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ABSTRACT

The Traditions, Training, and Performance of

Kutiyattam, Sanskrit Drama in South India

John Sowle

Kitiyattam is an ancient form of dramatic art still performed in
central Kerala State in south-west India. It is the only living tradi-
tion of acting Sanskrit drama; perhaps it is the oldest form of
dramatic performance extant in the world. The author spent a year-
long period during 1973-74 on a Fulbright Fellowship at the Kerala
Kalamandalam learning basic elements of the form from the master actor
and teacher of Kitiyattam, Raman Cakyar. The study is an outgrowth

of this experience.

Kitiyattam uses Sanskrit dramatic texts, yet it does not leave
the text to sténd alone. Only a single act of a drama is performed at
a time, and this act may require several weeks of nightly performances
to complete. The lengthy additions to the original text include: 1)
ritual, orchestral, and vocal preliminaries, 2) detailed descriptions
of the given circumstances of the major characters in a highly stylized
gesture language, and 3) elaborate digressions from the text signed in

gesture language and spoken in the vernacular.

The present form and style of Kitiyattam developed about the tenth
century A.D. and was influenced by the cultural patterns in Kerala at
that time. Chapter I examines these influences, including relevant
aspects of the Sanskrit dramatic texts, early Tamil performance tradi-

tions, and the history, literature, and arts of Kerala.




Kutiyattam requires actors disciplined in massage, in physical
exercise, in musical form, in history, language,and culture, and in
complex coordinations of the voice, the hands, and the face. Chapter
IT explains how the young Kutiyattam student masters the intricate
techniques of hjs art and describes basic training pieces in the

Kitiyattam repertoire.

Chapter III discusses the physical theatre, the actors' prepara-
tions for performance, the performance itself, and the audience's
relationship to performer and performance. Parallels are suggested
between Kutiyattam and the religious and ritual practices of the

people of Kerala.

Color photographs of Kutiyattam performances are included.
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DIACRITICALS

For those unfamiliar with Sanskrit and Malayalam transliteration and famil-
iar with phonetic transcription and the International Phonetic Alphabet,
the following chart of diacriticals employed in this text may prove useful.
Approximate IPA equivalents are given after the transiiteral form.

Vowels Diphthongs
a - 1lal orlal e - lel
a -la:l e -le:l
i-lrl ai - larl
i-1il o - lol
u - lul o -1lo:l
u - lul au - lavl
r - a vocalic r
r - a long vocalic r
Voiceless |[Voiceless Voiced | Voiced [Corresponding
Unaspirated|Aspirated|Unaspirated|Aspirated Nasals
Velar k 1Kl kh 1K™ |g Igl gh Ighi n gl
Palatial |c IcloritsI| ch Ichl |3 Iflorldsl|jh IT"I noipl
Plosives{Retroflex|t It th 1" |d 14 dh 14" n Inl
Dental |t I%l th 1t"1 |d 1dl dh 1d"| n lnl
Labial |p Ipl ph 1p*1 |b IbI bh 1b"I m ml
Palatal y 1l
Retroflex or o1 o lel Palatal s Igl or |/[I
Semivowels Aveolar Sibilants {(Retroflex s Igl
Dental 1 111
Labial v lwl or vl Dental s Is!
Aspirant Glottal h,h (visarga) lhl, sometimes voiced 1Al
Anusvara  ------- m =1, indicates nasalization of the preceding

vowel

Malayalam and Tamil add to these Sanskrit sounds the following:
A voiced lateral retroflex 1 (Malayalam 3 ) transliterated 1;
A palatal 1 (Malayalam ¥ )--zh (or sometimes 1 in Tamil); and
An aveolar r (Malayalam 0 )--R.

Malayalam QOO 1is transliterated tt.

In dealing with three languages and with the general disregard for accu-
rate transliteration in Indian texts, it has been impossible to be com-
pletely consistent with the names of people, places, tribes, etc. Cur-
rent place names usually follow the normal English spellings. In quota-

tions I have generally left the authors' spellings alone.




GLOSSARY

abhinaya, 'histrionic representation,' means of expressing anubhdva.

There are four categories: angikabhinaya 'gestures,' vacikabhinaya

'words,' @haryabhinaya 'costume and make-up,' and sattvikabhinaya

'visceral reactions!
Agni, the Vedic god of fire and messenger of the gods.

