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yyam perfonntice

* diffegent p'u'ts of ]nd.\a

"The similarities between rituals and theatre
notwithstanding, there are important differences. A

ntual is sacred theatre whereas the theatre is secular

ritual. The audiences of the two are also different.

So are the sp'\ce, The rtual i s pc:formed in the

midst of the fmthfu] membess of 2 community; not

50 urthcrcasc-of theaue The 3pcctator1n ‘theatre is -
motivated by the desire for amusement. Though-

both ritwal “and theatre happen in a space
earmarked for the purpose, only the dtual space is

considered sacted Some vestiges of the sacrf:d sull

exist 1n the theat.r' In"the course, of its cvoluuon :

the ‘theatre. moved towards greater secularfsation,
leferent theattes are at different stages Of this
process. T he' ﬁncx'nt Greek .and Sanskat tKeatres

- are* still ‘not very far from  the sacred while the’

Ehzabcthan theates has.come a. long way. from the

~ sacred, and the modern Lheatre is sall further away.

Because the sibject, of this book is ‘Indian

] Lradmoml theatre, we have no dccasion to go decp
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brief* survey of a handful of rirual theagc; frpm_
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In Kerala and Tulunad- and in the coastal

(districts of J\'\rmnk'\ there is a popul{n form of

ritua] thmm: calJccl . Teyyam in Malayalam .mcl
Bhooraradhnne Tn ‘Kannada. Though the upper
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caste parmxparesx this form bclongs prcdonnnandy'

to the exploited backward castes. It involves the
worship of different categories of local deities —

into the annlysxs of ricuals. We can only attc:mpt a .
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the. farm]y dcmcs the vﬂngc dcmcs and the anccstral deiges. The Spl.ElES of

ificing . théir lifé for the- commumty are also .
worshipped. In Karnataka these deites are called bhootas. This word stands.
today in.Indian languages’ for ghosts ot demons. But. thc Tulu for it is booth,
which means ‘God’. This points to thc fact that the | dcmcs considered

~benevolent by local and tribal commumnes were identified with demons by

the upper-caste ‘Hindus.” Later some of the most popular bhootas wese

Jdcnuﬁcd ‘with attendants of Shiva, ‘the ongmally non-Aryan God later
-adopted into the upper-caste Hindu pantheon. One of . the popular bhootas
of - Tulunad, Annappa has become Shiva’s “attendant guardmg the -
Dharmasthala Tcmple dedicated to Shivd, The Malayalam word, feyyant also
“means.a ‘demon’. . . b

Bboota: are worchlppcd in thc sacred spaccs at the tcmplc§ dcdlcated to
therm. The pcrformers paint their faces like masks and wear headgears and

cosmymes that appear to, be the prototypes of Kathakali and Yakshagana —
the ? popular thcatncau:orms in this region. The pcrformancc is believed

heroi¢ men and women Ssacrl

to- bfing happiness to the participants and feruhty to the ]and While
*narrators sing praises of the bhoota, the rirualistic actor dances them-out..He -
often! goes into a trance .and cstthsbcs his communion with . bbaata.r He
‘makes predictions for believers and often provide solutlons to~the
. problems. Bhoota performcrs also do the settling of lcgaﬁ disputes..Teyyam or.
bhoota-worship is very ancient. Teyyam is referred in Tamil Sangam literature
to going back to the earliest period of Christian era but in the changmg
course of centuries, a lot of upper-caste feanucs..hwc_bcen adopted | i
A similar- change can be seen in Nagamandala SF Talunad aréaand which
is another primitive ritual thcatrc form going back to the earlier umes.
Nagas, the snake-deities, ar¢ popular all over Indm Nagamandala Is..an.
claborate ritual- thcaur__ccntcrmg : wxpected to
bring he'llth and prospcrlty to the people. and.fcmhty to thc land. Thcsc
days it is an elaborate md c*cpcnswc ntual whlch combines tribal and

T

aditional Theatres -~
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_,'--“"Bmhmmxcnl clcmcnts It is Emanced by nch no-Bmhmm castes of the
region on the adv1ce of Brahmin prests well- véfsed in rirual derails. ‘The
' muar‘pqce is 2 specml space where an elaborate mandala (sacred geomcmc
pattern) symbolising a snake is drawn and worshipped. with offering of
plantains, tender coconuts-and rice. The idols of all the important local
deities are brought to the ritual area 'md offered special worship. The rirual
takes place with the. full attendance of local divinities, Vedic rituals like
Chandi-homa are also pe:formed. However, th\e culmmauon of rituals takes
‘plate Wit the fascinadng smkc darice performcd by a trained Brahmin®
pHESC VRS invokes and personifies naga yakshi, the female attendant of the:
snake deity. This-is "tccomp'lmcd by songs prmsmg the explous of the nagas
and is sung to the accompaniment of a hand-drum. At the point &f climax,
the movements becore extremely wild- and assume conspicuous erotic

. suggestions. The rithal concludes with all thc parucxpmta partaking the
prasadant, the sacred focn.ng | ko
N gy o Tradik
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Theatre

