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Introduction 
My interest in this comparative study is based on a historical and cultural perspective. Historians generally tell us about an Aryan migration to India that forced the Dravidians to the south and that the Dravidians internalized Aryan ideas. The result was a blending of the indigenous Dravidian ontology and the Aryan religion. Eventually Indian influences reached Indonesia in the fourth century, helping develop the ideologies in kingdoms, such as Kutai in Kalimantan, Tarumanagara in West Java, Sriwijaya in Sumatra, Sylendra and Majapahit in Java. 

With Islamization in the 15th century, Javanese Majapahit Hindu-Buddhist artists and scholars migrated to Bali. Much current Balinese culture is based on, but different from, Hindu practices from India. The influence of Buddhist and Hindu literatures in Indonesia and other parts of Asia created multiple expressions. As a result, the Indian epics Mahabharata and Ramayana have long been internalized into major parts of Balinese culture. However, we do not know when and how the internalizing activities forged this link between India and Bali.  Comparison of puppetry in South India and Bali provides illustration of significant similarities and differences (see Photos 1 and 2). While this examination will not solve the riddles of what was probably a process of multiple transmissions that moved from different centers in India through sea lanes to island Southeast Asia and may even have been reciprocated by influences flowing back to India, it is useful to compare a representative Balinese form with a south Indian genre which shows many similar features. 
While shadow theatre is currently a more lively genre in Bali than in South India, commonalities are striking and may help elucidate how Hindu epics were made accessible to common people throughout South and Southeast Asia and how puppeteers strategically embedded their practice in ritual to give their forms longevity.  This ritual line may have made the forms more resistance to structural change than genres more aimed at entertainment, making them a good site to recuperate comparative data. This study is important in understanding historical and cultural linkages between India and Indonesia and casts more light on possible Indian influences on Indonesian puppetry.
Conceptual/Theoretical Framework
Puppet performance can be approached with different tools. One can take a diachronic approach: A.M. Nagler’s A Source Book in Theatrical History (1959), for example, focuses on historical study. Another possibility is a synchronic approach, like Richard Schechner's Performance Theory (1988), which gives us helpful frameworks to understand performance by dividing it into three spheres as drama, script, and theatre and considers the evolution of puppetry from ritual to theatre, and back. Since historical and synchronic development invariably instigates aesthetic creativity, “Kawi Dalang: Creativity in Wayang [puppet] Theatre” (2002), a Ph.D. dissertation that I completed at the University of Georgia is even more helpful in understanding why the same root idea manifests similarities and differences and helps explain why the same epic has varying versions. While Nagler's and Schechner's  approaches are useful, the approach in Kawi Dalang better explains how creativity allows ancestral theatrical forms to survive through the puppeteer's artistic creativity which shapes his performance, continuously creating a dynamic-triadic-interplay of form-story-characters. In studying Indian puppetry, this framework has allowed me to see the form, content and context (function, meaning, and significance), to analyze the tradition and its innovation in response to the demands of fluctuating time-place-circumstance. These three variables engage artists to re-interpret, re-structure, and use local genius to create arts that are relatively similar and yet different.

Research Process, Method, and Sources
I began my study with a general survey of Indian puppetry which included library research, interviews with scholars, and field trips to visit puppeteers around South India, as well as in Shadipur Depot, New Delhi. In addition to several kinds of string puppets, glove puppets, and rod puppets, I began to learn the Ravana Chhaya of Orissa, the Chamdyacha Bahulya of Maharashtra, the Tholu Bomalatta of Andhra Pradesh and Tamil Nadu, the Togalu Gombe Atta of Karnataka, and the Tolpavakoothu of Kerala. Though I have collected diverse data, my analysis here will focus on the Tolpavakoothu shadow theatre. Findings are primarily based on interviews and studying with Ramachandra Pulavar at Koonathara, Kavalappara, near Shoranur, Kerala and recording his performance in Trichur, Kerala on June 11, 2005. I also found the documentary film Borrowed Fire, a Kathanjali Production, done by Anurag Wadehra and Salil Singh. The film is fascinating and this work inspired me to visit four temples with permanent puppet play houses called the Koothu Madam. Other sources include various notes/files, leather puppet video clips, and interviews with Mr. Krishnaiah of the Regional Resource Centre for Folk Performance Arts, MGM, Udupi, Karnataka. Written sources I have consulted are G. Venus’s Tolpava Koothu Shadow Puppets of Kerala (1990) and Stuart Blackburn’s Rama Stories and Shadow Puppets (1997).

