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1. Walmiki Teaching the Sons of Rama and Sita

Walmiki, author of the Ramayana, teaches literature  

to Kusa and Lawa, twin sons of Rama and Sita. Born  

in Walmiki’s hermitage after the exile of their pregnant  

mother to the forest, the twins relied on Walmiki as  

spiritual guide and teacher throughout their early years. 

1. Walmiki Teaching the Sons of Rama and Sita
Ketut Madra, Peliatan 
Ink and acrylic on canvas, 1973, 38 x 28.5 cm
Collection of David Irons
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Ketut Madra and 100 Years of Balinese Wayang Painting 
offers an introduction to an art form unique to Bali. Fo-
cused on the senior wayang painter working in Ubud to-

day, the exhibition and catalog also include work from 22 other 
artists of the past 100 years, mostly from the region around 
Ubud and from the village of Kamasan, south of Klungkung.

Inspired by the stories of gods, heroes, demigods, demons, and 
their servants, these paintings depict the epics of the Balinese 
Hindu–Buddist religion and folk tales of Bali going back more 
than 600 years. Most Balinese of my generation learned these 
stories from the shadow plays, dance dramas, and other perfor-
mances that accompany the ceremonies marking our passage 
through life and death. 

Wayang painting, the original illustrated art of Bali, takes its 
name from the shadow puppet theater – the wayang kulit – 
and uses its characters and iconography to tell our myths and 
legends. Until the 1930s, the purpose of almost all Balinese 
painting was to depict these stories in our temples and pal-
aces. These painted narratives of Java and Bali, like the puppet 
theater, carry lessons about the behavior of mythological beings 
and humankind. 

Wayang art – devotional, decorative, and educational, painted 
on ceilings, external and internal wooden panels, or on hand-
woven cotton or bark cloth – enhances our ceremonies. We 
read and understand these paintings as part of our lives and 
know their standard conventions like the faces of familiar 
neighbors. Gods and heroes tend to be lighter in body color, 
^P[O�UHYYV^LY�L`LZ�TVYL�YLÄULK�[LL[O��
.PHU[Z��KLTVUZ��HUK�\UYLÄULK�JOHYHJ-
ters prone to anger are darker, usually 
painted in deeper reds or browns, with 
rounder and more pronounced eyes, 
and sharper, animal-like teeth. Higher-
born characters – kings and princes 
– occupy higher territory in the painted 

scenes in which they appear; lower-status ones appear below 
them, often imitating and sometimes mocking the ways of their 
masters. 

While the oldest works in this exhibition were created 
for village or family temples in the early 20th century, 

most of these paintings are of the last 50 years. These dates are 
ZPNUPÄJHU[�ILJH\ZL�)HSPULZL�WHPU[PUN�JOHUNLK�PU�[OL�TPKKSL�
years of the 20th century in profound ways. That shift began un-
KLY�[OL�PUÅ\LUJL�VM�H�ML^�,\YVWLHU�HY[PZ[Z�^OV�SP]LK�PU�<I\K�
in the 1920s and ’30s. German and Dutch painters introduced 
Western aesthetics such as perspective and anatomy; realistic 
subject matter (often landscapes, scenes of daily village life, 
and temple ceremonies and celebrations); and modern paint, 
canvas, brushes and other materials to Bali. Artists from Ubud 
and villages nearby experimented with all of these. And adop-
tion of such innovations created over time a market that had 
not existed before. 

The expatriate artists of the 1930s and ‘50s – especially Walter 
Spies of Germany and Rudolf Bonnet of Holland – and the 
Western anthropologists, musicians and writers who were their 
MYPLUKZ�ILJHTL�[OL�ÄYZ[�ZTHSS�I\[�PUÅ\LU[PHS�^H]L�VM�JVSSLJ[VYZ�
of new forms of Balinese painting. But World War II, the Japa-
nese occupation, and Indonesia’s ensuing struggle for indepen-
dence all left Bali and the nation isolated and impoverished. 
It was only in the mid- to late 1950s that Bali really began to 
VWLU�HNHPU��ÄYZ[�[V�PU[LYUH[PVUHS�HY[PZ[Z�HUK�ZJOVSHYZ��HUK�[OLU�
to ever-increasing numbers of visitors who have become the 
principal collectors of Balinese painting today.

By Tjokorda Bagus Astika, Director Museum Puri Lukisan

From Temples to Tourists: Wayang Painting’s Evolution
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As modern Balinese painting – the work one sees at the Mu-
seum Puri Lukisan and other Ubud museums – developed and 
changed after the war, so modern wayang art changed, too. Its 
colors and forms today vary considerably from traditional tem-
ple and palace work. Characters now more closely resemble 
O\THU�ÄN\YLZ��^OPSL�Z[PSS�YL[HPUPUN�TVZ[�JVU]LU[PVUZ�VM�wayang 
kulit. Paintings created for international markets also tend to be 
smaller than those for temples and they are more likely to focus 
on fewer characters or a single episode in a story. 

Three painters in this exhibition especially illustrate this 
evolution. Tjokorda Oka Gambir (1902-75), an early mem-

ILY�VM�[OL�7P[H�4HOH�HZZVJPH[PVU�VM�<I\K�HY[PZ[Z�PUÅ\LUJLK�
by Spies and Bonnet, experimented as a young man with the 
new ways, but returned to traditional wayang forms in his later 
work. Those who learned from Gambir, however, took the art in 
new directions. Gusti Ketut Kobot (1917-99), an early student 
VM�.HTIPY��ILJHTL�VUL�VM�[OL�ÄYZ[�TVKLYU�wayang painters to 
establish an international reputation with his bold and dramatic 
interpretations of Balinese legends. 

Ketut Madra, a student of Gambir in the late 1950s and early 
‘60s, developed into a modern wayang artist with a unique 
HIPSP[`�[V�ÄUK�UL^�^H`Z�[V�[LSS�V\Y�VSKLZ[�Z[VYPLZ��0�OH]L�RUV^U�
Ketut Madra’s work as a painter for almost 50 years. We have 
also performed together as dancers. I have the greatest respect 
for his devotion to these ancient stories and his extraordinary 
imagination and skill in bringing them to life so that they speak 
again to modern Balinese and Western audiences.  

In closing, I must note that my father Tjokorda Mas, secretary 
of this museum in the 1960s and 70s was, in 1973, one of the 
ÄYZ[�[V�LUNHNL�[OL�PU[LYLZ[�VM�V\Y�N\LZ[�J\YH[VY��+H]PK�0YVUZ��PU�
wayang art and the mission of the museum. My father advised 
David as he collected many of these works for the exhibition 

Legendary Paintings of Bali at Harvard University’s Fogg Art 
Museum in 1974. And he presented David with one of the old-
est paintings in his own collection, The Abduction of Sita (page 
28) .

My father and David spoke then about the ability of contem-
porary wayang painting to reconcile the old and to create 
something modern and new. The continual rebirth and modern 
interpretation of Bali’s original painted art is the major theme of 
the work of Ketut Madra – and of this catalog and exhibition. 

Detail from a Ketut Madra painting (page 31) capturing the move-
ment and drama of the same Ramayana scene shown in the other  
two images on these pages

A 2013 wayang kulit performance at Ketut Madra’s home with the 
same Ramayana scene as shown in the paintings on these pages
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KL[\[�4HKYH»Z�ÄYZ[�SLZZVU�PU�wayang painting came in 
1958 at the Pura Dalem, the temple of the dead near 
his home in Peliatan. Tjokorda Oka Gambir, an early 

20th century pioneering modern wayang artist and teacher, 
was repairing a sacred mask. The 18-year-old Madra, already 
a painter himself, offered to help. Gambir showed him how 
to mix the correct shade of color for the face of the widow-
witch Rangda, and watched as he worked. More formal lessons 
began soon after.

That encounter led to a career that Madra says now seems in-
evitable. Today, at 73, he is himself a master painter of wayang 
stories whose work is collected on four continents. In addition 
to being a modern interpreter of these legends, he paints the 
same tales in traditional style for the temples of his village. And 
as a masked dancer, he performs similar stories in the festivals 
(odalan) of the same temples.

4HKYH�ÄYZ[�ZH^�HUK�OLHYK�[OL�KYHTHZ�VM�[OL�NVKZ�HUK�KLTVUZ�
HUK�[OVZL�^OV�ZLY]L�[OLT�[OYV\NO�[OL�ÅPJRLYPUN�ZOHKV^Z�VM�
the wayang kulit and the voices of the dalang or shadow pup-
WL[�THZ[LYZ�VM�OPZ�`V\[O��)`�[OL�[PTL�OL�^HZ�Ä]L��OL�^HZ�NVPUN�
with his musician father to shadow play performances at festi-
vals and ceremonies all over the village of Pengosekan, where 
he grew up. He watched the action not in silhouette with the 
crowd, but from behind the screen within the small circle of 
performers who made the magic happen. That, he says, was 
the real beginning of the education that has informed his art for 
almost 60 years.

When Madra was eight his father died, leaving the family 
destitute. He had to quit school after third grade. He remem-
bers walking miles to glean leftover grains of rice from newly 
OHY]LZ[LK�ÄLSKZ��0U�[OVZL�`LHYZ��OL�HSZV�OHK�OPZ�LHYSPLZ[�WHPU[PUN�
lessons from his older cousin Dewa Putu Sugi, learning to 
depict market scenes, temple festivals, and rice harvests – the 
Z\IQLJ[Z�VM�THU`�<I\K�HYLH�HY[PZ[Z�PUÅ\LUJLK�I`�,\YVWLHUZ�
before and after World War II. 

In 1958, needing to earn his living on his own, he moved 
from Pengosekan to nearby Peliatan to work as an apprentice 

painter for Wayan Gedah, who sold paintings and wood carv-
ings to Indonesian and occasional Western tourists. 

Soon after arriving, he met Tjokorda Gambir, also of Peliatan. 
Gambir had been an early member of the pre-war Pita Maha 
guild of Balinese artists who adapted Western materials, styles, 

Ketut Madra: Mastering the Art of Wayang Painting

Madra in a 1973 ceremony in his family temple in Peliatan, shortly 

ILMVYL�ILNPUUPUN�JVUZ[Y\J[PVU�VM�[OL�ÄYZ[�ZTHSS�I\UNHSV^�VM�^OH[�

became the Ketut Madra Homestay.

By David Irons
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and subjects to Bali. After experimenting with the new ways, 
Gambir chose to adhere to the traditions of Balinese temple 
painting, returning to the great Hindu epics and less well-
known Balinese folk tales. By the 1950s, his paintings and 
carvings decorated local temples throughout Peliatan.

Working with Gambir and his son, Madra learned the details of 
JVSVY��PJVUVNYHWO`�HUK�JVZ[\TL�MVY�ZJVYLZ�VM�ZWLJPÄJ�JOHYHJ-
ters, as well as the techniques and conventions of the wayang 
style, including how to show sequence of time by dividing a 
painting into different sections for various episodes. While he 
already knew many wayang kulit stories, he began to learn 
many more from a dalang living nearby after he started paint-
ing in this style. He continues to work with shadow puppet 
masters to this day, deepening his understanding of the rela-
tionships between and among the myriad characters.