Ambalavasi, a group of castes whose members serve the temples of
Kerala. The Cakyars and Nambyars belong to this group.

anubhava, consequent, or manifestation, of an emotional state.

anukrama, the section at the beginning of nirvahana where events pre-
ceding the entrance of the character are recounted backwards by a
series of questions.

arannétram, first performance of the young actor-dancer.
artha, 'wealth,' one of the four aims of life in Hindu philosophy.
asan, respectful title for a master-teacher.

astamangalya, ‘'eight auspicious things.' They are offered at the

beginning of a Kutiyattam performance.

asuras, ‘'demons.' Along with the vignas they were destroyed by Indra
at the first performance of the drama, according to the natyotpatti.

Kttaprakéras, instruction manuals for the Kutiyattam actors. They
give gesture texts and outline the Vidusaka's verbal interpolations.

avastha, the five stages of action in the Sanskrit play as defined by
the Natyasastra.

BhadrakalT, a form of the female goddess.

bhakti, 'devotion.'
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bhépa, one of the types of Sanskrit drama, a one-act monologue
delivered by the Vita.

Bharata, the supposed author of Nétxaéﬁstra. With his hundred sons he
is said to have brought the divine drama of Brahma to earth.

Bhasa, the supposed author of the thirteen Sanskrit plays discovered
at Trivandrum in Kerala.

bhava, 'emotional state.'

Brahma, the Supreme Being, the creator, the first deity of the sacred
Hindu trinity. The originator of the drama according to the

natyotpatti.

Brahman (also Brahmin), a member of the upper class (brahmana varna) of
the Hindu social system, traditionally priests.

Cakyar, the caste traditionally associated with the acting of Kutiyattam.

Campus, mythological tales of deities written in Mapipravﬁ]am and
modeled on the Sanskrit Puranas.

cavittuka, the opening dance of Nityakriya, also called muRayit kriya.

Centamil, the language of the Sangam poems.
Ceras, early rulers of Kerala.

Cilappatikiram, 'The Lay of the Ankle Bracelet,' Tamil epic poem, the

story of the young couple Kannaki and Kovalan and Kévalan's Tove
for the danceuse Matavi.

Célas, early rulers of the southeastern part of India.

collatekattuka, without recitation, in gesture only, one style of
delivering a Sanskrit text in Kutiyattam.

collikkattuka, with both word and gesture together, the manner in

which a Sanskrit $loka is first presented in Kutiyattam.
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colyundi natakhya, female gait: 1ift heels, step, turn in second

position Elié.
cutti, the white beard of the Kathakali and Kutiyattam make-up.

devadasis, women employed in temples, often dancing girls; later a
synonym for prostitute.

dharma, duty, prescribed conduct, good works; one of the four aims of
1ife in Hindu philosophy.

dikpalas, the gods of the eight cardinal direction. In Kutiyattam
they are Indra, Agni, Yama, Nirrthi, Varuna, Vayu, Vaisravana,
and Siva.

dhruvas, musical forms mentioned in the Né;yaééstra and used at the
entrance and exit of characters.

dhvani, 'suggestion,' the underlying meaning of a poem or verse in
drama; subtext.

ghee, clarified butter.

gurukula system, the traditional educational system in Kerala. Students
study year-round with one teacher, usually in their home.

Guruvayor, city in central Kerala, home of a large temple devoted to
Krsna.

Haniman, powerful monkey chief who helps Rama rescue Sita in the
Ramayana.

hasta, 'hand,' general term for hand gesture in Kutiyattam, also
called mudra.

ilakiyattam, moving in space with set foot movements, one of the styles
in which a Kutiyattam text is presented.

Ilottama, caste name of the wives of Cakyars. They have nothing to do
with the theatre.
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Indra, the god of the firmament, the chief among the gods of the Vedas.
irunnatam, sitting position in Kutiyattam.

itekka, the small, variable-pitched drum used in Kutiyattam and
Kathakali.

kacca, cloth wrapped around the waist and genitals for uzhiccil.

kala, 'tempo,' 'time,' in South Indian music. First kala, slow tempo

of the basic rhythm; second kala, double time; third kala, quadruple
time; etc.

kalappuRattu natann, side jumps, followed by a step and a 1ift of the
foot, basic floor pattern in Kutiyattam.

kal sadhakam, practice of basic foot work, part of the early morning

exercises in Kathakali.

kalari, gymnasium for ka]aripayafﬁ; also practice room for Kathakali.
kama, 'pleasure,' one of the four aims of 1ife in Hindu philosophy.

kamala parivarttana, a gesture of obeisance in Kutiyattam: the upper

body rotated from the waist, hands together in anjali hasta.