 The Wayang Kulit and the Tolpavakoothu Shadow Theatre
The following analysis compares and contrasts the metaphysical and psycho-ritual motivations, socio-cultural significances, historical settings, narrative sources, and other features of Kerala's Tolpavakoothu and the Balinese Wayang Kulit shadow puppet theatre. While I note that there are significant differences, the similarities remain equally significant. The connection of shadow theatres to temple rituals, the central role of the narrator in the South Indian form emulates the dalang (puppet master) in the Balinese genre. The centrality of this performer in presenting epic materials, the ritual openings, the hereditary recruitment of performers and other features show a commonality which may have arisen from a past historical connection between south India and Indonesia. While Dutch scholars such as Kats (1923) and Hazeu (1897) argued that the Indian influence was a modest overlay on the indigenous Indonesian traditions, my research leads me to believe that the Indian influence, perhaps from the southern region, may have been central to the development of Indonesian traditions of puppetry. The fact that Hinduism is fully internalized in Bali and Indian epics are more significant than local myths proves the significance of Indian Influence.

 The Metaphysical and Psycho-Ritual Motivation
The Tolpavakoothu owes its birth and growth to local and regional cults. The performance is a blended product of Kerala culture and pan-Indian Hindu religion. Hinduism assumes a new form in Kerala. The myth of the goddess Bhadrakali (Devi, Shiva's spouse) which legitimizes the existence of the Tolpavakoothu shadow puppet theatre is a regional cult. The Sanskrit epics like the Ramayana and the Mahabharata enacted in the Tolpavakoothu puppet show are part of the pan-Indian tradition. Comic characters like Vidushaka or Kudakkaran (Photo 3) always appear in every show, though they do not appear as characters in the written versions of the epics.

This regional adaptation to local cults and use of indigenous comic characters regardless of repertoire has correspondence in Bali where ancestor worship via images (statues, dolls, pictures, and, eventually, sophisticated Wayang puppets) was probably a highly developed practice of local shamanism which existed prior to Indian influence. The story of the Ramayana, as in the Kerala puppet tradition, is a Hindu epic that the Balinese localized especially seen in the comic characters (i.e. the clowns of the righteous party [Wredah and Twalen {Photo 4}] and the clowns of the antagonistic party [Sangut and Delem]). These clowns appear in every show, though they do not play a role in either the Ramayana or the Mahabharata.

 Socio-Cultural Significance and Historical Setting
There are some comparable features between the mythic origins, ritual opening, and cyclic performances of the Tolpavakoothu and the Balinese wayang. In Kerala, the significance of the Tolpavakoothu may be traced to the myth of the goddess dwelling in the local temples. The myth may be summarized as follows: 