From the time he started painting exclusively wayang narra-
tives in the early 1960s, his work sold; Javanese and Balinese 
NV]LYUTLU[�VMÄJPHSZ�^LYL�[OL�ÄYZ[�[V�I\ �̀�)\[�[OL�]PVSLU[�WVSP[P-
cal upheaval in Indonesia that began in 1965 interrupted his 
career. Many tourist-focused art shops like Gedah’s went out of 
business during and after the bloody turbulence that engulfed 
the nation. Madra remained in the Gedah household through-

out that time. When Wayan Gedah became ill and eventu-
ally died of tuberculosis Madra stayed on, assuming Gedah’s 
communal duties in Banjar Kalah, a neighborhood of Peliatan 
with about 170 families. The banjar headman soon requested 
that Madra settle formally in Banjar Kalah. Making that move 
VMÄJPHS�^P[OPU�)HSPULZL�ZVJPHS�J\Z[VT��4HKYH�THYYPLK�.LKHO»Z�
widow, Ni Lampias. 

By the time he was 30 years old, Madra was making his 
living and acquiring a wider reputation as a skillful and 

original painter of wayang stories. As political turmoil eased 
in the late 1960s, international visitors returned to Bali. Ubud 
emerged once again as a cultural center, and word of Madra’s 
[HSLU[�ZWYLHK��*VSSLJ[VYZ�KYH^U�[V�OPZ�JVUÄKLU[�KYH^PUN��
balanced design, and careful attention to detail, were also 
captivated by the stories. 

The 1973 painting on paper on page 8 of the young Hanoman 
receiving his kain poleng, a black-and-white checkered cloth, 
from Siwa illustrates both Madra’s style and drawing technique. 
He begins always with a pencil drawing. If he is working on 
WHWLY��^OLU�OL�PZ�ZH[PZÄLK�[OH[�OL�OHZ�[OL�PTHNL�OL�^HU[Z��OL�
then uses a Staedtler pen and German ink to create the outline. 
>P[O�H�ÄUL�IY\ZO��OL�HKKZ�[OL�ZOHKPUN��ngabur) to indicate the 

Madra in early 2013 work-

ing on a painting of the 

battle between Karna and 

Arjuna (page 48).
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contour of a character’s limb or add depth to an ornamental 
element. In the rendering of Hanoman, the sparing use of red 
at the center of the painting draws attention to the eager antici-
pation in the young monkey’s face. With simplicity, elegance, 
and narrative power, Madra captures a single moment in a long 
epic, while also evoking what comes before and after each 
scene he paints.

There is a seemingly effortless quality in his work resulting from 
a freedom earned through years of thought. “Wayang painting,” 
Madra says, “tells stories that are part of Balinese culture. All 
these gods and heroes and villains and servants are intensely 
familiar to us. How they look, the style in which they are 
drawn – all mirrors the shadow theater. I believe my imagina-

tion in choosing the scenes I paint is as important as any skill 
in painting them. Decisions before I start to draw are often 
harder than the act of painting.”

When painting on canvas or cloth, Madra switches to the an-
cient and traditional tools, using a hard bamboo stylus sharp-
LULK�[V�H�ÄUL�WVPU[�HUK�KPWWLK�PU�*OPULZL�PUR�[V�MVSSV^�[OL�
pencil outline of his initial sketch. He then does the shading 
inside the line with a blunt, stiff, brush-like bamboo stylus, the 
end of which he pounds with a hammer to loosen and splay 
[OL�ÄILYZ�ZSPNO[S �̀�/L�HKKZ�JVSVY�SHZ[�^OLU�HSS�[OL�KYH^PUN�PZ�
complete.

While his drawings can at times seem almost austere and de-
ceptively simple in their emphasis on line alone, his paintings 
HYL�VM[LU�ÄSSLK�^P[O�JVSVY�HUK�KL[HPS�[OH[�KLJVYH[L�[OL�LU[PYL�
PTHNL��ZLL�WHNLZ����HUK�� �MVY�L_HTWSLZ�VM�LHJO���;OPZ�ÄSSPUN�
of every space, a quality called ramai, appears in many of 
Bali’s art forms. In her book Images of Power, Hildred Geertz 
describes it as a “copious abundance” and a “busy, crowded 
sociability.” It is equally present in Balinese music, textiles, 
temple carvings and even social life. Bali has always shown a 
cultural preference for that which is crowded, busy and full.

Over the years, Madra has cheerfully ignored the art shops 
that line the main roads of central Bali and sell paintings 

as souvenirs. He works with deliberation and sells his work 

Traditional tools for  

inking canvas: bamboo  

styli, sharpening knife 

and a coconut shell  

with Chinese ink

2. Hanoman Receives His Kain Poleng  from Siwa
Ketut Madra, Peliatan 
Ink and acrylic on paper, 1973, 27.5 x 38 cm 
Collection of David Irons

Siwa, god of death and reincarnation in Hinduism, gives Hanoman, 

the white monkey, his emblematic black-and-white checkered kain 

poleng loincloth. Its magical powers grant him invincibility in the 

Ramayana when he battles against the demon forces of Rawana.

2. Hanoman Receives his Kain Poleng from Siwa

2
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MYVT�OPZ�Z[\KPV�KPYLJ[S`�[V�WLVWSL�^OV�ÄUK�OPT��\Z\HSS`�I`�
word-of-mouth. Occasionally, trusted local dealers with gal-
leries catering to serious collectors also buy his work. Begin-
ning in the mid-1970s, his work began to be shown abroad. 
0�PUJS\KLK�ZL]LYHS�VM�OPZ�WHPU[PUNZ�HUK�KYH^PUNZ�PU�[OL�ÄYZ[�
American exhibition focused on contemporary Balinese 
wayang art – Legendary Paintings of Bali – at Harvard Univer-
sity’s Fogg Art Museum in 1974. His work has also been part 
of exhibitions in Jakarta, and cities in Australia, Japan, the 
United Kingdom and the U.S.A.

Realizing in 1973 that his income had come to depend 
largely on international collectors of his work, Madra bought 
H�ZTHSS�WPLJL�VM�SHUK�PU�7LSPH[HU�HUK�I\PS[�[OL�ÄYZ[�VM�[OL�I\U-
galows that would become the Ketut Madra Homestay. That 
ÄYZ[�ZPTWSL�[OYLL�YVVT�OV\ZL�^P[O�H�]PL^�HJYVZZ�YPJL�ÄLSKZ�
and down to the Indian Ocean always had a tenant. Over the 
next 15 years, he acquired adjacent dry land and expanded 
the homestay until it became the “quiet place to learn about 
Bali” that he had hoped it would. His second wife, Ni Wayan 
Konderi, daughter of the man who sold him much of the land, 
manages the business of the bungalows, with seasonal help 
from relatives.

;OV\NO�[OL�ÄYZ[�OV\ZL�PZ�SVUN�NVUL��[OL�ZWHJPV\Z�NHYKLU�
compound still attracts the writer, musician, artist, and scholar 
working in Bali for weeks or months at a time. It also draws 
individuals and small groups mostly of university students who 
come to learn painting, dance, gamelan music, carving, yoga, 
meditation, and all the aspects of Balinese culture that draw 
tourists to the island. The homestay, Madra says, “opens the 
window to the West” that has now brought his art to the at-
tention of three generations of visitors. 

Earning his living from an early age, Madra had focused on 
work; by the late 1970s, he wanted more. Nyoman Kakul, 

a preeminent dancer of Batuan village who admired his 
understanding of the stories told in Balinese dance drama, 
urged him to learn to perform. At the age of 41 (more than 30 
`LHYZ�SH[LY�[OHU�TVZ[�)HSPULZL�KHUJLYZ�[HRL�[OLPY�ÄYZ[�SLZZVUZ���
Madra asked Kakul’s son, Ketut Kantor, to teach him topeng 
keras, the role of the rough prime minister in the king’s court. 
Utterly familiar with the repertoire and motivations of the 
JOHYHJ[LYZ�ILMVYL�OPZ�ÄYZ[�SLZZVU��4HKYH�KHUJLK�PU�W\ISPJ�H�
mere month later at an odalan in Batuan’s Pura Desa. The 
performance went well, “a relief,” he says, “because the 
Batuan temple sets a high standard, and even the most experi-
enced dancers feel nervous performing there.” 
 
Dance, Madra says, is a near perfect complement to his life as 
a painter. Performing in stories he had only watched and paint-

ed brings new insight to character and deeper understanding 

At the Pura Dalem Gde in Banjar Kalah, Peliatan, Madra contemplates 

his mask before performing topeng tua. 

Madra in 2000 inks a naga or serpent on an umbul-umbul, a tall, 

slender, triangular banner used in temple festivals
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of the spiritual and devotional nature of both kinds of work. 
He is known among the Balinese for his sophisticated dalem, 
[OL�YLÄULK�RPUNS`�YVSL�[OH[�ML^�KV�^LSS��HUK�MVY�OPZ�topeng 
tua, another voiceless dance in which the body language of a 
creaky and sometimes cranky old man creates great humor. He 
also does the comic bondres, played in half-masks that allow 
the clown-like characters to engage in word play and bawdy 
repartee.

Madra performs these roles as well with the Tirta Sari gamelan 
group in Peliatan, and has toured with them to Jakarta and 
Japan. To be a full member of Tirta Sari, he had to be a musi-
cian, too. The group’s leader urged him to study rebab, the 
two-stringed bowed lute in the gamelan ensemble. A friend 
gave him a rebab�HUK�H�JHZZL[[L�[HWL�VM�ZVSV�T\ZPJ��6U�ÄUKPUN�
he had learned the basics by imitating the cassette, Tirta Sari’s 
leader told him to buy a rebab recording with a full gamelan 
– and Madra soon established himself as the group’s “string 
section.” 

Working in the ancient wayang tradition, Madra stands 
out for his ability to combine old and new. A success-

ful creator of modern interpretations of wayang legends for 
international audiences, he is also recognized by his neighbors 
as a master craftsman painting these traditional stories for the 
temples of his village. 

In Bali, every resident has certain obligations of community 
duty organized by and given freely to the banjar. Those with 
high-level skills in painting and carving often offer those 
services to its temples. In the 1997 rehabilitation of Peliatan’s 
Pura Dalem Gde, Madra worked for months to create seven 
new paintings for the three principal temple shrines. He also 
repaired and remounted two pre-World-War-II paintings in the 
temple, including one by his teacher Tjokorda Oka Gambir. 

Creating new sacred art for a Balinese temple is often a coop-
erative venture. After determining where in the temple the new 
paintings will go, Madra decides on the appropriate story and 
inks the initial outline. For several of the paintings in the 1997 
restoration, he had the help of his younger brother Ketut Madri 
and son Made Berata, who added shading and color under his 
direction. 

Madra, who learned masked dance at age 41, is known for his inter-

pretation of topeng dalem, performed with the white mask at the center 

of this 1989 painting of a temple scene on the day when masks are 

honored with prayers and offerings.

3. Dance Mask Temple Ceremony

3. Dance Mask Temple Ceremony/Tumpek Wayang
Ketut Madra, Peliatan
Acrylic and ink on paper, 1989, 43.5 x 54.5 cm
Collection of David Irons

3
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One of these paintings, surrounded by offerings during a  
recent odalan, appears on the inside back cover of this cata-
log. His paintings also decorate Peliatan’s Pura Desa and Pura 
Puseh and the small temple in Banjar Kalah’s community hall. 
In Pengosekan, where he spent his early years, his work is dis-
played in the Pura Taman Limut, just across the street from the 
house where he grew up, which is now his younger brother’s 
home. 