Keralotpatti, ancient chronicle of the Brahman settlement of Kerala.

keéEdiQadam, ‘from head to foot,' a section of Nityakriya describing in
gesture language $iva and Parvatf.

kottuvelakki, a pattern steps and gestures which signals the Kutiyattam

orchestra to stop playing.

KramadTpikas, instruction texts for Kutiyattam. They give details of
make-up, costuming, etc.

Ksatriya, the military, second, caste of the Hindus.

Kulaekhara, a title applied to several kings of the Céras. One
Kuladekhara was closely associated with the development of
Kutiyattam.
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kuRunrikuzhal, the double-reed instrument used in Kﬁtiyégtam.
kuttambalam, the Kerala temple theatre for Kutiyattam.

Kittu (Prabandhum Kittu), the solo performance of the Cakyar.
kuzhitté!am, cymbols used by the Nannyar in Kutiyattam.
Laksmana, Rama's brother.

Mahabharata, the great Sanskrit epic story of the five Pandava
brothers.

Malayalam, the language of Kerala.

mandapa, a temporary hall erected on ceremonial occasions; also the
ceiling over the kuttambalam stage.

Manipravala, 'pearl-coral,' mixture of Malayalam and Sanskrit, the
earliest distinct literary language of Kerala. The prose manuals
of Kutiyattam are written in this language.

muRayit kriya, the first portion of Nityakriya, performed behind the

curtain as an invocation.

Matavi, the danceuse, the main character of Cilappatikaram who steals

Kovalan from his young wife Kannaki.
matra, 'beat' in South Indian music.

meyyaRappatavu, early morning warm-up exercises for Kathakali students.

mizhavu, a drum made from a large copper pot, the major musical
instrument for Kutiyattam.

mizhavu kutti, small wooden drum used for Kutiyattam practice.

mundu, the cloth, usually white, wrapped around the waist which is the
principal dress of the men of Kerala.

miticcolluka, reciting the words of a minor character under a red cloth

to avoid dressing in special make-up and costume.




Mutiyet%b, folk drama of Kerala. Its primary action is a ritual combat
between Darika and KalTv.

Nambyar, the caste whose members are Kutiyattam drummers.
NambUtiri, the caste name of many Kerala Brahmans.
nandT, the invocatory verse of a Sanskrit drama.

Nannyar, the caste from which the actresses of Kutiyattam are drawn;
wives of Nambyars.

nataka, one of the two major types of drama according to Nétxaééstra.
It has a well-known king or mythological figure as its hero.

nata, 'performer'(dancer, singer, mimist, or perhaps actor) mentioned
in the Sanskrit epics.

Nataslitra, manual for performers; early work mentioned by the grammarian
Panini but not extant.

natya, ‘'drama,' 'dramatic art.’

Nétxaééstra, 'Treatise on Dramatic Art,' Sanskrit encyclopedia of drama.

natyotpatti, the account of the 'origin of drama' given in the
Nétxaééstra.

nirvahana, the solo performance of a major character in Kitiyattam in
which he describes in gestures what has happened to him before his
entrance.

Nityakriya, ‘'daily practice,' the first repertoire item learned by the
Kutiyattam actor.

ochaniccu, a gesture of obeisance--left arm horizontal, right arm verti-
cal, both fists in musti hasta, Teft fist against right elbow.
pan, mode of music in Sangam period, related to the Sanskrit raga.

pahcavadya, traditional temple music of Kerala.
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patapuRapatu, 'preparation for battle,' a typical dance sequence in
both Kathakali and Kutiyattam.

Qatiﬁﬁéttqm_ standing position in Kutiyattam, approximately second posi-
tion plié.
pitham, the stool which is a permanent prop on the Kutiyattam stage.

poynakha, the lower garment of the Kutiyattam costume.