To defeat demon Darika, the god Shiva has to create the goddess Bhadrakali. The fighting took place at the same time when Rama (Photo 5 and 6) defeated Ravana. When Bhadrakali tells how impressive her battle with Darika was, Shiva states that Rama’s battle is more impressive. To please Bhadrakali who wants to compare her battle with Rama’s battle, Shiva performs Kamba [often spelled and pronounced as Kambar or Kamban] Ramayana beginning from Rama's birth (Bala kanda) through his coronation (Yuddha kanda) in the form of the Tolpavakoothu shadow theatre.
In this origin story, the Ramayana is narrated by a god to pacify and entertain. This reminds us of ideas in the Indian Natyasastra (the oldest known performance art treatise) which suggests that dramatic art was composed in the fifth Veda (holy book) to please and educate all beings and creatures (sarvaprani).
 In the Natyasastra we learn that the first theatre performance took place in heaven to replay the triumph of the gods over the demons. The prayer-verse recited before the performance of the Tolpavakoothu is called guru-vandanam, which pays homage to the guru in order to be blessed. The Tolpavakoothu is ceremonially performed annually in conjunction with a particular temple anniversary for 21 days to propitiate the goddess, Bhadrakali. The show I studied was held from March 15 to April 4, 2005 in several temples around Kavalappara, Palghat, and Ottapallam, all in Kerala.
In Bali the mythology of godly origin, the prayer opening, and ritual presentation is somewhat related to the Indian model. The mythic origin of the  wayang and other theatrical genres is recorded in the ancient lontar palm-leaf-manuscript called Siwagama. The content may be summarized as follows: 

To restore world security, the Hindu trinity (Sanghyang Tri Semaya) transforms into priests who perform the wayang puppet theatre. Brahma (the creator) becomes a priest named Tapowangkeng and serves as the dalang’s right-hand assistant. Wisnu (Visnu, the preserver) becomes the priest Salukat and serves as the dalang’s left-hand assistant. Iswara (a form of Shiva the destroyer) becomes the priest Lotatia, the dalang who undertakes the first performance of the Wayang Kulit shadow theatre to please all creatures including demonic spirits. The guardian gods of the four directions (sang yang catur loka phala) take the roles of the musicians who play the four genders (metal percussion instruments), which accompany a wayang performance. 

The Wayang Kulit is done in conjunction with various religious festivals, primarily temple anniversaries. Each temple has its own festival every 210 days with a celebration that runs from 2-11 days. The root idea as seen in both Kerala and Bali is that art is a way of propitiating the demonic in supernatural and human dimensions. In both these origin stories, puppets are used to calm the "out of control" god and goddess. 

In both areas puppetry may be used for personal blessing. It is said that the rich and powerful Nair family in Kerala by the name of Kavalappara ruled the region from Ottapalam to Ongalur. At one time in the 14th century this clan was heirless. After the family conducted a Tolpavakoothu performance as an offering to the goddess at the Aryankavu Bhagavati temple near Shornur, children were born. Since then the head of the family, Ganapati Iravi Maharajan, established a tradition of annually patronizing the 21-day Tolpavakoothu show, featuring the Ramayana starting from Rama’s birth to his coronation, in the months of March and April. Perhaps the reason this story was chosen by the family was that in the Ramayana, the heirless King Dasarata gains a child by worshipping Shiva who told him to marry Princess Kosalya who eventually gave birth to Rama.  

While the story and the site were important when the family initiated it, the temple today seems to suffer from neglect. Fewer people seem to understand the religious purpose of the show and even the performers' children lack interest in puppetry. This contrasts with contemporary Bali where people skip office hours in order to participate in temple activities, and where puppetry is still ritually presented on the first day of a temple festival.

\The spiritual role of the shadow puppet show is prevalent in Bali too. According to the ancient manuscript, Sapuhleger, those who are born on the last day of the 27th week in the 30 weeks wuku calendar need to be purified (ruat) by holy water consecrated during a wayang performance. Otherwise, they will become victims of Sang Kala, a demon who is authorized by the god Shiva to devour those who are considered salah wadi (wrongly born‚ inauspiciously born). In reality, the last day of the 27th week is the transitional time within the 3-day week, the 5-day week, and the 7-day week, and is therefore considered dangerous. Belief in the potential danger of this day causes even the western-educated Balinese to sponsor a puppet show with a special story and the grandest offerings possible to purify (ruat) the self or one’s relatives. By performing this ritual theatre, the dalang communicates with the gods to transform the ordinary water of the material realm into holy water. 
The difference between India and Bali can be seen in who is given highest authority. The Tolpavakoothu glorifies Bhadrakali to gain fertility; the Wayang glorifies Shiva to obtain purification and liberation.