Madra sometimes refers to himself as “the last of the wa-
yang painters.” In the Ubud area there are no others 

with his knowledge of the stories and his ability to transmit 
them through sure and simple line. Pressed on whether he 
really is the last, he readily acknowledges that there are 
wayang painters in other regions of Bali, and that it is possible 
that young Ubud-area artists whom he does not know could 

emerge, or that his son Made Berata might one day return 
to wayang painting from his full-time job as a teacher and 
administrator at the arts college in Denpasar. 

But the shadow puppet theater, he says, no longer has the 
hold on young people that it did when he was a child. “Young 
people no longer learn the stories. There are too many distrac-
tions — TV, computers, modern life. If one wants to be a 
painter, modern styles of painting may be easier to learn. There 
are fewer rules.” He says he hopes this exhibition might show 
some young artists that there is a future in the oldest painting 
style in Bali. “There is still life in the traditional. If someone 
wants to learn, there are dalangs who can answer questions 
about the stories. If a girl or boy has the passion to make this 
kind of art, I could still teach them.” 

At home in June 2011, Ketut Madra with his wife Wayan Konderi and son Made Berata.
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Gods and demons have temporarily 
come together to churn the Ocean 
of Milk to produce tirta amerta, the 
elixir of immortality. Gods pull the tail 
and demons the head of Basuki, the 
naga dragon, who acts as the churn-
ing rope, while Bedawang Nala, the 
gigantic turtle on which the cosmic 
Mount Mandara rests, serves as the 
pivot.

The water heats from the friction; 
creatures of the ocean and a demon’s 
OLHK�LTLYNL�PU�ÅHTLZ"�>PZU\��ILSV^��
uses his discus-like cakra weapon to 
chase off Baruna, god of the sea, who 
is protesting the violation of his realm. 
The land heats, too, and a tiger, boar 

HUK�KLLY�HYL�JH\NO[�PU�[OL�ÄYL��.VK�
of storms Indra (center) atop Mount 
Mandara uses his bajra lightning bolt 
to send rain to cool things down. 

From the churning sea, the sacred 
horse Ucaisrawa emerges with the 
NVKKLZZLZ�:YP��<TH��HUK�ÄUHSS`�+HU-
wantari who holds a vessel containing 
the tirta amerta, which the demons 
seize from her. The gods, however, 
are determined to keep the immortal 
power it represents away from the 
forces of evil.

Painters from Kamasan near Klung-
kung have probably been painting this 
story (called “Turning of Mount Man-

dara” or Pemuteran Mandara Giri) for 
hundreds of years. This version is by 
the late Mangku Mura, a well-known 
painter from this village whose works 
are included in the Anthony Forge 
collection of wayang paintings in the 
Australian National Museum. Two 
more of his paintings appear on pages 
15 and 47.

4. Turning of Mount Mandara/Pemuteran 
Mandara Giri
Mangku Mura (1920-1999), Kamasan  
Natural pigments on cotton cloth, 1973, 
142.5 x 130.5 cm 
Collection of David Irons 

Gods and Demons – and Those Who Serve Them

4. The Churning of the Ocean of Milk

4
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Ketut Madra’s 1973 drawing shows the 
principal gods of Balinese Hinduism – 
Brahma, Siwa, and Wisnu (bottom, left 
to right) and Sanghyang Widi (center). 
He also includes a rarity in Balinese 
painting: Manubawa, the human-like 
face at the top, who is almost never 
mentioned in the wayang kulit or seen 
in temple art. 

Madra explains, “Manubawa is not 
OVUVYLK�ZWLJPÄJHSS �̀�ILJH\ZL�PM�^L�

pay respect to Siwa indirectly, we 
also pay respect to Manubawa as he 
manifests in Siwa’s form. Manubawa 
has no body because he is the center 
of everything, like a sun. Or the start 
of everything, like a dot that starts a 
line. I see Manubawa as the beginning 
of everything, the brain of everything. 
Bawa means face, and as I draw a 
human being, I will start from the face 
ÄYZ[�¹�

5. Brahma, Siwa, and Wisnu with 
Sanghyang Widi and Manubawa
Ketut Madra, Peliatan
Ink and acrylic on paper, 1973,  
29 x 53.5 cm 
Collection of David Irons

5. Brahma, Siwa, and Wisnu with Sanghyang Widi and Manubawa
5
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The use of Sanghyang Widi, usually 
KLWPJ[LK�HZ�H�U\KL�HUKYVN`UV\Z�ÄN\YL�
with trident-like emanations emerg-
ing from the extremities, has become 
more frequent in modern Bali, perhaps 
to suggest that Hinduism, like the other 
religions recognized in Indonesia’s 1945 
constitution, also has aspects of mono-
theistic faith.

6. Deities of the Directions
Wayan Suweca, Kamasan
Natural pigments on cotton cloth, 1973,  
126.5 x 132.5 cm
Collection of David Irons

In Balinese Hindu cosmology, each 
point of the compass has its assigned 
god, sacred sound, and symbolic 
color. Various prescribed weapons of 
the gods also appear, the best known 
being the cakra of Wisnu, the knife-
pronged discus at the top. In this 
ceiling painting for a small building 
in a temple or home, East and West 
are reversed as the work is seen from 
below. 

The supreme god, Sanghyang Widi is 
at the center of the cosmic mandala, 
surrounded by the traditional wind 
and cloud motifs of Kamasan painting. 
The gods at the compass points are 
considered to be different manifesta-
tions of Sanghyang Widi.

6. Deities of the Directions

North
Wisnu

Ang, black
cakra (discus)

Northeast
Sambu

Wang, blue
trisula (trident)

East
Iswara

Sang, white
genta (priest’s bell)

Southeast
Maheswara
Nang, pink

dupa (incense brazier)

South
Brahma

Bang, red
gada (mace)

Southwest
Rudra

Mang, orange
moksala (elephant prod)

Northwest 
Sangkara

Sing, green
angkus��Å`�^OPZR�HYYV^�

West
Mahadewa

Tang, yellow
nagapasa (serpent arrow)

Sanghyang Widi

6
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In the Linggodbhawa story, Brahma 
(left) and Wisnu (right) are arguing as 
to which of them is the more powerful 
god. They both assume the destructive 
pamurtian form with many heads and 
arms bearing weapons as the argument 
starts to become violent. Siwa proves his 
spiritual and physical superiority by as-
suming a gigantic lingga or phallic form 
within a golden aureole that extends 
from the center of the earth to the edge 
of the universe. Brahma and Wisnu, 
understanding the totality of Siwa’s 
power and awed by it, abandon their 
argument.

This is one of three works in the exhibi-
tion by Mangku Mura of Banjar Siku, 
Kamasan. Other works by him are on 
pages 12 and 47. Both he and Pan 
Semari (pages 30 and 38) worked with 
Pan Semari’s father Pan Seken and a 

group of Kamasan painters to restore the 
remarkable ceiling paintings in the Bale 
Kerta Gosa in Klungkung in 1960. Pan 
Seken also led its previous renovation 
in 1930.

The village of Kamasan, south of Klung-
kung, remains an important center of 
classical Balinese wayang painting. For 
centuries, it was the home of the art and 
metal smith workshops of the old royal 
houses of Gelgel and later Klungkung. 
While the kings of Klungkung main-
tained some temporal power under 
Dutch colonial rule, in the Indonesian 
Republic their families have almost 
none. Kamasan’s fortunes declined with 
Klungkung’s and only partially revived 
with tourism and scholarly interest 
toward the second half of the 20th 
century. 

Wayang painting of Kamasan has 
received more attention from scholars 
and collectors than wayang painting 
elsewhere in Bali, in part because of the 
village’s long ties to the senior ruling 
families of Klungkung, and the sheer 
volume of paintings produced there 
before and during the colonial period. 
However, as Thomas Cooper’s Sacred 
Painting of Bali (Orchid Press, 2005) 
makes clear, wayang painted art once 
thrived in almost every region of Bali, 
especially near the other royal courts 
of Bangli, Gianyar, Badung, Tabanan, 
Karangasem, and Buleleng. 

7. Brahma, Siwa, and Wisnu 
Mangku Mura (1920-1999), Kamasan 
Natural pigments and acrylic on wood, 1973,  
75 x 100 cm
Collection of David Irons

7. Brahma, Wisnu, and Siwa

7
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In this pre-World-War-II temple painting, 
Ä]L�NVKZ�¶�0UKYH��)H`\��>PZU\��)YHOTH��
and Yama (left to right) with three ministers 
and their servants, Twalen and Merdah 
(below) – ask Semara, god of love, to 
awaken Siwa from meditation. Brahma 
explains that Siwa must make love to his 
wife Giri Putri, who will then bear a son 
whose destiny is to destroy Nilarudaka, 
a demon who threatens the universe. 
Semara’s wife, Ratih (far left), appears to 
anticipate the danger in the request.

In the anonymous 1973 painting (page 
17, top), Semara agrees to do the gods’ 
bidding although he, too, fears the dangers 
of waking Siwa from deep meditation. He 
ZOVV[Z�H�ÅV^LY�OLHKLK�HYYV^�VM�KLZPYL�
at Siwa (upper left), awakening the god 
who reacts with instant anger. Enraged by 

this divine disturbance, he assumes his 
terrifying and gigantic pamurtian form and 
KLZ[YV`Z�:LTHYH�^P[O�H�I\YZ[�VM�ÅHTL��

But the arrow also has its intended effect: 
Siwa is consumed by immediate desire for 
his wife, who conceives the child pre-
dicted by the gods. During conception or 
pregnancy (sources vary), she is fright-
ened by the monstrous elephant Erawan 
carrying the god Indra, and her son Gana 
(Ganesa) is born with an elephant’s head. 
/L�M\SÄSSZ�[OL�WYVWOLJ �̀�NYV^PUN�\W�[V�ZSH`�
Nilarudraka, and world order is restored. 
Many Balinese paintings end this story 
here. 

The story continues with a recent drawing 
by Ketut Madra. Ratih, on learning of the 
death of her husband Semara by Siwa’s 

OVS`�ÄYL�[OYV^Z�OLYZLSM�VU[V�H�W`YL�HUK�PZ�
HSZV�JVUZ\TLK�I`�ÅHTLZ��;OL�NVKZ��^OV�
persuaded Semara to awaken Siwa, now 
request that he restore them both to life, 
which he does – in a way. Without return-
ing them to material form, he allows their 
spirits to return to inspire lovers. Madra’s 
painting on paper shows the spiritual re-
incarnation of Semara and Ratih.

;OL�ÄYZ[�WPLJL�PU�[OPZ�ZLYPLZ�PZ�H�langsé, a 
horizontal painting that forms a curtain or 
painted fabric screen that can be drawn 
to create a room divider or conceal a bed 
or raised platform in a pavilion. The red 
and yellow print cloth below extends the 
painting, and the curtain would open and 
close as the Chinese coins above slide 
along a wire or cord strung through their 
center holes.