Laj Haraoba is qno.ther fcmltty ritual popular In t.he region of Mampur. -
Though this ritval has many rcglonal vadations in Mampur the type
performed around Imphal — the Kang]a Lai Haraoba, is rega:dcd as the -

most comprchcnswc Ttis pcrformcd either in the pre-agricultural seasonor
" in the pre-harvest. months. It can last from seven daysl to 2 whole month.
; This complex ritual theatre has several acts: On the ﬁrs]t day the priestess Ty
trance gathers lifespirits from water ¥ia a raw thread pagsed through a pot
hung on the neck of males. On the second day, the sleeping deities are.

awakened by.the songs: of minstrels, bathed and worshipped. Symbolic
dances are performed to dramatise the creatons, the cosmos and the h\unan
- beings. Next, the minstrel sings lullabies to put the dclt'y to sleep. The gods
and the. consorts, are taken“out in a palanquin for a hunt and feast. On the
last day but one, a ritual drama is staged.. Panthoibij, ;hc coSrmc—Grcator

~ clears the ]ung]e disguised as Nurabi, 4 tribal wornan The womcn
spectators become her collcagues in the exercise. They meet a hill-man who
lays claim to the land. An eldcr settles the dispute that follows. The specches
Anvolve a lot of jokes and bantcr with bawdy associations. “This* drama of
rapprochement bctwccn male.and female polanm:s is followed by intense -

- oath-taking between gods and performers assiring each other of harmony,
On the last day. the ritual ‘of cutting down trees is performed, followed by .
the song of creation, mtended to remember the depqrted souls. after the
straying of elements durmg the festival. Thus the Manipuri ritual [theatre of .
Lai Haraoba is an’ claborate drarha dcpxcung how gods and human bemgs

- come together to pxoduce benefits for the good of the community.

Lai Haraoba as. a ritual theatre retains its pristine non-Aryah identty
whcrcas those ‘of Kerala 3dd Tulunad represent different degrees of
| amalghmauon berween. different cultural ldcnuucs The Veeragasc of
Karnataka an‘d Andhra represent the clash bctwecn cultural pmarmcs A

. special mentlon is tmade here of this form because, unlike’ most nmzl'

" theatres, it drammsc< conflicts rore. than . commumon Pcoplc ‘trained,

PP B 1 o SCUREE G,
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. mostly hercdltanlv pcxform it The occasion is elther Samte festivals like )
Shivaratd or some auispicicus cecasion like 2 marriage in’ thc family. o_f the. .
devout. Iean be 1 5816 or group performance. The pcrformcrs are called y
« Lingadabteras (heroic Shaivites). Alternatively, they ‘ate - called Puravantas
(rehabilitators of cities). This word. seems an antonym: of :Pyrandhara
(desroyer of cities) and is.another namé of. the Aryan God, Indra indulging
in the destruction of well-built fort-cities of non-A_ryans Thus this
drualisti form of martial dance-drama places itself in~an antagonistc
relationship to. Ar)an culture, The mythical nartative informing the form -
too points to it.. The dancer-actor. embodies -the violent destiucdon that
Vuabhadxa Shiva’s commander-in-chief, wreaked through the fire sacrfice
of the Aryan. king, . Daksha, Thc reason for the fury was Daksha’s choice-to
keep Shiva out of the sacrifice. Enraged at this, Daksha’s daughtcr and
Shiva’s wxfc Sad,.jumps into the sacrficial flaes and immolates herself.
* Qut of . Shiva's} :mgnshed fury, Virabhadr is born and Shiva sets out to
_butchcr all the | paru- 1pants in, r_fac_yzyna '
o The abovc Story .is narrated in rhythrmc prose and songs either b)z the
- actor or narrator to the accompamment of dcafemngly loud beats.on’ halage - -
(2 huge drum) and swkbaveene (a small wind- -pipe), Brandmhmg a sword, the
actor performs a vigSrous dancc;, dressed in a saffron kurta and whlte dhots,
a crown and other otnaments of the.deity, forchead smcarcd W.lth holy ash

and neck adorned with a 7udraksha necklace, th‘c last WO bemg Saivite

~symbols. His costum includes the Saivite symbol of .r))wa/mgam worn on the
chest and the-metal head of Daksha ded: around his waist as the story ¥
culminates. in. the. teheading. of.- Daksha\by Virabhadra. The dddce is
puncwuated:-by-vadaly rhythmic utterances, of Saivite phﬂosophv ‘The dance
is-sometimes accomanied by, the ritual of one or Rore actors walking.
throigh 2 ‘pit-field >f burning ‘charcoal, ‘This is called Aonda baynvudy -

(crossmg the fire- -pit), symbolising.the ordeal.that a Saivits devoree has to il
pass through. T o ;

’Frav'di‘t'ion_a';l
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Veeragase is a prototype .af protest ritual theatée forms. On r'_'hc'or_her,
hand, rial performances of -the north-western Himalayan commumues.

the Gaddis of meachal Pradesh, has.a more complcx structure-in which

e m em

" . conﬂjctmg elements are accommodatcd In rirual pcrformauve practces, the -

socio-political and cosmolog1ca1 aspects of life are integrated through an
‘.‘mmcnte symbolism. “The textmal basis of these ritual theatres is the Gaddi
Shiva Purana which is- v¢ry different from the classical Shiva Purdana in

Sanskrit. While, natrating and enacting episodes from the Shiva rnythology, .
the Gaddis eelebmtv and sanctify théic own lifestyle, history, geography and -

. socio- pohucal oxga nisation, They. perform the .nitval theatre, Nuala,
celebrate the ausp:cious occas1ons like mamagc house-warming and

- chddburh

TRe oral narratives about Sh.lva are sung to the accomgammcnt of
instruments like: dbolkis.and dbanthal. Alongside the singers, 2 male dancer
..danccs “The: pcrformance also includes a,jgi, the silent witness & everything.