In both India and Bali prayers and offerings are the norm. In the Tolpavakoothu, to fulfill the devotees' wish for children, success in agriculture, business, or the marriage of a daughter or a son, etc., people give dakshina (offering) to the puppeteers who make a special oblation called nataka. The puppeteer prays at an appropriate point in the performance, naming the devotee and the specific star under which s/he was born. This is best done when the devastris goddess and angels appear to celebrate joyful events, like the marriage of Rama, the killing of Ravana, Rama’s coronation, etc. 

In a comparable way, a Balinese dalang, like myself, may spend two weeks prior to a performance memorizing the pujastawa, mantra prayer, and incantations. The offering preparation is intense, requiring no less than three days and requiring the labor of more than a dozen family members and relatives. The puppeteer dedicates offerings both before and after a performance to the god of inner power, taksu; the god of puppetry, Sanghyang Iswara (a manifestation of Shiva); the triple gods, Sanghyang Triwesesa/Tripurusa (Sanghyang Guru Reka, Saraswati, and Kawiswara), and other gods. After the show, the prasada offering is given to the dalang who brings it to his house and distributes it among his musicians and assistants as part of compensation.
In this performance context, in both India and Bali, the metaphysical realm intermingles with the physical realm. People in the terrestrial world request safety, prosperity and happiness from the spiritual realm through the puppet show.
Clowns
Indigenous rudely-carved comic characters, not found in the great epics, are employed in both forms. In the Tolpavakoothu the comic servant Vidushaka or Kudakkaran occasionally appears to provide humorous social criticism. He carries a big bag which he claims contains his 18 1/2 children and grandchildren. He has a knot of hair on top of his head, just like Twalen (Photo 4) in the Balinese wayang kulit. This hair fashion indicates Indian origins: in India religious power was signified by the hair and many priests and artists from both India and Bali still do not cut their hair in honor of this custom. In the performance, these clowns with their flexible humor link the puppeteer to the audience, the ancient heritage to the present, and the stage's aesthetic drama of an epic time to the social drama of current events. This clown also serves as a master of ceremonies who connects (1) the Supreme Creator to (2) the performers to (3) the dramatic characters to (4) the whole audience. Consequently, the clown always appears in the show; the epic hero changes, but the same clown appears in all stories. 

Due to the creative tradition known as kawi dalang which allows invention and elaboration, the Balinese have increased the number of clown characters. While the Tolpavakoothu presents only one clown (Vidhusaka), the Wayang presents at least four male comic servants (Twalen, Merdah, Delem, Sangut). Despite specific changes, the iconography and intention remain linked in both forms. 

Performance Structure 
The structure of the Tolpavakoothu performance in the light of its socio-cultural significance is presented in the film entitled Borrowed Fire. In the film, the performance is divided into three parts: the ritual stage, the preliminary part, and the dramatic episode. The structure of the Balinese wayang can also be divided into three: the ritual stage, the preliminary part, and the dramatic episode. Here I will detail the ritual stage and the preliminary part of first the Indian and then the Balinese model.

Ritual stage and Preliminary Part

The annual festival of the Aryankavu temple is inaugurated by hoisting the temple flag. At dusk puja to the goddess begins as the temple and precincts are illuminated by hundreds of oil lamps. Music accompanies this process. A traditional oil lamp, a tookku-vilaku, is lit by the local priest from the lamp burning in the holy shrine of the goddess Bhadrakali. The priest then gives the tookku-vilaku to the puppeteer who hangs it in the puppet play-house called koothu-madam accompanied by tayabaka drum beating. The white screen for the Tolpavakoothu is solemnly put in place in the koothu-madam. The mada-pulavar (puppeteer) asks the temple authorities permission three times to install the screen and the authorities grant it. Fire works and music accompany the tying of the screen. A crowd of people come to worship the goddess and then watch the puppet show. Then the temple oracle, velichappadu, representing the goddess after her ceremonial bath, comes out holding a sword and dances with ankle bells, going around the temple thrice. He (the oracle) goes to the koothu madam to tell the puppeteers to perform the Ramayana. He blesses the puppeteers by sprinkling rice on the performers. The tookku-vilaku lamp is now taken behind the screen and with its flame the 21 puppet lamps are lit. Mada-pulavar begins with a ceremony called kalari-chintu and rangapooja, using rice, paddy, coconuts, flowers, etc, after which all performers receive the prasada. They touch the feet of their gurus as a sign of respect and to obtain blessing to begin the show, the dramatic episode. 