8-10.  Semara Wakes the Meditating Siwa
8
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Wayang painting usually begins with 
a sketch drawn in pencil. In tradition-
al Kamasan painting before the mid-
20th century, the artist started with a 
sketch in light ochre paint on cotton 
cloth prepared with rice starch. The 
artist, or sometimes an entire family 
working simultaneously, then applied 
the paint within the outline. In most 
pre-World-War-II Kamasan painting, 

colors came from natural materials: 
yellow brown from clay, black from 
lamp soot, blue from indigo leaves, 
ochre from rock, red from imported 
Chinese vermilion, and white from 
calcinated pig bone or deer antler. 
Green, although rarely used, came 
from mixing colors. Pigments were 
hand-ground and mixed with limewa-
[LY�HUK�H�ÄZO�ZRPU�NS\L�JHSSLK�ancur. 

;OL�ÄUL�ISHJR�V\[SPULZ�[V�[OL�ÄN\YLZ�
came at the end of the painting 
WYVJLZZ��0U�[OL�ÄUHS�Z[LW��[OL�ÄUPZOLK�
cloth was polished with cowry shells. 
Today, as elsewhere in Bali, many 
artists in Kamasan have switched to 
manufactured paints.

8. Semara Is Asked by the Gods to Awaken 
the Meditating Siwa (facing page)
Anonymous, probably Kamasan
Natural pigments on cotton cloth with 
Chinese coins attached at top and red and 
yellow print cloth below, pre-World War II, 
166 x 170 cm
Collection of David Irons

9. Semara and Siwa
Anonymous, Kamasan
Natural pigments on cotton cloth, 1973, 
159 x 86.5 cm
Collection of David Irons
 
10. Semara and Ratih
Ketut Madra, Peliatan
Acrylic and ink on paper, 2013,  
57 x 57 cm
Collection of Ketut Madra

9 

10
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Sanghyang Aji Saraswati, goddess of 
knowledge, learning, culture, science, and 
the arts, appears in her emblematic frontal 
pose in this 1973 drawing and in the 2011 
painting on canvas on the facing page, 
both by Ketut Madra.

In the drawing, Saraswati is shown with 
two geese, a departure from the more 
traditional format that shows her rid-
ing on the back of single goose as in the 
more recent work. In the painting she 
carries a rebab, the Balinese bowed lute 
in a gamelan orchestra which represents 
music and speech, a palm-leaf book or 
lontar symbolic of knowledge, a lotus 
ÅV^LY�YLWYLZLU[PUN�LUSPNO[LUTLU[��HUK�

a chain of beads symbolizing everlasting 
knowledge. In the drawing she bears three 
J\S[\YHS�Z`TIVSZ�¶�H�Å\[L��H�lontar, and a 
feather quill symbolic of writing, while the 
fourth forms a gesture or mudra signifying 
agreement. Since Madra began playing the 
rebab for the Tirta Sari gamelan in Peliatan, 
it shows up more often as the symbol of 
music in his paintings of Saraswati.

The image of Saraswati may provide a 
ISLZZPUN�[V�HU`�J\S[\YHS��HY[PZ[PJ��ZJPLU[PÄJ�
or educational undertaking. Her goose 
(or swan) wahana, also associated with 
Brahma who is the consort of Saraswati, 
symbolizes grace, beauty and wisdom. 
Saraswati Day, Hari Raya Saraswati, marks 

the end of Bali’s 210-day ritual cycle. On 
one of the most colorful of Bali’s holidays, 
books, manuscripts and other educational 
and cultural items are placed in family 
temples, schools, and libraries to receive 
the goddess’s benediction, and she receives 
offerings of rice, fruit, cakes, betel nut, and 
holy water. 

11. Sanghyang Aji Saraswati
Ketut Madra, Peliatan
Ink on paper, 1973, 30 x 39 cm
Collection of David Irons

12. Sanghyang Aji Saraswati
Ketut Madra, Peliatan
Acrylic on canvas, 2012, 50 x 70 cm 
Collection of Ketut Madra

11-12. Sanghyang Aji Saraswati
11
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Twalen and Merdah, the servants 
(parekan) of the gods and the forces of 
good, and their counterparts, Delem and 
Sangut, who serve the demonic darker 
forces, are familiar to all Balinese. Holy 
fools, clowns, tricksters, and occasion-
ally wise counselors to the gods and 
demons they serve, they may well be 
direct descendants of the old Balinese 
animist ancestral spirits. Over time they 
were incorporated as guardian characters 
in the dominant religion and legendary 
stories in secondary, but still vital roles.

It is through the often rude and satirical 
commentary of these comic servants that 
almost all Balinese follow the action of 
the shadow plays, for these are the only 
characters who speak in the language of 
the audience rather than the archaic clas-
sical Kawi or Old Javanese of the more 
powerful forces of gods and demons on 
the screen. Despite their comic nature, 

they are deeply respected. Clever, lusty, 
and strong (though occasionally quick to 
retreat), they embody the collective folk 
wisdom of the common people. They are 
among the most popular characters of 
Balinese storytelling, and they appear in 
many paintings in this exhibition.

On the facing page, the two matched 
pairs of paintings on paper by Madra of 
Twalen (14) and Merdah (15) and Delem 
(16) and Sangut (17) show the four 
parekan with the four Hindu deities with 
which they are associated. Twalen, a cre-
ative and impulsive character, is depicted 
as an incarnation of the supreme deity 
Sanghyang Widi; his son Merdah, brave 
and more serious than his father, is as-
sociated with the great god Mahadewa. 
Similarly, Delem’s rough nature derives 
from Brahma, while his younger brother 
:HUN\[�IYPUNZ�>PZU\»Z�TVKLYH[PUN�PUÅ\-
ence to Delem’s coarseness. 

These four small paintings, done early 
PU�������HYL�[OL�ÄYZ[�^VYRZ�PU�H�ZLYPLZ�
of paintings by Madra exploring the 
character and nature of the four parekan. 
Before embarking on this series, Madra 
consulted with puppeteer or dalang 
Wayan Wija of Peliatan on the relation-
ships of each of the servants to the god 
associated with him.

In the 1992 drawing (13) below from 
the ARMA Musuem, Madra says he has 
imagined the origins of Twalen and Siwa 
(left) – conceived by Sanghyang Widi 
(upper right), who is creating the rulers of 
heaven and earth. The baby on the right, 
Manikmaya, becomes the dominant 
god Siwa; the one on the left, Ismaya, 
becomes Twalen, who represents all 
humankind. 

13. Sanghyang Widi, Siwa and Twalen (left)
Ketut Madra, Peliatan
Ink on paper, 1992, 40 x 28 cm
Collection of ARMA Museum 15. 

14. Twalen and Sanghyang Widi (top right)
Ketut Madra, Peliatan
Acrylic and ink on paper, 2011, 38 x 55 cm
Collection of Ketut Madra

15. Merdah and Mahadewa (top left)
Ketut Madra, Peliatan
Acrylic and ink on paper, 2011, 38 x 55 cm
Collection of Ketut Madra

16. Delem and Brahma (bottom left)
Ketut Madra, Peliatan
Acrylic ink on paper, 2011, 38 x 55 cm
Collection of Ketut Madra

17. Sangut and Wisnu (bottom right)
Ketut Madra, Peliatan
Acrylic and ink on paper, 2011, 38 x 55 cm
Collection of Ketut Madra

13-17. The Parekan – Twalen & Merdah and Delem & Sangut

15
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In these paintings, Madra presents two 
versions of Iswara, god of the East. In 
the painting on the left, Madra imagines 
Iswara against the kekayonan tree-of-
SPML�ZOHKV^�W\WWL[�[OH[�HWWLHYZ�ÄYZ[�
on the screen to let the audience know 
the wayang kulit performance is about 
to begin. Madra has given Iswara many 
of the characteristics applied to Siwa in 
[OPZ�KYH^PUN�¶�[OPYK�L`L��MV\Y�HYTZ��Å`�
whisk in one hand, beads in another, 
headdress and more – and says that he 
usually thinks of Iswara as a manifesta-
tion of Siwa.

The pamurtian�JVUÄN\YH[PVU�VM�0Z^HYH�
on the right (19) is, in the words of the 
late Canadian composer and musicolo-
gist Colin McPhee: “a many-headed 
ÄN\YL�YLWYLZLU[PUN�H�[YHUZJLUKLU[HS�
state of anger, which a benevolent god 
may assume.” These characters appear 
throughout the exhibition in the works 
of different artists. Here, Madra captures 
[OL�Ä]L�OLHKLK�ÄN\YL��^P[O�LHJO�VM�OPZ�
eight hands holding a different talisman-
ic weapon associated with the gods of 
the compass points (see page 14).

18. Siwa Mahaswara  
Ketut Madra, Peliatan
Acrylic and ink on paper, 2011, 38 x 55 cm
Collection of Ketut Madra

19. Pamurtian Iswara  
Ketut Madra, Peliatan
Acrylic and ink on paper, 2011, 38 x 55 cm
Collection of Ketut Madra 

18-19. Iswara

18 19
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20-23. The Story of Kala Rahu

The next four paintings by Ketut Madra 
tell the story of Kala Rahu, a clever and 
greedy demon, who disguises himself 
as a god to enter heaven to partake 
of the holy water of immortality (tirta 
amerta).  As the gods gather to drink, 
they each take a drop of the holy water 
on a small leaf, but Kala Rahu uses a 
far larger one. 

Ratih, goddess of the moon, notices 
the ruse and warns Wisnu. Kala Rahu 
drinks, but before the elixir passes from 
his mouth to his throat, Wisnu throws 
his cakra and decapitates Kala Rahu. 

As a result, only his head remains im-
mortal. He swears revenge on Ratih, 
promising to swallow her. However, 
whenever he does, the goddess always 
re-emerges from his severed head (thus 
explaining lunar eclipses).

0U�[OL�ÄYZ[�VM�[OLZL�MV\Y�WHPU[PUNZ�
(above), Ketut Madra puts Kala Rahu 
at the center of the heavenly gather-
ing. As he raises the large leaf to his 
mouth, Ratih (upper right) sounds the 
alarm and Wisnu prepares to throw his 
weapon. 

20. Kala Rahu Begins Drinking Tirta Amerta 
Ketut Madra, Peliatan 
Acrylic on canvas, 1973, 79 x 99 cm 
Collection of David Irons

20
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The next two works (above), both 
painted in 1971 for Madra’s family 
temple, illustrate the next moments 
in the story. In the painting on the 
right, Ratih (center left) sounds the 
alarm and Wisnu (far right) releases 
his cakra. In the painting on the left 
the weapon has severed Kala Rahu’s 
head. As he rises to the sky, the 
enraged and foiled demon swears 
perpetual revenge on Ratih.

In the fourth painting of this series 
(facing page), the immortal but dis-
embodied head of Kala Rahu returns 
[V�M\SÄSS�OPZ�[OYLH[�^OPSL�9H[PO�H^HP[Z�
her eclipse with a patient smile. This 
last scene of the Kala Rahu story has 
been imagined and re-imagined by 
Balinese artists over the decades. 

When Madra’s family temple was 
renovated a few years ago, the old 
paintings above were removed and 
replaced with freshly painted ver-
sions of the same story – a favorite 
of Madra’s. The openness of Bali’s 
traditional architecture often leaves 
temple art exposed to sun, wind, rain 
and the destructive appetites of small 
four- and six-legged creatures. While 
a few well-preserved temple pieces 
from the late 18th and early 19th 
century can be found in Dutch and 
German museums, for the most part, 
old shrine paintings in Bali are simply 
replaced with new ones as they wear 
out. Those in regular use rarely last 
longer than 40 years or so.