. and a supporting group 6f women singers rcady to take' oveq from male

singers nccdmg rest. Lc further involves a chela (priest and huma mechum of

the deity): sc:rvmg ar 2 link between the peoplc and God. The arena of

performance is an 'ast-fﬂcmg wall smeared with cowdung A complex
mandala of 32 squan s-is drawn on the plastered square. The hub of the:

mandala is identified with bumadh Parvat Kailash, Shiva’s abode wwhich is .

watered by nine.strezms of G'\nga symbohscd b)) nine woollen thréads, A

" ram is sacrificed-in hdnour of the deity. Lord Shiva is invoked and phcea at ..

the -centre of ~the svandale during the perform'\hcc Though 'no overt
reference is made to the qcrml history of the | peoPIe the conseLr'ttcd space

itself becomes Q}mbohc of theselands 'md is integrated with the exploits of

the deity. . &
" Another form of dtual theatre enfacted by Gaddis is Manunahesh Jatra. - 4.
It involves a journey from a small v111'1gc Sachuin, to the foothills of Mounr - :ﬁ:
Kailash. The ritual journey is the re- cnaumcnt of Shw'\s mvthxcal ;oumcy Shi
‘. K B . tegnplh Bl -+ Traditiona
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_ and dance to ﬁms' ndino ;
| - ¢ sic, il :
r tance, Ty concludes ar M ' ) landmg I a state of complete

‘symbolically. merging

¢
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different local deides ‘ntegrates all sections of ;
people into the dtual journey’ from thc hurmm

plane to the Shiva plaae. -
Chatrad jatas is the third ntual Lhcat:c of

Gaddis symbohsmg the people’s’ wctory over
demonic forces, ladting -for three days and- :
enacted at a Shiva- Shalcd Temple in the village
of Chatrari. Thé stage is the temple courtyird

and the temple itself b:comes the greenroom. .
The first part involves the circumambulition
of the temple by.the idol-of Batuk Mahadey,

an incarpation of Shiva, The procession s

joined by huge crowds of devotees and led by
musicians singing:" iAfier the return of the
“ deity to-the temple cames the core of this
ricual drama. Kappa: Baddhc the ‘mask
" dancers, come out of the temples and begin _
to dance. As Lhcy represent demonic’ forces, "
the 'mchcncc does eve:ything' to keep them
out — jeering, mocking, screaming, ‘tgging
and throwing branches of a stringent plant.
This 'is followed 'by the dance ‘of malc
members and' the’ sacrifice of a black goat.

The goddess now éenters in the human fom'i
with the drelenbodying hers He pcrforms e ,." .i.”"

trance dance, answers—the crowd” suerdes and
gives ‘them blessmgs The male crowd
uufonms rhe rltunl cance d_e,pmtmg the

victory.of the goddess s>ver demonic forces.
In"this way the performance reaffirms the
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0 Theatre.

cohesion of the commumcy, their. mtemal conﬂlcts notWIthstand.Lng

., Yet anothcr rmnl play of the Gaddis is- Kugujatar. Itis the }uxtaposmon |
of the serious danice by chelas impersorating as Baba Balak Nath and another
dancer, the c/,;e/a Hanuman, playing monkey tricks. The serious dance
continues in spitc of this distraction and culminates ina collective trance .
-followed by. ‘pattaking of gifts and sacrcd offerings.

All the.rirual forms including those described above convey fcch.ngs of
r\everence adoration, determination to-dse above obstacles, and mtcgrauon
with different and conﬂlctmg sphcrcs of bemg In different: measurcs these
are built into ather forms of theatre, too. - ' ) \..

e
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2[ -Sar{islkrit;‘-i"heatre —Visual Poetry -
: Fn ' . :
T he Na ga:ba:tm wasan. atncmpuo-buud-up a comprehcnsxve thcory on gvery Pncet
‘of theatrical prictice in ancient Indid,: It is dcscnpuvc in' the ‘sense that a ot of
'observcd details of existing theatrc pracncc go into it. But it also came to play a.
prescripave role for che generauons that followed. Bharata had centuries of theatre
.theory to direct him. A. ccordmg to Panini (400 BC), there already existed nwo 'mthors |
. Shilali and Krishashav who had written Natasutras, the manuals, of’ actmg Perh
\'a.na.ffmmn came as the acme 6f_cenmiries: ‘old theatre theory. .

What is interesting is the- kmshap—bstwccn the teachings of Na gfa:ba.rrra and the

actual practice of great Sanskrit dramatists who ﬂounshed bctwe.cn thc
to the 5th century AD,

Though Sanskrit olaywriting continued * welt- beyond
excepton of Bhavbhutt (Ab 700), the quality of
“0r 2 greater part

aps

1st ceqm:y
this period, with- the -

aywntmg plummctcd thereafrer
Fthc hneage of. the greats of Sansknr drama thag- mcludcd X

JOTSR
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krit ‘Iheatre — Visual Poetry ' , .