The Balinese ritual section is as follows: Performances are usually for ritual events held in conjunction with the panca-yadnya (five types of ceremonies: deva yadnya for celestial divine beings, pitra yadnya for  ancestors, rsi yadnya for priests/sages/gurus, manusa yadnya for human beings, and butha yadnya for lower spirits). The ceremony typically begins with a pasucian (purification), followed by the dedication of the 13-staples of dakshina offering to the sun god (Sanghyang Raditya), to Bhatara Guru (Shiva), and the earth goddess (Pertiwi). Then the main ceremony of about one to two hours begins with colorful offerings carried in by bearers led by a priest. Gamelan music, topeng masked theatre, religious reading, ritual choir, and a sacred puppet show without screen lamp are performed simultaneously. The solemnization reaches its zenith when all musicians, dancers, singers, and spectators stop for a simultaneous prayer to secure God’s blessing. The priest sprinkles tirta (holy water) three times on every single participant. Devotees drink three tiny drops of tirta, wetting face and head before swallowing each. Praying is concluded by attaching several kernels of rice to the now purified head to ensure aesthetic sensibility, to the throat to ensure happiness, and swallowing several kernel of rice to guarantee a perfect life. Most villagers, especially children, simply imitate their seniors without reciting or knowing the appropriate verbal formula or idea behind the rite.

After this main ceremony the wayang kulit shadow theatre begins. Through dedicating offering, worship, meditation, and chanting pujastawa (incantation), the dalang seeks personal connection to the Ultimate Creator banishing darkness and obtaining enlightenment that allows understanding of the relations between surface appearance and internal truth.
The common ritual-religious origins of both the Indian and Balinese puppet shows can be traced to Hinduism. Although many other art forms also grow from ritual-religious practice, Hindu practice may have evolved some of the most elaborate opening rituals for any performance practice on the globe. Today the shadow puppet theatre of Bali flourishes, while the Indian practice is in deep decline. This is perhaps related to different patterns of modernization, the different approaches to government-sponsored arts training in the two areas, and different religious use of puppetry. The number of temples and ceremonies that demand a puppet show in Bali is far greater than in India. Students majoring in puppetry in Indonesian art institutes/colleges/conservatories are in demand as practitioners. Those who study the art in India today undertake research as scholars.  While well-intentioned, they may have helped sideline the art, removing it further from the ordinary audience rather than saving it. 

Dramatic Episode

The dramatic section in the Tolpavakoothu is crucial. The story is divided into 21 plays, beginning from the birth of Rama up to his coronation, and is presented in chronological order in 21 days.
 The Balinese wayang does not have such a rigid story order, rather the person hiring the performance may propose a specific episode from the epic stories (normally the Mahabharata or Ramayana), but often they let the dalang select an appropriate story.
 This allows more creative opportunity for performance in Bali since the performer and/or host selects episodes that respond to local context and circumstances. 

Both puppet theatres present Hindu epics, but the versions differ, which again proves the significant role of creativity. The Tolpavakoothu is based on Kamba’s Ramayana which consists of six cantos. These cantos include Bala, Ayodya, Aranya, Kiskenda, Sundara and Yudhakanda. The Ramayana presented in the Wayang Kulit is based on Valmiki’s Ramayana which consists of seven cantos (sapta kanda). In contemporary Bali we see overlapping versions of the Ramayana in the contemporary repertoire.  Educated puppeteers have greater access to translations of Valmiki's (Ind. Walmiki) Sanskrit version.  Prior to the 20th century, the old Javanese poem (kakawin) in the Kawi language was probably the prime source of Ramayana episodes, though further diachronic and synchronic studies are needed to address the issue. In my analysis, however, it is significant that the Brahmin caste is given greater importance in the Balinese version than in the Kamba version used in Kerala. 