21. Kala Rahu Temple Painting 1
Ketut Madra, Peliatan
Acrylic on canvas, 1971, 69 x 83 cm
Collection of Ketut Madra

22. Kala Rahu Temple Painting 2
Ketut Madra, Peliatan
Acrylic on canvas, 1971, 69 x 83 cm
Collection of Ketut Madra

21 22
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23. Kala Rahu and Ratih
Ketut Madra, Peliatan 
Acrylic on canvas, 1973, 57 x 39.5 cm
Collection of David Irons

23
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Pretending to be ill, Siwa asks his wife 
Giri Putri (Daughter of the Mountain) to 
descend to earth and return with milk 
from a special cow, which will cure him. 
+VPUN�HZ�OL�YLX\LZ[Z��ZOL�ZVVU�ÄUKZ�H�
handsome young man with the cow, but 
he refuses her request unless she agrees 
to make love to him. Initially refus-
ing, she eventually succumbs but only 
through physical contact with her ankle, 
never realizing that the cowherd is Siwa 
himself in disguise. 

On returning to heaven with the milk, 
she is confronted by Siwa, and denies 
any compromise of her virtue. Siwa 
asks their son Gana (Ganesa) how she 
obtained the milk. Gana consults a magi-
cal lontar manuscript that allows him to 
see into the past and predict the future, 
HUK�[LSSZ�:P^H�VM�OPZ�^PML»Z�PUÄKLSP[ �̀�.PYP�
Putri is furious and attacks her son in her 

angry pamurtian form, shown here as the 
witch-like Rangda character, well-known 
in many Balinese stories. Siwa exiles Giri 
Putri to earth as Durga to live among the 
dead in the graveyard.

This is one of three pairs of paintings in 
the exhibition in which both Ketut Madra 
and Gusti Ketut Kobot have painted the 
same story using a similar composition 
with the same characters. Kobot’s darker 
palette lends a more ominous tone, while 
Madra’s freer use of bright color adds a 
liveliness that recalls the costumes and 
masks of Balinese dance drama. The 
other pairs of Madra and Kobot paintings 
are on pages 51 and 52 and 59 and 61.

Specialists in Balinese painting have 
sometimes assumed that Madra was 
a student of Kobot. Born a generation 
apart, both are wayang painters from 

Pengosekan and both were students of 
Tjokorda Oka Gambir — Kobot in the 
1930s, Madra in the late 1950s and early 
60s. Madra knows Kobot’s work well, 
has great respect for it, and was certainly 
PUÅ\LUJLK�I`�P[��0M�4HKYH�OHK�JVU[PU\LK�
to live in Pengosekan instead of moving 
[V�7LSPH[HU��P[�TPNO[�OH]L�ILLU�KPMÄJ\S[�PM�
not impossible for him to have become a 
wayang painter himself, for Kobot guard-
ed his role within the village closely. 

24. Siwa, Gana, and Giri Putri / Tenung Gana 
(Gana’s Disclosure) 
Gusti Ketut Kobot (1917-1999), Pengosekan 
Acrylic on canvas, 1958, 51.4 x 71.4 cm
Collection of Museum Puri Lukisan

 

24-25.  Siwa, Gana, and Giri Putri
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25. Siwa, Gana, and Giri Putri / Tenung 
Gana (Gana’s Disclosure)
Ketut Madra, Peliatan
Acrylic on canvas 1973, 45 x 65 cm
Collection of David Irons

25



28

26-31. The Abduction of Sita

16

The great Hindu epic, the Ramayana, 
is a constant source of spiritual inspira-
tion and cultural guidance in Bali. It is 
the subject of hundreds of shadow plays 
and of 19 paintings in this exhibition, 
including the oldest and some of the 
more recent.

The Ramayana scenes above, painted 
anonymously in Mas more than 100 
years ago, show the prelude to the 
abduction of Rama’s wife Sita. At right, 
the demon king Rawana instructs his 
minister Marica to transform himself into 
a golden deer to lure Rama away from 
Sita. Rama (left), accompanied by his 
servant Twalen (see p. 20), is unable to 
capture the magical deer, and slays it. 
As Marica emerges from the dying deer, 
with his own dying breath he imitates 
Rama’s voice to call Rama’s brother 
Laksmana to come to Rama’s aid.

Laksmana (center left), suspecting a trick, 
is reluctant to disobey Rama’s order not 
to leave Sita, but she insists that Rama 
must be in danger. Sita angrily accuses 
Laksmana of disloyalty, implying even 
that he desires Rama’s death because he 
wants her for himself. Note the accusato-

Y`�[OY\Z[�VM�OLY�HYT�^P[O�WVPU[PUN�ÄUNLYZ��
a gesture also used by dancers to show 
anger, and its echo below by her servant 
to Merdah.

In a 1973 version of the same story 
(facing page, top), Nyoman Mandra of 
Kamasan shows Sita asking Rama to 
capture the golden deer (lower left) and 
Rama telling Laksmana that he fears 
there is magic afoot and to guard Sita 
with utmost care (lower right). Rama’s 
arrow strikes the deer (center right) and 
Marica emerges from the animal calling 
for Laksmana (center left). Rawana, ac-
companied by his servants Delem and 
Sangut, arrives disguised as a wander-
ing mendicant priest (top left), and Sita 
allows him to approach her. Laksmana 
soon learns from Rama that in abandon-
ing Sita, he has left her in danger. Her 
kidnapping begins at top right. This last 
scene is typical of the way wayang paint-
ing often allows the parekan characters 
a kind of bawdy license that parodies 
their masters’ intentions or desires (see 
page 20). 

The 1973 painting by Made Swacita 
(facing page, bottom) shows the stylistic 

PUÅ\LUJL�VM�4HUKYH��*VTWHYL�[OL�
scenes at the bottom with the same 
scene in Mandra’s painting above; at left, 
Sita greets the disguised Rawana, and at 
right, Laksmana learns the consequences 
of disregarding Rama’s request that he 
not leave Sita’s side. The mountains 
add unusual perspective for a Kamasan 
painting, providing separation from the 
scenes on the ground and the aerial 
battle above as the great bird Jatayu tries 
to rescue Sita.

26. Abduction of Sita (above)
Anonymous, Mas 
Natural pigments on paper, ca. 1910,  
96.5 x 54.5 cm
Collection of David Irons 

27. Abduction of Sita (top right)
Nyoman Mandra, Kamasan
Natural pigments on cotton cloth, 1973,  
58 x 70 cm
Collection of David Irons

28.  Abduction of Sita 
Made Swacita, Kamasan
Natural pigments on cotton cloth, 1973,  
87.5 x 58.5 cm
Collection of David Irons

The Ramayana
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Nyoman Mandra, now in his late 60s, 
is today probably the best-known 
working artist in Kamasan, the village 
that has been a major center of clas-
sical painting in Bali for hundreds of 
years. Like his father and grandfather 
and many other family members, 
Mandra has spent his career paint-
ing in the classical wayang style of 
Kamasan. As a teacher, Mandra has 
imparted higher standards to three 
generations of young Kamasan artists. 
He and other Kamasan leaders are 
intensely aware of the need for the 

village to continue producing more 
substantive work than “souvenir”  
wayang paintings on coconut shells 
and plaited bamboo hats. 

Pan Semari’s painting on hardboard 
(above) shows the same sequence of 
Ramayana scenes as the three paint-
ings on the previous pages. A contem-
porary of Mangku Mura, Pan Semari 
often included the verses of the story 
he was telling in Balinese script,  
especially in his later work.

29. Abduction of Sita
Pan Semari (1922-2000), Kamasan
Natural pigments and gold leaf on  
hardboard, 1973, 58 x 70 cm
Collection of David Irons
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Ketut Madra’s painting on paper 
(above left) shows the early part of 
Jatayu’s rescue attempt. The bird, 
with Sita protected in his arms, 
struggles with Rawana and his beast 
of carriage, Wilmana. After Rawana’s 
sword severs the wing of the great 
bird, Jatayu falls mortally wounded 
to the ground. He lives long enough 
to tell Rama and Laksmana what 
has occurred. The painting captures 
and distills some of the movement of 
shadow puppets on the screen in a 
wayang kulit performance.

The 1968 painting (above right) by 
Anak Agung Gde Meregeg of Padang-
tegal, also shows the attempted 
rescue of Sita and includes the same 
four characters as Madra’s work. One 
of the Ubud artists who studied with 
both Walter Spies and Rudolf Bonnet, 
Meregeg painted in both traditional 
wayang style and the Balinese realism 
PUÅ\LUJLK�I`�[OL�,\YVWLHU�HY[PZ[Z�
in Ubud in the 1930s. Like Tjokorda 
Gambir, Meregeg turned his attention 
almost entirely to wayang painting 
later in life. In this painting, the  
characters are traditional, the clouds 
and birds are more natural.

30. Jatayu Battles Rawana (left)
Ketut Madra, Peliatan 
Ink and acrylic on paper, 1995,  
35.8 x 50.8 cm
Collection of Ketut Madra 

31. Jatayu Battles Rawana
Anak Agung Gde Meregeg (1902- 2000)
Tempera on canvas, 1968, 50 x 80 cm
Ganesha Collection, USA 
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Related drawings by two mid-20th 
century artists show the dissent within 
Rawana’s family as Rama’s army 
ULHYZ��0U�[OL�ÄYZ[��HIV]L��I`�0KH�)HN\Z�
Anom, Rawana forces his brother 
Wibisana to leave the family after Wi-
bisana advises returning Sita to Rama. 
The second, by Anak Agung Gde 
Sobrat, shows the astonishment of 
Rama, Laskmana, and other leaders of 

the monkey army as Wibisana arrives 
to join their battle against his brother.

These delicate drawings are good 
examples of work done in the 20- to 
30-year period that marks the transi-
tion from classical Balinese wayang 
art to more modern interpretations of 
the ancient legends. Until the mid-
20th century, wayang painting had 

continued in a relatively unchanging 
formal style for temple and palace. 
Beginning in the 1930s, artists began 
to interpret the old stories in new, 
less complex ways. In doing this 
they might have focused on a single 
character, an interaction between 
two characters, or a smaller painting 
showing just one episode, instead of 
several, from the much longer story.

32-33. Wibisana Leaves Rawana to Join Rama
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Ida Bagus Anom and Anak Agung 
Gde Sobrat were part of the Pita Maha 
association of artists who worked 
with Walter Spies and Rudolf Bonnet 
in Ubud in the 1930s. Their work, 
which is represented in many private 
collections and European museums, 
ranged across the naturalistic themes 
of modern Balinese painting, but they 
never abandoned the wayang tradi-
tions completely, returning often to 
paint the familiar stories of the great 
Hindu epics.

32. Rawana Forces Wibisana to Leave
Ida Bagus Anom (1898-1972), Taman, Ubud
Chinese ink and ancur on paper, 1949,  
30.2 x 41 cm
Collection of Museum Puri Lukisan 

33. The Meeting of Rama and Wibisana
Anak Agung Gde Sobrat (1917-1992),  
Padangtegal, Ubud 
Chinese ink on paper, 1930,  
59.1 x 46.3 cm
Collection of Museum Puri Lukisan
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Ketut Madra imagines here the central 
role of Hanoman, the white monkey 
general and leader of the Wanara army, 
allied with Rama in his quest to recover 
Sita from captivity by the demon king 
Rawana. At Rama’s request, Hanoman 
ÅPLZ�[V�3HUNRH�[V�ÄUK�:P[H�HUK�SL[�OLY�
know that her rescue is coming. To iden-
tify himself and quell any potential fear 
she may have of him, he carries with him 
Rama’s ring.