Prabandhas, Sanskrit texts used in Kuttu, compiled by the Cakyars from
classical Sanskrit works.

prahasana, one-act farce, one type of drama listed in the NEtxaéEstra.

prakarana, one of the two major types of drama according to Néyxaéastra.
It has an original plot.

gratiélaka, Malayalam parody of a Sanskrit $1oka used by the Vidusaka
in Kutiyattam.

puja, devotional offering to a deity.

puRappatu, 'entrance,' the first appearance of a major character in
Kitiyattam and the solo performance which follows.

purusa, an individual human being; the primeval man as the soul and
source of the universe.

purusarthas, the four aims of life of traditional Hinduism: kama,
dharma, artha, and moksa, satirized by the Vidusaka during his

nirvahana.

raga, melodic pattern in Indian music, somewhat akin to the Western
scale.

Ramayana, one of the two great epics of India, the story of Rama's
battle with Rivana to free his abducted wife Sita.
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rasa, 'sentiment.' In Sanskrit dramatic theory, rasa is the emotional
state evoked in the spectator from an attentive and informed
viewing of a drama. There are eight rasas each corresponding to a
sthayibhava. In Kutiyattam the term rasa can also refer to the
sthayibhava and to anubhavas of the sthayibhavas.

Ravana, demon king of Sr7 Lanka who abducts S7ta in the epic Ramézapa.

Samaveda, the Veda in which verses of, primarily, the Rgveda are set
to rhythmic and melodic patterns (samans) for use in the ritual.

samksepa, follows anukrama in nirvahana. Events are recounted forward
in time.

Sangam, referring to the earliest literature of the Dravidian peoples,
eight anthologies of poems and ten songs written in Centamil.

§ahkha, "conch shell,' used in temple festivities and to mark the
entrance of characters in Kutiyattam.

sattvikabhinaya, involuntary physical reaction to strong inner

emotional states, e.g., perspiration, weeping, fainting.

§iva, the third god of the Hindu trinity, associated with destruction.
His wife or consort is Parvat7, also called Kal7 or Durga.

é]oka, Sanskrit verse.

sthayibhava, 1long-lasting psychological state. There are eight includ-
ing love, sorrow, anger, and heroism.

éﬁrpapakhﬁ, sister of the demon Ravanain Ramayana.
stita, storyteller attached to the royal court in epic times.
sutradhara, the 'stage manager' of the Sanskrit drama.

svara, individual note in South Indian music. In Kutiyattam it refers
to a whole melodic pattern. There are twenty svaras in Kﬁtiyégtam,
each used for a different emotional situation.
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tala, rhythmic pattern in a measure of South Indian music.
tE]ava@@am, a measure in South Indian music.

tarpya, a cloth covering used in the Vedic sacrifice.

Teyyam, folk drama of Kerala characterized by its fantastic costumes.

Tolan, the Brahman scholar who is said to have assisted Kulasgékhara in
his reform of the Kerala stage.

/
Trichur, a city of Kerala, home of the Vatakkunathan (Siva) temple
which houses the largest standing kuttambalam.

uttarTya, ‘'upper cloth,' part of the Kutiyattam costume.

uzhiccil, massage, given with the feet to students of Kathakali and
Kutiyattam.

vayttari, ‘'verbal command,' vocal equivalent to rhythmic patterns,
often spoken while rehearsing dance or drumming.

Vedas, the holy books of hymns of the Eryans, in Sanskrit. There are
four Vedas: Rg, Yajur, Sama, and Atharva.

vibhava, the cause or determinant of an emotional state, given circum-
stances.

Vidusaka, the jester in the Sanskrit drama and a principal figure in
Kutiyattam.

Visnu, the second deity of the Hindu pantheon, also called Narayana,
entrusted with the preservation of the world. He has many
incarnations including Rama and Krsna.

Vita, the character who delivers the one-act monologue called the Bhana.

vyabhicaribhava, complementary emotional state. Thirty-three are listed
in NEtzaéEstra.
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yajia, Vedic sacrifice.

yavanika, the curtain for Kutiyattam.




A PERSONAL INTRODUCTION

The field research for this study of the South Indian dance theatre
of Kutiyattam was undertaken in 1973-74. 1 received a Fulbright Fellow-
ship to study "Drama in India" in 1972, but on the eve of my departure
the Indian government indefinitely rescinded all visas to foreign
scholars in order to "re-evaluate" the conditions under which students
and academics would be permitted to study there. My proposal for the
Fulbright was to spend most of my time in India studying the NEanééstra,
the Sanskrit treatise on drama, stagecraft and acting, at the Madras
school of dance known as Kalaksetra. (In 1972 the school received some

notoriety by being featured in Louis Malle's film Phantom India.)