Kamba’s Ramayana is a linear epic always moving forward in time, lacking the Utarakanda which is the episode where the Brahmin Valmiki tells the Ramayana story to Kusha and Lawa who are sons of Rama. As seen in the content of his book, Kamba ignores this canto that links the story from the last canto, Yudhakanda, where Rama returns to reign in Ayodhya, to the first canto of Rama's birth, Balakanda. Perhaps those who brought the complete Ramayana to Indonesia/Bali were Brahmins and therefore this Brahmin link in the transmission is emphasized. The Indian tradition holds that Brahmins refused to engage with Kamba in discussions or chanting because he was a low caste Sudra. 

Because Bali uses the old Javanese kakawin of the Ramayana, the story of Kusa and Lawa being taught by Valmiki (here Walmiki) remains. Perhaps caste was conceptualized in a different and looser way than in India, and this may explain why the Balinese do not perceive the transmission of the story to be an issue of class/caste. In the island community the caste of a dalang is not a major issue. Many Sudra dalang are considered priests of sorts and are called mangku dalang. The end of the Balinese version returns to the beginning of the story as Valmiki teaches Kusa and Lawa the story of their Father's birth as an incarnation of Vishnu (Wisnu). This makes the Balinese version like Valmiki’s Ramayana—a circular epic and one that keeps the Brahmin transmission the source of the story.  I feel this shows a significant difference between the two narratives and it seems likely that the socio-cultural circumstances of the two places have caused the story to be interpreted in different ways.  More investigation of this area would surely prove useful. 
Conclusions and Recommendation

Both theatres show a common overall pattern of shadow puppetry as useful to please God and eliminate the demonic. This probably comes from an old, shared function of puppetry in the Hindu-Buddhist world. However, the Tolpavakoothu dramatic repertoire is confined to the Ramayana and more related to bakti the devotional cults of Vishnavite sects. The Wayang employs both the Mahabharata and the Ramayana, is related to exorcism, integrates bakti and karma, and may be more Shaivite in its orientation. Bakti's worship emphasized in the Tolpavakoothu vs. karma's pacification for buta kala lower spirits emphasized in the Wayang are both Hindu. As contemporary dalangs encounter contemporary ideas in Indian Hinduism we see a rise in elements of bakti.  What may have previously been a more Shaivite tradition becomes infused with Vishnavite through being integrated into contemporary religious practices in Bali. Such flow instigates an endless creativity that is available to the Balinese dalang. 

The shared Hinduism (bakti and/or karma) and the epics elucidated in both puppetry traditions point to common origins; the varying versions and methods prove the significant role of creative tradition (called kawi dalang in Bali) which governs the puppeteer’s aesthetic methods. This examination does not yet solve the riddles of probable multiple transmissions that moved from different centers in India through sea lanes to island Southeast Asia which might have been reciprocated by influences flowing back to India, a process which is continuing at present. However it poses an example of how such work can start. Further study is needed in many areas of comparative Asian history, literature, and architectural studies.
 In the field of performing arts, there should be continued comparative study of Asian shadow theatre, marionettes, and rod puppetry that has been begun by authors like Tilikisari. I have attempted here to go beyond the general comparison of two forms and into specifics.  It is time for Asian artists and scholars to go beyond saying "they are similar." We must look specifically at where they are alike and where they differ and then start to answer in historical and cultural terms why these differences are present. Answers may allow us in a more substantive way to establish chronologies and ideologies, to understand things which draw us together and those which mark local creativity and deeper differences.
Indian Tolpavakoothu and Balinese Wayang Kulit Theatre in Photos
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	The similarities and differences in the performance methods. Please note the size of the white screen and the number of oil lamps. 
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	Comic characters like Vidushaka or Kudakkaran (left) and Twalen (right) always appear in every show, though they do not belong to any dramatic character in the epics. These clowns are a tool which localizes and indigenizes each theatre. 
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	Rama in standing position, the main epic character in the Tolpavakoothu  (left) and the Wayang theatres (right).
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Acknowledgments
 I am deeply indebted to my six Gurujis, the following puppet masters:
· Rod puppeteer, Mr. Ranganatha Rao at Jayanagar, Bangalore

· Stringed puppeteer, Mr. Bhaskar Kogga Kamath at Upinakudru, near Kundapur Karnataka.