The scenario unfolds in four episodes. 
;OL�ÄYZ[��JLU[LY��[VW��ZOV^Z�/HUVTHU� 

spying from a tree in his search for where 
Sita is being held. Having located her, 
(upper left), he presents her with Rama’s 
ring and receives one from her for her 
husband. Captured by Rawana’s forces 
(lower left), Hanoman is brought before 
Rawana (upper right) bound by a serpent 
noose. Not shown here is his dramatic 
LZJHWL�^P[O�OPZ�[HPS�VU�ÄYL�HUK�[OL�JVU-
ÅHNYH[PVU�OL�PNUP[LZ�PU�9H^HUH»Z�WHSHJL�

34. Hanoman and Sita in Langka 
Ketut Madra, Peliatan
Acrylic and ink on canvas, 1973, 135 x 94 cm

34. Hanoman and Sita in Langka

Collection of David Irons
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This Ramayana painting is by Ketut 
Madra’s teacher, Tjokorda Oka Gambir 
of Peliatan. Anggada, Hanoman’s young 
nephew, is asked to serve as an ambas-
sador from Rama to the demon king 
Rawana to try to bring about the return 
of Sita from captivity in Langka and 
prevent the deaths that the battles to free 
her will bring.

The scene at the top shows Anggada on 
bent knee receiving instructions on his 
mission from Rama, as Hanoman, the 
white monkey general, and his king Sug-
riwa look on from the center. Below left, 

Rawana riding on Wilmana, his winged, 
monster-headed carriage, receives Ang-
gada as the son of his former teacher 
Subali but scorns his message. Note how 
Delem, Rawana’s servant, imitates his 
master’s threatening gesture in his inter-
action with Twalen, who is accompany-
ing Anggada.

The painting is seriously weathered and 
may have served in a village or fam-
ily temple where it would have been 
exposed to the elements for years before 
being replaced.

35. Anggada’s Mission to Rawana/Anggada 
Duta
Tjokorda Oka Gambir (1902-1975), Peliatan 
Natural pigments on canvas, 1930s,  
125 x 95 cm 
Collection of Agung Rai Gallery

35. Anggada’s Mission to Rawana
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In the 1973 painting by Ketut Madra 
above, the monkey army has arrived in 
Langka and the war to free Sita from cap-
tivity is under way. The monkey general 
Hanoman battles Rawana’s son Indrajit 
or Meganada while Wibisana, Rama, and 
Laksmana look on from the upper right 
with the monkey king Sugriwa, and the 
generals Nala and Nila just below (right 
to left). On the upper left, Rawana chal-
lenges Rama directly, while at the bot-
tom left, the parekan or servants Delem 
and Sangut appear to have a better sense 
than their king of how badly the battle 
and the war are going.

Madra uses a wide-ranging palette of 
colors in his painted work. Sometimes, 
as in the painting above, he prefers 
colors that resemble those of the painted 
leather puppets of the wayang kulit. His 
colors may be brighter, recalling the 
hues of Balinese masks and costumes in 
dance drama telling the same wayang 
stories. And occasionally both in paint-
ing on canvas and drawing on paper, 
he emphasizes the quality of the line by 
using almost no color at all.

36. Hanoman Battles the Forces of Rawana 
Ketut Madra, Peliatan 
Acrylic on canvas, 1973, 89 x 98 cm 

Collection of David Irons  

36. Hanoman Battles the Forces of Rawana
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Rawana’s son Meganada (Thunder 
Cloud), also known as Indrajit, is un-
equalled in magical powers. He joins 
the battle against Rama’s approaching 
army after the death of his brothers and 
many other demons. Hidden by clouds 
to attack by ambush, Meganada wounds 
both Rama and Laksmana as they near 
the citadel of Langka. The nagapasa, a 
magical arrow that assumes the form of a 
water-serpent lasso, entwines the broth-
ers and immobilizes them. 

The monkey army, helpless without its 
leaders, is in despair until the Garuda ar-
rives in response to the call of Wibisana, 
Rawana’s youngest brother who has 
allied himself with Rama and reminds 
Rama that he is an incarnation of Wisnu. 

Garuda, vehicle of Wisnu and overpow-
ering enemy of all naga, releases Rama 
and Laksmana from the spell of Megana-
da’s weapon.

These three versions of the story vary 
in the media used to paint them, but 
include the same characters and icono-
graphic elements. The restrained use of 
color in Madra’s work above contrasts 
sharply with the exuberance of the 
traditional Kamasan palette in Nyoman 
Rumiana’s treatment of the scene (page 
38, top). Pan Semari’s Balinese script of 
the Ramayana verses, combined with the 
framed hardboard panel and gold leaf 
in his version (page 38, bottom), gives a 
more formal feeling to his painting.

37. Rama and Laksmana Released by Garuda 
from Meganada’s Nagapasa 
Ketut Madra, Peliatan
Ink and acrylic on canvas, 1973, 119 x 77 cm 
Collection of David Irons 

37-39. Rama and Laksmana Rescued by Garuda from Meganada’s Nagapasa
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38. Rama and Laksmana Released by 
Garuda from Meganada’s Nagapasa 
Nyoman Rumiana, Kamasan
Natural pigments on cotton cloth, 1973, 
122.5 x 80 cm 
Collection of David Irons 

39. Rama and Laksmana Released by 
Garuda from Meganada’s Nagapasa 
Pan Semari (1922-2000), Kamasan
Natural pigments and gold leaf on hard-
board, 1973, 58 x 70 cm
Collection of David Irons
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40-41. Kumbakarna

Towards the end of the Ramayana, Rawana’s giant 
demon brother Kumbakarna is awakened from his deep 
sleep to defend the kingdom of Langka from Rama’s ad-
vancing army. Kumbakarna is a complex character who 
recognizes that Rawana’s cause is unjust, but familial 
loyalty and a warrior ethic prevail over moral sense. He 
wades into battle devouring attacking monkey soldiers 
by the score, seizing the monkey king Sugriwa before 
being slain by Laksmana’s arrows. Only on learning that 
his mighty brother has been defeated and killed does 
Rawana begin to realize his cause may be doomed.

These two works on the same subject, different in so 
THU`�^H`Z��ZOHYL�[OL�)HSPULZL�WHZZPVU�MVY�ÄUL�SPUL��0U-
deed, it has been said that painting in Bali is 90 percent 
drawing.

40. Kumbakarna 
Wayan Suweca, Kamasan
Natural pigments on cotton cloth, 1973,  
99 x 87.5 cm 
Collection of David Irons 

41. Kumbakarna 
Ketut Madra, Peliatan 
Ink and acrylic on paper, 1973, 30 x 40 cm
Collection of David Irons
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;OL�ÄUHS�IH[[SL�V]LY��^P[O�9H^HUH�HUK�
his army destroyed, Sita emerges from 
her captivity only to learn that she can-
not resume her role as Rama’s trusted 
^PML�ILJH\ZL��KLZWP[L�OLY�ÄKLSP[ �̀�OLY�W\-
rity has been questioned due to her prox-
imity to Rawana. Crushed, Sita orders 
Hanoman to prepare a pyre. As she steps 
PU[V�[OL�ÄYL��OV^L]LY��[OL�OLH]LUZ�VWLU�
and Brahma in the form of Agni, god of 
ÄYL��WYV[LJ[Z�OLY�MYVT�[OL�ÅHTLZ��^OPJO�
he then transforms into a lotus pond.

Madra has painted this scene often. He 
always varies the size and treatment to 
emphasize different Ramayana heroes 
H[�[OL�Z[VY`»Z�LUK��/L�ZH`Z�OL�ÄUKZ�:P[H»Z�
honesty and purity one of the most mov-
ing lessons of the Ramayana. The larger 

JHU]HZ�HIV]L�^HZ�ÄUPZOLK�PU�����"�[OL�
smaller painting at the top of the facing 
page is from 1973.

Pan Suda remains faithful to traditional 
Kamasan conventions in painting the 
same story (40). His work also conveys 
[OL�LTV[PVU�VM�[OL�L]LU[��5V�ÄN\YL�PZ�
rigidly vertical; there is a feeling of wind 
and drama in the air. 

Many Kamasan artists have painted this 
scene over the years. Imitation is a tradi-
tion regarded especially kindly in that 
village, and a painting that is admired 
and considered successful may be 
repeatedly copied for generations with 
only minor changes.

42.  Sita’s Ordeal by Fire/Sita Satya (above)
Ketut Madra, Peliatan
Acrylic and ink on canvas, 2012,  
250 x 120 cm
Collection of Ketut Madra 

43.  Sita’s Ordeal by Fire/Sita Satya (top right)
Ketut Madra, Peliatan
Acrylic and ink on canvas, 1973, 129 x 81 cm
Collection of David Irons 

44. Sita’s Ordeal by Fire/Sita Satya 
Pan Suda, Kamasan
Natural pigments on cotton cloth, 1973,  
134 x 89.5 cm 
Collection of David Irons 

42-44. Sita’s Ordeal by Fire
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Malat, Mahabharata, and More

Thomas L. Cooper’s book Sacred Painting 
in Bali (Orchid Press, 2005) begins with 
the words “Panji is dead: tradition in 
transition.”  

Prince Panji is the hero of an entire genre 
of Balinese shadow theatre, dance drama 
and classical painting called Malat that 
lasted from the 15th to the 20th century 
and then essentially disappeared. Cooper 
quotes an old Balinese dalang who 
explained that “although Malat had been 
a favorite of the nobility, it had never 
penetrated into the hearts of the com-
mon people.” So when Balinese royal 
patronage of the arts weakened under 
Dutch rule and disappeared with the 
emergence of modern Indonesia, Panji 
died – just one of many examples of the 
inevitability of change in Bali’s tradi-
tional arts.

In the paintings at the top of these two 
pages, Panji lives on. Adrian Vickers, 
whose book Journeys of Desire (KITLV 
7YLZZ��������PZ�[OL�KLÄUP[P]L�^VYR�PU�,UN-
SPZO�VU�[OL�4HSH[�Z[VYPLZ��PKLU[PÄLZ�[OLZL�
two paintings as Panji at the Court Fes-
tivities of Gegelang and a macangkrama 

(towards the heights) painting showing 
Panji wandering in the mountains.

;OL�ÄYZ[�WHPU[PUN��HIV]L��ZOV^Z�7HUQP�
seated at the upper right in both scenes, 
acknowledging the performers and 
watching shadow theater and dance 
festivities in the Kingdom of Gegelang. 
The Ramayana wayang kulit scene (top 
center) shows the moment when Jatayu 
attempts to rescue Sita from Rawana, 
who has just abducted her from Rama 
and is now carrying her away (see pages 
4-5 and 28-31). The music-and-dance 
performance below exhibits qualities 
of sweetness that are part of the tradi-
tional Balinese esthetic, mixed here, as 
it often is, with touches of humor in the 
caricatures of the musicians and those in 
lower-caste supporting roles.