‘ *dramatists. like Bhadsa, Shudraka, Kélidasa and Vishakhad{’;[ta appeared not
- only—aware of Bharata’s views.but sccmcd to conform to his rules about
e "~ theme, plot, chamctcnsamon 'md depicton of rasas.. o
Only Bhasa at times went against-Bharata’s prcscnpuons KFor Instance,
, Bharata.had-- meoscd a taboo ag'unst dC'lt_h scenies on the stage. But Bhasa

'__’T‘”“'*’e“"‘""_\'howed thc hero, D.urvodhamlu dymg on the stage. However, these were rare

Abhijnann
takuntalany u,fm-,m exceptions. In his - othcr ma;or pl'\ys even Bhasa fol]owcd the path of -
‘on the slage Bhﬂ[?\[ﬂ.. L I -

Traditional Theatres. . . i . | =

B 4 ~ Kl
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Sanskrit dramaczsts sha.red ccrtam charactc.nsucs vis-3-vis dramatists of
other grcat theatrical traditions. " : Lo -

It was once believed that Sansknt dmma had st.rong Grcck connecbons
 Sanskrit theatre used curtains to mark off the clcvated part of the stageat
the back. Yavanika is -he Sanskrdit word for ‘curtaie, Tlus word-was believed
to have been derived from the-word vaana mcanmé ‘Greek’. At the same
time, Sanskrit drama has nothing to comparc with Greek tragedy which was
the most powe:ful expression of ancient Greek creativity. The majority of
Sanskrit plays -were romantic comedies in which. conflicts were happily -
reconciled at the end. In this; they" were closer to the Attic comedies of
Greece wl'uch like Sinskrit plays, centred :u:ound losses and recoveries,
* separations and unions, of theloved ones. Though Lragcdy in the sense of "
"2 sad ending was not uncommon in other Indmn traidmons like folk and
tribal, tragedy as 2 form never developed in Sdnskrit drama. ‘5Agam the
sweet‘outcome of a hcart—rcndmg situation,”, says a' character . from
Bhavabhuu s Ma//: Maa’/:aua This sentence sums up thé worldvzcw contamed
,,.-"m Sanskrit clrama ' ' R

If we cornpare Sanskrit drama thh Ehzabethan drama anor.hcr rch
dramadc tradition of the world we find that the later Sansknt drama

employed a mixture of - 2rose and verse. However, Sanskrit drama was never
written entitely in verse form.. Further, Sanskdt drama used more of 2 non- |

verbal language (d.mcc music, rmmc ctc) On the whole, Sansknit dram"l 1S
very much more coded,

Sanskrit drama is, on the—whole; -the. \\polar opposite - of Westérn
realistic/naturalistic 1d1nma based-upon —verisimilitude, that is, the
cotrespondence berween the stagevand the world; Following the Greek
theory of three unities _(meaning time, space and. action on stage should
resemble those in the world like 2 photogrnph rcscmbhng the person or the
thing phocographcd) it dernands that the spcctator identifies himself wich
thr. action. Thls does not happcn in Sans ‘ it drafna. Like the non-classical
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bring staged by the

~l':r‘adit.iol'_\al_’I’he'a"t"res. [ i,,' B o : o 7 .

Eh'mbc&zmﬂmma it fx:ccly rnovcs from space o sp:lcc and umc to tme,
. Neither does Sansknf strive. for individual charactcnsatxon as J.n/a play by

~ Ibsenor Bernard Shaw, the well- I\nown exponents of realistic playwrighting.
. In Hct a gre'\.t deal of modern Western drama too was a reaction to realism,
; c,omz:mmf:s th1§ ch'mnc came as in Brecht’s epxc theatre, from the originally-

Sanskrit source. e !

'

tThe-l'&ﬂi-h—t?-Of S'mskm dram'z to Asian dramauc fornis; like the' Chmcsc

.opcr'z—md “Japanese Wabuki, is conspxcuous for these theatrical traditions

cmploy a well-orchestrated™ systcm of many non-verbal languages mvolvmg
gesture, movement, dance, music, make-up, etc.

. ama

Like Greek, Elizabethan, and other Asian- playwrights, the. Sa.nskrlt
playwrights did not mak} up. their own stories. This was so despite the fact
that Bharata 1Uowcd the lavwrlght to makei up }us own story in some of the

'
Fooa
.o '

PA LI )
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Ja:aﬁ pakas (10 theatdcal forms). The storics were taken from well-known
. classics. Bhasa’s one-act plays are based on the Mabhabbarata ep1sodes His .
| Pratimanatakam is a rehash of an cpmede—&em—the—&am@ma whcreas his--
Svapanavasavadatta goes.back to the well- known parratives Of folklore. Hxs»_
Charndattaprakaranam, now -extant: only 1 m Eragments——wae—bﬂﬁeé—on the: ~
- Buddhist Jataka tales.- This play was -rewritten later by Shudraka as
Muichebakatika Prakaranan. Similarly Kalidasa and Bhavabhuti too t6ok theur
stories from.very. well~ nown sources. Howcvcr in the ‘end, these all too
- well-known stories went through a sea.change. For instance, Kalidasa could

make Dushyanta, the typical male chauvinist hero of the original -
Mahabbarata stogy into an €minently lovable charactet in his play. Similarly .

ana _of Bhavabhuti’’ Uﬁari‘&marbmfam is_much ‘more’ humane than
Valrmkxs Rama in his (onduct towards Sita. In order to enable the Sanskrit
dramaUSt 0 commumcate rasa, the characters had to be shown not
rcmhsucally, but in: an idealised E@Em . '
~The genre of Sanskrit drama certamly has’y set of generic-features, some
of which have been outlined above.: However, thjs tradition of playwriting

has been enriched by the genhis of- md1vrdual‘phywqghts whose works.

haveisurvived the test 6f changmg times. The ggmus of the ideal Sanskrit .

playwnght can be likened to that of a classical smger or dancer who, while
keeping to elaborate: rules and conventions; can still lluminate the
performance thh one’s own very specxal alchemic touch |

;' : _\‘2
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3 ] Devotional Théatres'

lndia’s rich heritage of mytho‘logimllegcnés kept evolving with.the |

changing times and prcscnted itself in the form of a vibrant dcvouom}
theatre.