Kalaksetra had an excellent reputation for scholarly studies in the

arts, especially Bharatanatyam and Kathakali. I had planned to visit
other parts of India to see different dramatic styles first hand.

Among these was the Kerala Kalamandalam, there Kathakali is taught. I
had also mentioned Kitiyattam in the proposal as especially interesting,
but I knew almost nothing about it, for no written material was available
except a few superficial articles from the early years of the century
when the controversy concerning the authorship df the plays attributed

to Bhasa was raging hotly.

After almost a year of waiting, the government informed me that my
visa would be granted, but that I would be assigned to Kalamandalam in
Kerala, for that was a government institution, while Kalaksetra was not.
I was leery of the re-assignment, for my main concern at the time was

the study of the Sanskrit drama and aesthetics and the comparison of the
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training implicit in that work with the training of the actor in the
West. I did not know Malayalam, the Tanguage of Kerala, and I was not
certain just what I would do at Kalamandalam. I was given the name of
a teacher of Kutiyattam there, and I wrote him concerning my interests,
but received no answer. Still I thought I could use Kalamandalam as a
base of operations and travel to Kalaksetra and to other parts of India
to study the various folk and classical forms in which I was interested.
I arrived at Kalamandalam in late September, too late for the start of
the school year which begins in June for the Kathakali and Kutiyattam
students. It was explained to me that Raman Cakyar had received my
letter and that he was awaiting my arrival, but it was obvious that his
"waiting" was without undue anticipation. The officials at the institu-
tion decided it would be best, considering my Sanskrit background and
my time of arrival, that I study Kutiyattam. Normally such study was
restricted to members of the Cakyar caste, but since Raman Cakyar had
come to Kalamandalam he had briefly taught a couple of foreigners. He
also had two Indian students from other castes, one a Nambutiri Brah-

man.

I met Raman Cakyar and his students. They seemed bright, intel-
ligent, knowledgeable and skilled, also cool and intimidating. Immedi-
ately after setting up a tentative study schedule with Cakyar, I left
for Varanasi where Ram171a was about to begin. On Monday, October 29,
1973, 1 began Kutiyattam classes. I came at first only from nine to
twelve for the morning class and began learning the hand gestures, re-
lying for communication on the Sanskrit I knew and the 1ittle Malayalam
I was picking up as I went along. Soon I started coming to the early

morning classes at four a.m. and sometimes to the afternoon classes as
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well. Gradually I became hooked on this elite, peculiar form of drama,
unlike anything else in the world. The incredible concentration of my
fellow students combined with their innate playfulness, the simp]icity
of their life, the unreal discipline of their schedule which began

with pre-dawn exercise classes, continued through morning repertory
sessions and afternoon literary studies to evening review, all was in-
tensely compelling to me at that time in my life. My own simple but
gracious living conditions with my wife and child and servant in a large
house set on an estate of coconut palms, yet without running water or gas
or electricity, encouraged my undivided attention on this ancient art for

almost a year.

I came to Indian drama in the early seventies after many years as a
student actor, director and designer in academic theatre and after seve-
ral years on a spiritual path, exploring meditation and yoga, finally be-
coming a teacher of Transcendental Meditation under Maharishi Mahesh Yogi
in 1970. For those of us in the theatre in the early seventies who
were newly on a spiritual path, the theatre posed a dilemma. Religion
has never been very kind to the theatre or to the sort of people that the
religious usually associate with it. Plato started this trend in the
West, but even the Buddha, at about the same time, discouraged theatre
and dance among his disciples. I always felt that Hinduism, incorpcrat-
ing as it does almost all aspects of life into its religious doctrine--
art, architecture, dance, even sexuality-~-would be kinder to the drama,
but Maharishi, who was my interpreter for Hinduism at that time, belit-
tled my involvement with the theatre. It was only after years of strug-
gling with his put-down of my chosen profession that I could see it as

coming from his own concern with the sciences and their ability to speak
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to the present-day world with positive authority about the value of medita-
tion. I was, after all, a renegade: I had my undergraduate degree from M.I.T.
in mathematics, but I had renounced science, instead seeking the emo-

tional and physical discovery that the drama requires, thinking it more

important for my own personal growth.