At the top of the facing page, Panji is 
pursuing the Princess Rangkesari. “At the 
bottom left,” Vickers wrote in a recent 
email, “Prabu Melayu and his wives with 
Rangkesari head off to the mountains, 
while Panji (bottom right) meets with his 
followers, who report this to him. At the 
top right, is the cave where Panji and 

his followers have been staying. Then 
Panji writes a letter and throws it into the 
water, where Rangkesari (top center) dis-
covers it. Below the letter-writing scene, 
Panji is playing an instrument called a 
‘guntang’ in the Malat text. And then 
eventually, left side, Panji and Rangkesari 
meet up, for what we Australians might 
call a brief grope, before they separate 
again.” As is often the case in wayang 
art, Panji’s servant Twalen is trying to 
take greater liberties with Rangkesari’s 
servant. Unlike her mistress, she resists.

The two paintings are evidently by the 
same artist at about the same time. They 
show similar wear and are painted on 
identical cloth with identical colors. The 
ÄYZ[�WHPU[PUN��Panji at the Court Festivities 
of Gegelang, is very similar to a work in 
the Australian Museum by noted Kama-
san artist Nyoman Dogol (1876-1965). 

45. Panji at the Court Festivities of Gegelang
Anonymous, Kamasan 
Natural pigments on hand-loomed cotton 
cloth, pre-World War II, 216 x 87 cm
Collection of David Irons

45-47. Malat Stories with Prince Panji
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46. Panji Wandering in the Mountains  
Encounters Princess Rangkesari (top)
Anonymous, Kamasan 
Natural pigments on hand-loomed cotton cloth,  
pre-World War II, 183 x 84 cm
Collection of David Irons 

47. Panji at the Court Festivities (bottom)
Ni Nyoman Serengkog, Kamasan
Natural pigments on cotton cloth, 1973, 
95 x 72 cm
Collection of David Irons

46
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In a story from the Adiparwa, the 
ÄYZ[�IVVR�VM�[OL�Mahabharata, the 
Garuda attacks the warring brothers 
Wibawasu and Supratika, who have 
cursed each other into the form of 
a monstrous turtle and an elephant. 
Devouring both the animals, Garuda 
NHPUZ�Z[YLUN[O�MVY�OPZ�ÅPNO[�[V�OLH]LU�
and the ensuing battle with the gods 
for tirta amerta, the elixir of immortal-
ity. After this battle, in which Garuda  
vanquishes the gods guarding the 

elixir, Wisnu grants the bird immortal-
ity and accepts him as his wahana or 
vehicle.

The great birds Garuda, Aruna, his 
brother and wahana of Surya, and 
Jatayu all appear frequently in this 
exhibition (pages 4, 5, 29-31, 37-38, 
40-41, 44-45, 49-52, 59-61), often 
having been called for assistance in 
battle by Kresna or Rama, both incar-
nations of Wisnu.

48. Garuda, Wibawasu, Supratika   
Anonymous, Buleleng? 
Natural pigments on machine-made cotton 
cloth, probably late 19th or early 20th 
century, 173 x 128.5 cm
Collection of David Irons 

49. Garuda, Wibawasu, Supratika
Ketut Madra, Peliatan
Ink and acrylic on canvas, 1973,  
39.5 x 60 cm
Collection of David Irons 

48-49. Garuda, Wibawasu, and Supratika
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50-51. Kresna Learns Who Will Die in the Baratayuda

The 1964 work by Tjokorda Oka 
Gambir (above) shows scenes from a 
rarely painted episode in the Bara-
tayuda battle in which Kresna, an 
incarnation of Wisnu, tricks Yama, 
god of the underworld, into revealing 
who will perish and who will survive 
in the approaching war between the 
Pandawa and Korawa clans. At top 
right, Yama consults with Indra, ac-
companied by the divine messenger 
Narada; he intends to reveal who is to 
die. Arriving in the netherworld, 
Kresna confronts Yama (top left). Yama 
seizes him by the throat (bottom left) 
and hurls him into a boiling cauldron. 
But when Kresna emerges in his ter-

rifying pamurtian�MVYT��@HTH�ÅLLZ�
(center). Below right, Kresna, who 
has disguised himself as Narada, is 
told by Yama who will perish in the 
Baratayuda.

In the 1973 painting on wood by 
Kamasan painter Mangku Mura, Salya 
(shown kneeling, second from the 
left), who has reluctantly sworn to 
serve as a general in the Korawa army, 
learns from the towering pamurtian 
of Kresna that he is among those who 
will with die. Two other paintings by 
Mangku Mura are on pages 12 and 
15. 
50. Kresna and Yama in the Underworld 

Tjokorda Oka Gambir (1902-1975), 
Peliatan
Acrylic on canvas, 1964, 115 x 90 cm  
Collection of Agung Rai Gallery

51. Pamurtian Kresna with Salya 
Mangku Mura (1920-1999), Kamasan 
Natural pigments on wood, 1973,  
75 x 100 cm
Collection of the family of Mangku Mura
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In one of the climactic moments 
of the Mahabharata, Arjuna in his 
chariot faces his half-brother Karna 
(far left). Both of them are the sons 
VM�2\U[P��TV[OLY�VM�[OL�Ä]L�7HUKH^H��
But Karna has learned his mother’s 
identity and his relationship to the 
Pandawa brothers too late; his fate is 
to remain loyal to his friend Duryo-
dana, king of the Korawa clan. Karna 
attacks Arjuna with a hail of arrows; 
Arjuna, Karna’s equal as an archer, 
replies in kind. 

Ultimately the mighty warriors’ equal-
ly famous charioteers help to decide 
the battle. King Salya, half brother of 
the Pandawa who was tricked into 
joining the Korawa forces in this war, 
knows he cannot bear to see Arjuna 
killed. He pulls up on the reins and 
the abrupt movement forces Karna’s 
aim high. Kresna simultaneously 
loosens the reins on his chariot, forc-
ing Arjuna’s head down – and Karna’s 
ÄUHS�THNPJHS�HYYV^�TPZZLZ�(YQ\UH»Z�
throat and strikes his headdress. The 

next day, Karna, his magical weapons 
KLWSL[LK��ÄUKZ�[OH[�[OL�J\YZLZ�OL�OHZ�
lived with come true; he is slain by 
Arjuna.

52. Arjuna and Kresna in Battle with Karna 
and Salya
Ketut Madra, Peliatan 
Ink and acrylic on canvas, 2013,  
250 x 110 cm 
Collection of Ketut Madra 

52. Arjuna and Kresna in Battle with Karna and Salya
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Gusti Ketut Kobot of Pengosekan 
completed this rendering of the Hindu 
god Wisnu astride his vehicle or wa-
hana, the great bird Garuda, in 1989. 
Wisnu holds a lotus and a cakra or 
discus in his hands.

This unusual icon-like image of 
serenity and strength in warm reddish 
earth-brown colors, created in near 

monochrome, with highlights in yel-
lows and whites, is especially remark-
able given the time of its creation. 
Kobot, in his early 70s and at the 
height of his powers, chose a subject 
that was then utterly ubiquitous in 
Bali in tourist art of every conceivable 
genre. And he re-imagined it with 
grace, power, and originality. Both the 
V]HS�IVYKLY�HUK�[OL�JLU[YHS�ÄN\YLZ�HYL�

WHPU[LK�PU�H�Z[`SL�[OH[�YLJHSSZ�ÄUL�)HSP-
nese relief carving in stone and wood.

53. Garuda and Wisnu
Gusti Ketut Kobot (1917-1999)
Acrylic on canvas, 1989, 75 x 105 cm
Ganesha Collection, USA 

53. Garuda and Wisnu
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Winata, jealous of her husband 
Kasyapa’s other wife Kadru, who is 
her sister and already has 1000 naga 
(serpent) children, breaks open one 
of her two eggs after waiting for it to 
hatch for hundreds of years. Aruna 
(Dawn) emerges half formed with his 
lower body undeveloped; he curses 
his mother’s impatience, comdemning 
her to become the servant of Kadru. 
Later in life Aruna becomes the waha-
na or vehicle of Surya, god of the sun. 
The second egg, after another 500 
years, hatches and the great sun bird 
Garuda, brother of Aruna, is born.

In the other two works (on the facing 
page and the following page), the 

young monkey Hanoman, told by 
OPZ�TV[OLY��(UQHUP��[V�ÄUK�HUK�LH[�
only the ripest, reddest fruit, awakens 
hungry and leaps to the horizon and 
the rising sun, mistaking it for the fruit 
of his mother’s instructions. Surya, 
astride Aruna, informs him of his 
error. The supreme god, Sanghyang 
>PKP��ÅHURLK�I`�WYV[LJ[P]L�naga, 
witnesses the scene from above. In 
Madra’s painting, Surya and Aruna 
appear amused and tolerant and there 
is a quality of youthful naiveté about 
Hanoman.

One of the most beloved characters 
in Balinese mythology, Hanoman 
is endowed by birth with gifts from 

the gods who grant him powers that 
contemporary superheroes would 
envy. Son of Bayu, god of the wind, 
Hanoman is revered for his bravery, 
wisdom, and loyalty especially to 
Rama and Sita. He can change his 
ZPaL�MYVT�PUÄUP[LZPTHSS`�ZTHSS�[V�
HSTVZ[�PUÄUP[LS`�SHYNL��(Z�ZVU�VM�[OL�
^PUK�NVK��OL�OHZ�[OL�HIPSP[`�[V�Å �̀�<[-
terly invincible, immeasurably strong, 
compassionate, and well-spoken, 
Hanoman is acknowledged by Rama 
as being as dear to him as his brother.

 54. The Birth of Aruna
Ketut Madra, Peliatan
Acrylic and ink on paper, 2000,  
38 x 50.3 cm
Collection of Ketut Madra

54-56. Hanoman, Surya, and Aruna
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55. Hanoman and Surya
Ketut Madra, Peliatan
Acrylic on canvas, 1972, 54.5 x 44 cm
Collection of Peter Rousmaniere
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The black-and-white checkered cloth 
(kain poleng) worn by Hanoman in 
both paintings is a gift from Siwa (page 
8). Bima, strongest and roughest of the 
Ä]L�7HUKH^H�IYV[OLYZ�PU�[OL�Mahab-
harata, and Hanoman’s half-brother, 
wears the same kind of cloth. Still 
woven in modern Bali, it is often used 
to dress up guardian statues carved 
MYVT�Z[VUL�¶�LZWLJPHSS`�[OL�ÄN\YLZ�VM�
servants Twalen and Merdah – as well 
HZ�[OVZL�VM�KLTVUZ�ÅHURPUN�[LTWSL�
gates.

This is the second pair of paintings 
in the exhibition showing the same 
subject, painted in this case about 15 
years apart by two modern wayang 
masters – Gusti Ketut Kobot and 
Ketut Madra. As with the other two 
pairs (pages 26 and 27 and 59 and 
61), Kobot and Madra use the same 
characters and similar composition to 
different results. 

56. Hanoman and Surya 
Gusti Ketut Kobot (1917-1999),  
Pengosekan 
Acrylic on canvas, 1960s?, 69 x 49 cm 
Collection of Agung Rai Gallery
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The Sutasoma legend is a Buddhist story 
from Old Javanese kakawin poetry of the 
14th century Majapahit kingdom. It is a 
tale that emphasizes religious tolerance 
through the role of the modest, just, and 
benevolent Prince Sutasoma, who resists 
the call to earthly power and sets out on 
a quest for enlightenment. 