ANKIANAT _
1n the 17th centugy, a great socio- ~:pixicual movement swept over Assam,
transforming the culture’ 6, the region radically, It was spcarhc*xded by -
Shankaradeva, one of the g_‘cqtest reformc:r\ of medieval society. The region
of Assam-in the north-east of India was a conglomerate of various

‘ttibes — Rabhas, . Bodos and f{homs who came from further east. From
the early ccntuncs of the 1st n'ullcnmum it was a great centre of Shakta.

‘Tantric cults. Thc I<amakhy1 Tcmplc was the hub of .Shakd cult. Anu%ml
sacrifices are. stlll pracuced at this tem

e

plc.. Durmg Shankaradavas time, the

-y

r
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can’ be seen in some of the *folk thcatrcs in ‘the nmghbounng szats.ka -
particularly Bayalztz of interior rcgmns and in Sree Ksishna: Pan)atn i
After the 12th- ccnmry Maharashtra became " the ‘centre.. of .
~ progressive Vaishoavite movement of Virkaris, pioneered by. samts Jnan
Dev and Namdev, Sant Tukaram and Ekanath furthered. this’ socml and
cultural movemen:: The performance of abbangx_(xhc_song_composmons) of
‘these saint-poets is associated with a lot of theatrical élements, Sant Ekanath -
~ popularised.a strect-theatre form called Baroodh to sprca'd the message of -
his faith. However, Tamasha,  remotély traccablc to Vaishnavite sources, did
not-directly emerg: out of Vmshnawte devatonal roots. Though the form

is comparatlvely a new one, it is the meldng- pot for several earlier fq:msv of
performanccs prevalent i in Maharashtra

Tamasha is said to have been founded in the. 18th century, by 2 Brahrnin-
called Ram Joshx 'Flis' collaboration with Margt | Pant, the famous wiiter of
. the perod, helped ‘0 enrch the form. It led to'a new musical “form called
Layani . that became popular in the folklore of ‘both Karnataka and

Maharashtra. Ram Joshi used the singing form of ‘Lavani for-didacdc

purposes. Baji‘Rao 100, a2 Maratha mlcr of thc same penod cdntdbuted to -
the development of the forth. The artistes who performed at his court were
from all castes but prcdommantly from among the Mahars and Mangs. It is’
these communides who took upon themselves to. perform, sprcad and
develop Lavani in the succccdmg period. A

Several earlier forms were combined to forgc the exisung formof

Tamasha. Gondhal is one of them. It was ‘a Shiva-and-Shakta form
. -involving song, dancu-and’ drama and pcrfo\tmcc] in the temple dedicated to -
Ambax Gondaligara Mela, one of the popular. folk-theatrcal forms of
Karnataka, appears to be 2 cousin of Gondhal. Lavani singing was another
stream that flowed into Tamasha, The question-and-answer form of singing
was common to bcth Gondhal and Lavani. The former was mainly
.:ir}ml.i'étic and the laceer, secular, ‘The thcatrii:al forms of Dasavatara, popular
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of the whole of Mz bdb/)aratd over 2 pedod of 18 days is hOt very usual now,

' The majortrofper formances now show selected cplsodcs e

The Mababharata came t& Tainil Nadu from beyond the Vindhyas around_ i

K thc—Qnd\ccntury AD. In the 13th century, a poet called Velhpcttur produced
a Tamil version of the Ma/:abbamfa. Vellipettur was 2 follower of - the Tamil
Vaishnaya tradidon, His work constitutes the basis of the Draupach Amman

festval wknch 1s celebrated in two ways. The first entails a. discourse on the .

Mabhabharata for the faithful and the second, the pcrformance of Terukutm

for the common pecple. Though the Terukuttu pcrformanccs are primdnly

“based on the-Mababiiarata, they also-carry in their repertoire cpxsodcs taken
from other epics too. QOne of the’most popular Terukutn plays on’the
: ,Draupach théme has characters from the Mahabbarata but inspired by folk

forms-like Kuravancm a very popular figure 1 in south Indian folklore and
| which has passcd into thratanatyam too.

- The Terukuttu performange has a very closefclauon to the agricultural
cycles of the rural arzas of Tamil Naéiu It is normaily performcd berween

d - mid Apnl and. the beginning of Junc By january, crops. would have been

hfu:vested, by February and March the paddy. would have Been sold. By April,

vﬂhgers would have cnough money to comrmss:on Terukutru performances.
‘The usual pcrform__ance‘takes place on the corner of a street. At times, it

~ is also performed in front of Drmpadi temples, Te{uku[m is meant to be an
open-air musxcal 0pcra smged on level ground, sometimes under 2 flat roof
supported by four p111 ars. The audience sits on three sides of the acr_mg are:.

