantra Astu Pungku (cf. Hooykaas 1973a:284-304) suitable
parts are chosen by the dalang. They can but need not neces-
sarily be used in the case of manusayadnya.

The water is prepared with the help of wayang puppets.
Hooykaas 1973a:274, 275 gives the impression that there
exist certain rules for the puppets to be used. However, it
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appears from the interviews that the majority of the dalang
have their own ideas on this subject, so that it is hard to
give rules.

The dalang's actions during the preparation of holy water
are independent of the mantra used. At the end of a wayang
wengl performance they are as follows.

(a) Wayang wengi

1. The dalang arranges his requisites, namely a vessel, a
flower-tray, a lis placed on a pras and sticks of incense.

2. He lights the sticks, saying a mantra (cf. 2.8.2, item 1).
3. He throws flowers into the vessel. Our dalang uses four
flowers, symbolizing th