· T.P. Kunhiraman of the Samanwaya P.S. P.O. Ayancheri. 673544, Badagara, Calicut.
· Marionette Puppeteer, Ramesh K.V, of Yakshagna Bombeyatta Sangha, at Kasargod, Kerala

· Tol Papavakothu puppeteer, Ramachadra Pulavar,

· Kathputli puppeteer, Mr. Purant Bhatt, 76,B Kathputli Colony, Shadipur Depot New Delhi-8  
Endnotes



� Just as the four previous Vedas of divine philosophy need to be complemented by the fifth which communicates more viscerally, scholarship and research needs to be animated into artistic creativity that communicates to ordinary people.


� The dramatic parts performed nightly one after another  include The birth of Rama (Ramavatara), Protection of Yaga (Yagaraksha), Sita’s Marriage (Sita Kalyanam), Forest Journey (Vanayatra), Staying at Chitrakuta (Chitrakuta Vasam), Rama’s Sandal (Paduka Patabhisekam), Mutilation of Surpanaka (Surpanaka Nasika Chedanam), The Death of Khara (Khara Vadham), Abduction of Sita (Sita Paharanam), Jatayu’s Salvation (Jatayu Moksham), Bali’s Salvation (Bali Moksham), Entering Lengka (Lengka Pravesham), The Burning of Lengka (Lengka Dahanam), Vibhisana’s advise (Vibhisana Mantram), Building Bridge (Setu Bandanam), Angada’s Mission (Angada Dootu), the Death of Kumbakarna (Kumbakarna Vadham), the Death of Atikaya (Atikaya Vadham), the Death of Indrajit (Indrajit Vadham), the Death of Ravana (Ravana Vadham), Rama’s Coronation (Rama Pathabishekam).





� The common dramatic parts selected from the Old Javanese or Valmiki Ramayana include: Bala Kanda (when young boys Rama and his brothers playing and studying weaponry),  Ayodya Kanda (when king Dasarata gives his crown and Ayodya kingdom to newly married Rama, but interrupted by the third queen Kekayi), Aranya Kanda (when Rama is banished to live in Aranya forest), Kiskenda Kanda (when Rama affiliates with monkeys in Kiskenda forest), Rare Bang Rare Kuning (Gotama’s two young boys: Subali and Sugriwa), Sundara Kanda or Hanoman Duta (when Hanoman visits Alengka as Rama’s abassador), Hanoman Watugangga (when Hanoman meets his son Watugangga), Mesa Sura Lembu Sura (Subali kills two demons Mesa and Lembu Sura), Siat Subali-Sugriwa (tireless fighting of Subali-Sugriwa), Yuddha Kanda (fighting between Rama and Rawana), Setu Banda (A bridge to Alengka), Anggada Duta (when Subali’s young son Anggada serves as ambassador), Kumbakarna Lina (when Kumbakarna goes to battle to defend his country), Ravana antaka (the death of Rawana) and Utara Kanda (when Walmiki tells the story of Rama to Kusha and Lava).


� Worthy topics might be: Hinduism and Its Multiple Art Expressions; Sanskrit Drama and Cultural Linkages to other Theatres; and Sanskrit Epics and their diffusion to Indonesia, all these are topics  which have been addressed by older scholars but which demand more work. Likewise more detailed consideration of links between Indian drumming and bells and the drum syllables which are part of Southeast and other Asian performances should be continued. Elements of dance also demand more interrogation.
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