No stage effects are employed. Illummano\n is provided at night from oil-
hmp torches. whxch are noOw bcmg replaced by elcccru. bulb: However, the |

Mu/;abbamm Terukutra during the festival season s performcd for eight
successive days and concludes with actors and the audience breqkmg the
carthen image of Duryodhana. The women’s roles are played by men. The
. costumes and make-u), are com/ourful and atfrdctive and the charactets wear
diffesent headgears ac3ording 1o their status. Light \»oodcn ornaments.are

TraAiriaa.
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uscd dccomtcd wifh" gilt paper and glass pieces. Anklets: worn around the
neck of the actress tinkle throughout the performance.

The .orchestra compuising’ the musicidns and singers. sits ‘backstage,
prowdmg thusic. wlth thé followmg instruments: mridangant, mukbaving,

cyrmbals . and harmonium. "The, play begms with anr invocaton by the
orchcstra to Ganesha to ward off obstacles. Other deites are also involved.

’ Thcn enters the Laﬁazizkamn the mtmd/)am or narrator He is also the clown,

cvcr—prcscnt on the stwgc He commcnts connects, contc*(ruahscs and gives-

mformatmn about the story ~ the link berween the plqycrs and the
vspectators Before the entry of characters, the patrapraw:bam takes place. Ihey

' pccform by singing anid. dancmg bchmd a small curtain hcld up by support;lng

characters and thc other mvolvmf7 dehcate movements, for femalc characters

Terukutu uses ng written script. It depehds mostly on the. memonsed
oral scripts handed down from: generation to generation, The text consists
of songs and poems and the=iines of the songs sung by actors are repeated
by-singers seated backstage — pinpatin. The Prose.passages which make up
for.the dialogues and descriptions — vachanams, are completely 1mpr0\nscd
by the actors on the spot. The mlent of the actor dcpends mainly on his’
innovation, capacity to 1mprovisc drawing upon a wide range of allusions
from Tamil language, history, culturc and commonsense. 'Ihe kattaikkaran is
also a past master in scintillating | improvisations. His jokes often degenerate
into-downright tibaldry and he often aims his arrows of sarcasm against
<tuu>n'pc< of the countrysidt, Ihx:. is how pcrformers relate mythxcal

... realitics -to- the 1mrncdmtc e -

A part of the Dmup%h f?mman féstval and re-enactment of Lhe

Mababhirata story in the context Of Bharata Vizha, the thusical drama of
Tetukuttu, apart from fulﬁlhno ntmhsuc functions, serves to purgc the

minds of the audxcnce by relmsmg socnal and sexual tensions. This is jts
thcrapcutxc vqlue ‘
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The ceremonial soundmg of wgorous bcats of the t/)mda are heard:from.a .
phatform specially erected for the. pcrformancc The beats of the chenda-
signal that the play is about to begin. Meantime the actors are: ‘busy. putting
on thcu elaborate make- ‘up and thc comphcatcd but colonrful costumes:: ‘the
fYPCS of "headgears, long -gowns and eldborate omamcluts for the neck and
Armbands and bracelets for the arms. The’ b/)agawa/ar the singer-narrators.
md the orchcstm take the seat at the back of ‘the stage ciressed in white dboti |
and red turban. As thé <pcctators begini to pour in, hymris are sung first to - -
Ganapad and then to-other deities like Shiva, Shakti and Vishnu, Followed
by the introduction of the story and the plot, the main actor appears behind
.2 small curtain held- u:: by two _persons and performcd through the
muoduCtory dance. In earlier nmcs tlus part of the prchmmary was very
elaborate for it mcludcd the dasice of balagopa/a: (chlldren) and kodang;, the
clown. These days only the kodangi enters, dances qnd carries on -2
scin ulm_mg exchangc witl the bbagawata The cirtain is puﬂed down.to show
his face. This i 15 the elaboyate and styhsedparmpmm/m the technique of any-
chm'lctcrs entry and which is found in several othér tradmom] forms, like
Kathakali. After the bcgmnmg of the play proper and before the start of

-every scene, every ma)or zharacter appcarmg for the first e, pcrforms a
dance behind the curtin. The play revolvmg mosdy on ‘/:rmqara or veera rasa
(th(_ crotic or heroic sentiment), unfolds itself duough the rich and many!
layered semnnucq of song, dance, gesture, movement and a complete
-—aymbohc hnguagc of u/)azyab/)mqya (make-up). The mrrttm sings out the
. mcmcd pqsmges in 2 mixture of classical and halk conv umom which in
Tturn ake’ elaborated by the stylised ‘dance of actors mvolvmg all the
expressive .parts: the face, the. eyes, hands, fingers and- Fccr Further
elaboradon of the text is effected through an on-the- -Spot improvisaticn by
the skilled actors, who through their | mnovauvcncss bring their wit, wxsdom
"md real-life experiences > bear .on thcxr acting, The pcrfornmncc that

'