*OHSSLUNLK�YLWLH[LKS`�[V�ÄNO[��OL�
refuses by not defending himself; the 
elephant-headed demon Gajahwaktra 
and a naga dragon-serpent become his 
disciples. Sutasoma then meets a starving 
tigress (page 54), who is about to devour 
her own young. He stops her and offers 
himself instead, and the tigress accepts 
OPZ�ZHJYPÄJL��)\[�VUJL�:\[HZVTH�PZ�KLHK�
and the tigress has drunk his blood, she 
PZ�ÄSSLK�^P[O�YLTVYZL��0UKYH��YLZWVUK-
ing to her laments, restores Sutasoma 

to life. In the temple painting at the top 
of the next page by Gusti Ketut Kusir, 
Indra (left) and the tigress honor the 
young incarnation of the Buddha and his 
disciples as servants and a passing priest 
look on. The tigress joins Sutasoma’s 
followers.

The 2010 work by Ketut Madra (above) 
and the 1930s painting by Anak Agung 
Gde Meregeg and the 1973 piece from 
Ni Made Suciarmi of Kamasan all show 
scenes from near the end of the story. 
The wandering prince has returned to 
his father’s house, inherited the throne, 
and now rules wisely as King Sutasoma. 
6UJL�HNHPU��OV^L]LY��OL�ÄUKZ�OL�T\Z[�
ZHJYPÄJL�OPTZLSM��;OPZ�[PTL�[OL�KLTVU�
Purusada (Man Eater), who worships 
the demonic god of time Kala, insists 
that Sutasoma must substitute for 100 

captured kings and submit to being eaten 
alive. Sutasoma does not resist as the 
weapons of Purusada and Kala turn into 
ÅV^LYZ��;OL�KLTVUZ�YLWLU[��YLJVNUPaL�
the holiness of Sutasoma and release the 
hostage kings.

Still a subject of Balinese wayang 
painting, the Sutasoma story is one of 
the paintings on the ceiling of the Bale 
Kambang (Floating Pavilion) at the water 
garden of the former palace in Klung-
kung.

57. Sutasoma and Kala
Ketut Madra, Peliatan
Acrylic on canvas, 2010, 90 x 75 cm 
Collection of Nyoman Sumerta Gallery 

57-60. Sutasoma
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58. Sutasoma and the Tigress 
Gusti Ketut Kusir, Bedulu 
Natural pigments and acrylic on machine-made 
cotton cloth, 1950s or earlier, 200 x 81.5 cm
Collection of David Irons

59. The Battle of Sutasoma and Purusada
Anak Agung Gde Meregeg (1902-2000)
Natural pigments on paper, ca. 1930s,  
74 x 59 cm
Ganesha Collection, USA

60. Sutasoma and Kala
Ni Made Suciarmi, Kamasan
Natural pigments on cotton cloth, 1973,  
86.5 x 66.5 cm
Collection of David Irons
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Arjuna Metapa (Meditation of Arjuna) 
is a popular story in Balinese wayang 
kulit and other art forms. It derives from 
Arjuna Wiwaha (Arjuna’s Marriage), an 
11th-century Javanese poem in Kawi or 
Old Javanese.

In the painting by Wayan Suweca of 
Kamasan (above), Arjuna, deep in medi-
[H[PVU��PZ�ÅHURLK�I`�OLH]LUS`�U`TWOZ�
(widadari) sent by Indra to test his power 
and determination. Despite all their at-
tempts to seduce him, they fail. Seeing 
Arjuna survive this test and a later battle 
with Siwa, Indra knows that this is the 
human who will be able to save the gods 
from the demon king Niwatakawaca, 
who is invulnerable against the weapons 
of the gods.

)LOPUK�[OL�TLKP[H[PUN�ÄN\YL�VM�(YQ\UH��
hang his weapons – keris (dagger), bow, 

and empty quiver. Below, in an earlier 
scene, the widadari bathe in a lotus pool 
as they prepare for the seduction. The 
parekan attendants in the lower corners 
HYL�[OL�S\Z[`�JVTPJ�ÄN\YLZ�;̂ HSLU�HUK�
Merdah (see pages 20-21). Their imita-
tion of Arjuna’s deeply focused trance 
state is easily interrupted by the entice-
ments of the widadari’s servants. 

The frontal view of Arjuna is a normal 
convention in wayang depiction of medi-
[H[PUN�ÄN\YLZ�HUK�[OL�JLU[YHS�OLHKZ�VM�[OL�
fearsome pamurtian�ÄN\YLZ"�V[OLY^PZL�
[OYLL�X\HY[LY�WYVÄSLZ�HYL�[OL�UVYT��;OL�
use of green to emphasize Arjuna’s cool 
retreat is an innovation in the then-tradi-
tional palette of painters from Kamasan.

Ketut Madra’s 1988 version of this story 
(right) is simpler and more modern with 
a somewhat surreal and dreamlike ap-

proach emphasized by the eerie grottos 
with unusual temple architecture, oth-
erworldly vegetation, and the restrained 
use of color. The modeling of Arjuna 
and the widadari is a departure from his 
usual rigorous attention to the conven-
tions of wayang representation, recalling 
his earliest training painting people in 
genre scenes. 

61. Meditation of Arjuna/Arjuna Metapa
Wayan Suweca, Kamasan
Natural pigments on cotton cloth, 1973,  
89.5 x 64 cm 
Collection of David Irons 

61-62. The Meditation of Arjuna
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62. Meditation of Arjuna/Arjuna Metapa
Ketut Madra, Peliatan 
Acrylic and ink on paper, 1988,  
56 x 42 cm 
Collection of David Irons
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As Ketut Madra tells the Balinese version 
of the Bomantaka (Death of Boma) story, 
Kresna’s son Samba falls in love with 
Yadnyawati, who is the beautiful adopted 
daughter of Boma, the giant demonic 
son of Wisnu and mother earth Pertiwi. 
Boma is angry and warns Kresna, an 
incarnation of Wisnu, who rises to his 
son’s defense. Five paintings tell the story 
in similar but different ways.

One reads the four panels of the large 
vertical painting by Tjokorda Oka Gam-
bir from top to bottom, with digressions. 
At the top, Boma apparently converses 
with Siwa; in the middle sections, 

Boma’s argument with Samba escalates; 
and at the bottom Kresna’s pamurtian has 
begun his battle with Boma. The water 
scene at the bottom is curious for this 
story; and most scenes of Boma’s death 
include the arrival of Garuda.

In Ketut Madra’s 2011 painting (page 
59, top), Samba and Yadnawati are at 
the center of the painting. While the 
embattled fathers have assumed their pa-
murtian�ÄNO[PUN�MVYTZ��VUL�JHU�Z[PSS�ZLL�
them in their normal forms as well, with 
Kresna on the right and Boma on the left. 
Once engaged, even mighty Kresna 
cannot destroy Boma without assistance. 

Knowing his enemy has received a gift 
from Brahma that ensures near invulner-
ability. He calls the great bird Garuda 
for help. Descending on Boma, Garuda 
knocks off his crown and seizes the 
THNPJHS�ÅV^LY�JVUJLHSLK�^P[OPU��/PZ�
talisman removed, Boma is lifted from 
the earth that gives him strength and 
killed by Kresna.

63. Boma and Kresna 
Tjokorda Oka Gambir (1902-1975), Peliatan
Acrylic on canvas, probably 1960s,  
133 x 250 cm 
Collection of Agung Rai Gallery

63-67. Kresna and Boma
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64. Boma and Kresna 
Ketut Madra, Peliatan 
Acrylic on canvas, 2011, 136 x 86 cm 
Collection of Tebesaya Gallery

65. Boma and Kresna/Bomantaka
Gusti Ketut Kobot (1917-1999), Pengosekan 
Acrylic on canvas, 1953, 41.4 x 65.3 cm 
Collection of Museum Puri Lukisan
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In the paintings by Ketut Madra (fac-
ing page) and Gusti Ketut Kobot (page 
� ���[OL�ÅV^LY�PZ�JSLHYS`�]PZPISL�PU�.H-
ruda’s right hand. In Madra’s, Boma’s 
crown is on the ground at the lower 
left; its yellow cloth lining is embla-
zoned with an ongkara, the Balinese 
ong or om. Kobot’s almost monochro-
matic treatment of the story is a more 

subdued and sober interpretation than 
Madra’s version of 20 years later. In 
the work of Wayan Yudara, Garuda 
appears off balance, perhaps search-
PUN�MVY�[OL�TPZZPUN�JYV^U�VY�ÅV^LY��
;OL�ÄNO[PUN�MVYTZ�PU�[OL�4HKYH�HUK�
Yudara paintings show a consuming 
zest for combat.

66. Boma and Kresna/Bomantaka
Wayan Yudara, Kamasan
Natural pigments on cotton cloth, 1973, 
87.5 x 58.5 cm
Collection of David Irons
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67. Boma and Kresna/Bomantaka
Ketut Madra, Peliatan 
Acrylic on canvas, 1973, 44 x 59 cm
Collection of David Irons 
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68-69. Dharmaswami Rescues the Tiger, Monkey, and Snake

Tantri Kamandaka tales of Bali have 
animals and humans to make moral 
points, similar to Aesop’s Fables. The 
stories are familiar in varying forms 
across the cultures of South and 
Southeast Asia and elsewhere in Indo-
nesia. While Tantri stories are not as 
well known as the great Hindu epics, 
they are still a living and changing  
art form.

The two works on these pages, cre-
ated almost 80 years apart, tell the 
same story with identical imagery. 
The 1935 painting on the facing page 
by Ida Bagus Gelgel of Kamasan is a 
signature piece from the collection of 

the Museum Puri Lukisan.Gelgel was 
VUL�VM�[OL�ÄYZ[�TVKLYU�)HSPULZL�^H`-
ang painters to achieve international 
recognition, winning a silver medal 
in 1937 from the Tropenmuseum in 
Amsterdam.

Here, the holy man Dharmaswami 
has rescued a lion, a monkey, a snake, 
and a goldsmith (not shown) from 
a deep well into which they had all 
been blown by a storm. The animals 
all present gifts to the humble priest 
who saved them. The goldsmith 
received jewelry from Dharmaswami, 
who was given the ornaments by the 
tiger, which had killed a prince who 

was hunting it. The smith falsely ac-
cuses Dharmaswami of having stolen 
the jewelry. Detained and tortured 
by the royal court, the priest is only 
released after the monkey, snake, and 
tiger all come to his aid, demonstrat-
ing that animals may often behave 
more honorably than humans; the 
deceitful goldsmith is imprisoned.

Ketut Madra painted his interpretation 
of the Dharmaswami story (above) 
especially for this exhibition and 
with respect to the work of Ida Bagus 
Gelgel.
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68. Dharmaswami
Ketut Madra, Peliatan 
Acrylic and ink on canvas, 2013,  
60 x 50.5 cm
Collection of Ketut Madra

69. Dharmaswami 
Ida Bagus Gelgel (1900-1937), Kamasan 
Natural pigments on paper, 1935,  
48.9 x 68 cm 
Collection of Museum Puri Lukisan
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