In the early seventies, still under the influence of Hindu philosophy,
I began to look for a theatre that was truly spiritual in its content and
which required complete, serious dedication from its participants. I was
strongly affected by Stanislavski's attitude toward his art. Grotowski
seemed to understand better than anyone else in the West the seriousness
of purpose that Stanislavski hoped to inspire in his students by allying
actor training with deep, intense personal growth. I read several articles
on Kathakali, and this strange, demanding form, which Barba and Grotow-
ski both seemed conversant with, even adopting its eye exercises for
their use, seemed especially attractive because it combined Hindu spiri-
tuality with intense physical training. As I became more conversant with
Kathakali in the years to follow, and especially after my experiences in
India, I became less and less enchanted with it. I saw many performances
in India, and they reinforced my original impression of the tour of the
Kalamandalam troupe in the states, that it seemed, in spite of all its
splendor and physical demand, a hit-and-miss affair. There are a few
truly outstanding actors, and occasionally their performances transcend
movement and spectacle, but Kathakali is so demanding physically and the
attention to form so necessary for the actor on stage, that for the most
part Kathakali performances leave me cold. There is rarely a sense that
the actor is truly involved or committed emotionally or spiritually to
what is happending on stage. The so-called spirituality of the Kathakali

actor seems overstated. Westerners eager to see the spiritual in the
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exhaustive and disciplined studies of the Kathakali actor fail to realize
the "devotion" is in many cases just professional necessity--acting Katha-
kali is a good way to make a Tliving in a country that offers precious few

ways to do so.

On the other hand, each of the fully trained Kutiyattam actors in
India (I saw them all) were transcendental in their performances. In spite
of the enormous technical requirements of the form (though not as demanding
physically as Kathaka]i), all exhibited a special quality of acting that,
to me at least, was intensely compelling. To be honest I had similar reac-
tions to Kabuki and No. NGO has always fascinated me, while Kabuki seems
relatively superficial and ultimately boring. Perhaps the antiquity of the
forms of NO and Kutiyattam are part of their attraction; perhaps it is that
both demand unwieldy and intense concentration from the spectator in order
to make anything out of them; perhaps it is simply that they generally are
performed for an elite group which I fancy myself a member. But I could
not help feeling that it was how the actor approached his art and his Tife
in his art that separated Kutiyattam from Kathakali. This dissertation is
an attempt to justify my feeling. It is meant to explain the special na-
ture of Kutiyattam training that literally forces its students to become

compelling actors.

As 1 became more familiar with Kutiyattam I discovered that the
structure of the performance guided the training directly, that within
the performance itself were all the elements of training required to
create this special effect in the actor's stage presence. My study of
Katiyattam focused on the internal dynamics of the form and how it could
produce such astounding actors, rather than on the external details

which would provide a complete description of the style. An encyclopedia




of names and descriptions of steps, costume pieces, etc. is important,

for there is as yet no major work on Kutiyattam, but it remains to be

done. I recorded in the field only what was necessary to recall the ges-
tures steps, rhythms and chanting that I learned. I talked to actors only
enough to try to get some understanding of their inner processes. I tried
to join in the training process completely, rather than remain an observer,
taking pictures and recording descriptions. It was not always possible to
Tose the sense of being an outsider in a situation that is so tied to Ker-
ala tradition, but I think I was fairly successfuj in not disrupting the

training procedure too much by my presence.

As the thesis research progressed after my return from India, it
seemed important for me to examine the history of the religious and 1i-
terary movements that have spawned Kutiyattam and to include some of this
material in the text, especially for those unfamiliar with the Indian dra-
matic traditions. This dramatic fofm of . Kerala is unique in that

it is the only living tradition of the performance of Sanskrit drama. Yet

it hardly leaves the dramatic text to stand alone. There are both master-
ful and ponderous additions to the original text during a Kutiyattam per-
formance, all influenced by the cultural patterns in Kerala at the time
that Kutiyattam was being developed. It seemed to me that the adaptations
made in Kutiyattam to the Sanskrit text were significant indications of the
kind of cultural activity current in Kerala at the time it arose, and so it
seemed important for me to describe the influence of both the Sanskrit cul-
tural tradition and the cultural tradition refiected by the Sangam litera-
ture and ritual activities of the South. The opening chapter, "Texts and
Traditions," describes these influences and then discusses the Kutiyattam