;:Trac{itional

Scanned with CamScanner



}

tradmonally Jasts. the full night concludes with a song of bencdlction and

hymns to'the 7shia devata (the: chosen dc1ty) .
* The stage performancc is bxackctcd as jtwere by 2 rtual takmg placc off-
stage. Ganapau-worshlp is ‘offered at the beginning, either in a temple
fiearby or iri & special place inside the greenroom. This is: called- c/:ow,éz [ pHja.
" Without it, actors cannot get on to the stagc Ganapati is worshippcd notin -
his regular iconic fclmn but in the form of a:makuta (crown) There is
. anot.hcr pija following the conclu51on of the play: | |
' Th.ls is a bncf account of’ the pcrforrnance involved-in the: art of -
Yf\kshqgana one ‘of ‘the:most \Vldelv discussed and researched forrhs of ‘_
Indian ‘theatre. This" form. is characterstic of the “coastal districts of
| 'Knrnataka Mangalorc Udupi and Utfata Kannada. Though- there are several
virietes of this art, ‘only two major categordes:are 1mport:mt|—--\Badagut}uttu
(northcrn sryle) and Thcnkuthltm (southerri style). In" terms of textual -
contents; therc is no dlfferencc _However, differences are seen in the style of
the pcrformance The nordm.:n__s.qflc,a.populz:_m places like  Karwar,
,'_Goknrna and Sirst; cmphasxscs song, music and dance which are’ of 2 more

: stvhscd variety. Thc southeen style, charactcnsuc of "places-like Kundapur
‘Udupi and qugqlorc 1S more rustc, dramnt:c and dialogue- oncntcd The
.laté Shivargm Kamnth the first internadonally celebrited . exponcnt of

Yakshagana, refined the form intd something resembling a classical ballet,
He brought about furthcr sophistication to the Bad’tguthlttu style:
Differences are nlso obscrved between the two varieties in details of the'
-m'\Lc up, coqmmcs and- movr:ments Thc nor;hcrn stylc cmpha51ses /a.rja .
“(the gmct’ul) and the. southern. srv]e the !ané’am; (ﬂw Vlgorous\ Te ; is also.'” ;
obseryed that the northcm style is closer to the Kcrala theatre forms, like
Kathakali and the southern stylc to Bhootarathanal and-otbcr Lnbal_ntuals

of th(:"south of co'xsml Karnatzﬂ\a

95 " The rel ' e
Ao , e re ’H’JQnShlp betweenthe text and thc pcrformancc Is an l.rnport 2

_ an
o .l\pe(.t of Ynkshagam Thc ba51c TexXr 1\ not a vvntten -play. It 15 a o .
| | enby

SV
- L I -
' |
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v eunugmarata of.one of the famous Puranas. The verse. employs
a wvd“c rax;gc of Lradlucnal Kannada metiers. Within the framework of this
basic text sung by the bhagawata, thc natrator, the skilled actors introduce _
another - layer. of the text through their mspucd and impromptu-
unprovxsauons The mcre expedenced the- actors, the more surprising -are’
his improvisations. The actor depends for thlS on his-accumulated learning
of traditional mythology; history, and his ¢ owi' storehouse of topical issues.
He also draws.upon wit and .word’ play Thie leading Ydkshagana. actors
spccmhse in pla)qng part. cular roles of, say, Krishna, Bh1ma or Dm:yodhana
"~ As a result of repcated pcrformanccs they gain expenenCC epough t0 -
 introduce something new in each performancc $6 that the audiences never. tre
of watching the same roles playcd repéatedly. Added to this verbal level of
~ communicadon issthe use: of muld-layered non-verbal language.” Yakshagana .
+hag cvo!vcd a who}e complex aesthetics of make- -up and costumes. The roles
,ace. divided into different zategories — the king, the foman, the ruffian and
‘r_hc rakshasa and these are 'eprcsented by different colours.
- The orqmmftrof colouirs is very complex Bult séime broad rules are clear.
JYouno characters are given red. Krishna j4 given red in the northern style
\ tand green in the southern style. Femalc characters go with green except for .
the demonic women like .>hurp:mnkha who is given black. The intricate art
of p.untmg the face in-Yikshagana is called mukbavarnike. They also wear

different types of- crowns and headgears. The colounng\ of .the face 6f the’
rak.shusa characters is so heavy as to make it look like a mask.

'I’here are rules on the use: of different. forms of dances for chfﬁ.rent characters,
Veers ruse. (the heéroic sentiment) mvolvem-vigo«{om foorwork- and: dance. -
Ketrsnu rusu (the sentiment-of. compassion) is expressed through i ‘slow-
moton | cl'mcc Female clmmctcrs employ more gmceful movements. The-
voung charicters movwve and dance fascer ag mmmred IO ;_he ‘dignified--
movements of thc ‘elderly chnmc:crs Thc: acting (oo is many-faceted: acting

)

‘e
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last ccntury, the Yakshagana is bcmg performcd in TUJU the: local language

of this region. These are popular in areas covered by southérn style and in

+ Mumbai, the mctropohs where a Jarge numbdr of Tulu pcople have settlcd
down. .. ... . . : : .

"The change of langquc t6 Tulu | in Yakshagana performances, according.

M (s conservative_schol ars-is-the death of the art. But the exponents of the

chmge hold this as a great step of freeing Yakshagana from the upper-caste

grl\p of the Brahmins. ‘The language change has also led to the introduction
of ‘histodcal episodes of Tulumdu in place of the c*cclusxvcly mythologu:al
thcmcs |

The nomenclature of the Form is of:en disputed. According ‘to some -

scholars Yakshagam i3 the namc of the hterary composition forrmng the
b"lSlS of the pcrformmce The performancc itself has other names like
Bh*tg'\watnra Ata Dasavatara Ata and so-on. It is also argded that 1tS Ongma]
rane 1s ta/amada’a/e derived from the oo maj 10r pchUSSIOn instruments used
in the pcrformancc Howcvcr ‘the term Bhangqtamcl is now used | for
mdoor pcrforrnancc<— during the rainy $eason wlfen .the 0utdoor

pecformance is not possible. The lzlvaga;ﬂata: and pecformers without
- costume-sit—ia—a—closed room and pcrforrn the samel play Wlth music,

dialogue and bachikabhinaya (voice acting) but without dance.
Another alternative name for the form is Yakshagana Bayalatta, B@’ﬂ/“’”"
‘means ‘an out-door performance’ 5 ‘

As already pointed out, the form described above belongs to coasral
Karnataka thar constitutes-the western part of the statc. Scholars have called °
" this the P:.\dxwahpaw Y'zl(shag'mn (\X'L\rcm Yakshaganay= The- inland . 3

.1r|c.Lles~0f-outdoor pcrform'\ncca.nrc collccuvch called 7 ’\Iood'llappav'x

whoic rhls type of Yakshngm is more lnﬂugncecl by locn} folk forms Ttis
less elaborate and less stylised: The Yakshagana of this’region dev0ted o8
m)'rhologcql thomcs is calleq doddatta (the blo play). At times, heroic storlcs '

4 . v L]
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,_....o.gs&saf-wnen—evef-long pcnods of, time, pcoplc got tired
 of mythdlogical themes, social themes were mtroduccd after 18th century.
" A new form of realistic outdoor performance called sannatia (the litde play)

. came-into being, Thc most Tamous plays.in this genre are Kaa’/:mam S tation
“Master and.&angya.%nga.-lhe—kattcr play written by one Pathar M'lster 1s 2
remakable work dealing with marital disloyalty and its aftermath in the
context of .a. village “im—north—arnataka, The haunting .tale. of *the
" . protagonist’s adultery with his frend’s wife wesulting in-his murder by the
hisband and.. thepuaishment rneted out by Bnush govérnment on’ the
mpurderer and his allies is popular among the performers ini the intesior region.
This play has been sucs zessfully, revived on modern stage several ames.

- Dasaratta-and Sharanaraatta are the sub-genres influenced by the

.ushnava and Shaiva Bhakti tradlu?ns of the region. Dasaratta. has 2
popular ¢rotic conteiit. It has two parts, the mythical and the realistic.

The myt}ucal part. tehs the story ofiKrdshna trying to collect toll from a - |
milk- vessel-bearing raaid. The woman refuses to pay. A w1try debate .

_ensues between thé two characters tll she complies with Krishng’s request.
The second Part has the same contentina reahsnc form: the debate berween
the milkmaid and a iOx ally powerful man who s fascinated by her. After a
long> and witty dcbatc and exchange full of rustic jokes and repqrtces the

woman compLes When-this genre grew mondtonous, a new vadation was
mtroduced to this r.kemc and it led to the dse‘of another form called
Radhanattam in which “he woman beats the man in argument and refuses to
comply. The Saivite. Shranavara attas; ate played on the stories of great Saivite
saints. The religious danrent is made cmem\nmg by mcroducuon of adot of -
rustc elements-loved-by-the rural masses,

]

Krishnaparijata is ariother form performed on a small stage with 2 small

case. It has stock characters: Knshna Ru}m-um Satyabama and Narada. 1 he
quarre] gnsues between Krishna’s two wives, Rukmini and Saty/bhnmﬁ as to

.’ . . I ) o
: : . ; , - Tradirina
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: who should gct the rare ﬂowcr of Parichata. The embarrassment of Krishna

mi 1 S
between' two - quarrclSOmc wives is aggravated by the mlsc}ucvou
intervention of the tickster s2ge, Narada

_Sind Y kshag;ma is a primitive theatrical form performcd by, Madigas,

the nomadic castés of Sind, in the bo::dcr areas of Andhra and Karnataka.

' This centres around Lord Vishnu's bxgamous love fof a,tdbal ‘beauty,

| Chcncrhul'xkshrm by name. Mad-in love, the great lord engages the trbal girl

 in a debate to win her love. The next problem is to get the acceptance of his -

divine wife, Lakshmi. Agam the Iord with his pcrsuaswc skills convinces her
that his tribal love'is another aspect of his divine wife. Thc play culmmates
in the merging of the tribal and divine wives of the lord. ;

In all the forms namcd abovc thc play text, mosdy oral and someumes

upon hls powers of wit,. pun and wordplay The orchcst.ra consists of .-

mummela, the main singer, and himmela, the supporting smgcr ‘A percussibn
‘instrument and a melodic’ instrument, mosty. a small windpipe called
rmukbaveena, accompany the siiging, They all have one clown figure or the

t—— rn . cmy memee

- other: (sarath))|in doddatta, a dbuti (a+woman messenger)- in Sannatta and
Narada in Krishnaparijata. The key figure in. most of tht:sc forms is an
experienced dfama master, moving from phcc to place, and t;ammg the local
peoplé in putting up'a performance. He is the forerunner of. 'the modern

~ director. Both he and the performers are mostly illiterate but educated in

oral and remempered texts and gifted with rustic wit and skill.
. - |
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