texts themselves and how their material is used in a typical performance.
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The terms Aryan and Dravidian frequently appear in the text, énd an
explanation of their meaning is in order here. The Aryans are said to be
a tall, relatively fair, semi-nomadic race which originally inhabited
central Asia but then invaded the Indian subcontinent bringing Sanskrit
with them in the form of the religious texts known as the Vedas. Much
later the NEanééstra, the encyc]opédic treatise which epitomizes San-
skrit dramatic tradition, came to be written in this language. The Dra-
vidians may have been the original inhabitants of South India or they may
have come at an early time from the west as a branch of the Sumerians.
They were darker-skinned, primarily of Proto-Mediterranean stock. They
developed a culture that was rich in dance, music and song. These two
cultures intermixed at an early stage; exactly when is still in hot dis-
pute, but certainly by the beginning of the Christian era all of India
housed Aryans and their culture. Since dating is so difficult in Indian
affairs, it is impossible to say what is strictly "Aryan" and what is
strictly "Dravidian," but in this dissertation "Aryan" refers simply to
that tradition represented by the Sanskrit drama and the Nétxa§ﬁstra, and
"Dravidian" that suggested in the Sangam writing, commentaries on it, and
the folk forms in the South that seem to have pre-Sanskrit origins. It
is clear to me that an amalgamation of these two traditions is at the
heart of the form which Kutiyattam has taken, whether that amalgamation
really toox place at the same time that Kutiyattam was being developed in
Kerala, about the tenth century, or at some earlier time. New discover-
ies in Kerala history and new interpretations of the influence of the
South on the North by Kerala historians, though they may be prejudiced
by a typically Southern point of view, are based on new information dis-

covered by these historians, and are especially suggestive for the chron-
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ology of Kutiyattam. Their findings relative to Kutiyattam are discus-

sed in Chapter I.

In Chapter II, "Training and Technique," the training of the Kuti-
yattam actor is described in detail along with those elements of the
performance score that are inseparable from the training. Here details
of physical exercise and massage and the use of voice, hands, and face
are given along with descriptions of the basic training pieces. Then in
Chapter III, "Transformation and Reception" the physical theatre, the
actors preparation for performance, the performance itself, and the
audience's relationship to performer and performance are taken up. Along
the way suggestive parallels are drawn between performance elements and
certain ritual activities of the people of Kerala. The parallels are
not meant to imply cause and effect, but merely to suggest certain

themes that are common to ritual and drama in Kerala.

Completing this dissertation has been a long arduous project fre-
quently interrupted by other obligations and distractions, both painful
and pleasurable. I would never have made it were it not for a few hardy
individuals who have borne with me through the "desires, efforts, con-
tinuations, obstructions, and fruitions" which marked its progress, and
to them I extend hearty thanks. First and foremost to Raman Cakyar,
Kutiyattam asan, teacher and guide, who with his gentle charm and vast
knowledge supplied me with a lifetime of memories and aspirations and
who can now be only a memory to all of us touched by his presence. To
my fellow students, Raman Cakyar, Asans nephew, and Shivan Nambudiripad,
the bold first non-Cakyar to become a master student, and Narayana Cakyar,
who was only 11 but still had two years on me. Also to Narayana Nambyar,

who taught me what drumming I could absorb, and his students who helped.
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No American at Kalamandalam can forget Vasudevan Nambudrippad who was a
close friend and contact for all. To L.S. Rajagopalan of Trichur whose
courtesy helped make our stay in Kerala more pleasant and whose enthu-
siasm for Kutiyattam helped secure vital manuscripts and obtain fascinat-
ing interviews. To K.P. Kunhiraman, master actor and teacher of Kathakali
at Kalaksetra who, with his wife Katherine are exposing so many in the
San Francisco area to Indian dance. To those who have explored the
wonders and peculiarities of Kerala and have left invaluable guides,
especially J.F. Staal's Vedic studies, and Clifford Jones' incisive
examination of Kutiyattam's temple theatre. To Robert W. Goldsby for

his continuing encouragement. To Elin and Meadow who put up with my dis-
tracted emotional state in India and my years of work on an elusive
dissertation which was never done. And to Jim Ring, who showed me how

to feel good enough about myself to get it finished.
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