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CHAPTER NO.IV

DANCE-FORMS OF THE CHRISTIANS IN KERALA

a) MARGAMKALI:

Mérgamk%ai is one of the ancient art-forms of Kerala
practised by the Syrian Christians in general and Knanaya
Syrian Christians in particular.¢') It is a folk-dance
performed by men-folk mainlj during the marriage celebration
and church festivals and was a part of it. In Mar-amka%i R
religion, history, culture, customs, faith and art are
beautifully moulded into one. The exact origin of it can
not be traced. However, it 1s certain to have been in
practice long before the Portuguese stepped into.Kerala.(2>
The text and theme are the narration of the life of
St.Thomas in relation to his work in Kerala described in
14 Padds (stanzas). Margamkali was widely prevalent in
Travancore and other surrounding areas. In the late 1950s
and 1960s‘thié art-form was almost extinct. But,thanks to

the interest tgkén by the Christians of Kottayam diocese
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and the Bishop, it was given a new lease of life. In the last
few years there has been a lot of enthusiasm and revival.

This shall be dealt with in detail at a later stage.

THE MEANING OF MHE TERM MARGAMKALI:

Praditionally Margaemkali included Vattakkali(group
dance in circle) performed for a particular Ballad

called Margamkali pattu ( Margamkali song, the gist of

of the song is given at a later stage in this chapter)
by men-folk. In the 9th stanza,where the theme(Margamkali

pattu ) deals with the arrest of St.Thomas and his

¢
companion Avan, Parisumuttukali (sword and shield dance)

was performed.(B)

Margam, the literal translation is 'way' or'path® ,

kali means dance, In the olden days convérsion to Islam

and Christianity was called Margem Kutuke or joining the

way. Those who embraced a new faith were called Margakkar

(converts), in other words those who joined the new way.
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In the Ramban Pattu (%) which is a well-known song on

the activities of St.Thomas in Kerala, the word Margam

is used %o denote the religion of Christ, the way of
Christ or those who practised Christian faith. Dr.Chummar
Choondal explaining the term "way" and its usage in the
Christian Scripbtures and its theological significance
writes (5 The word for ‘way’ iﬁ Hebrew is Derek which
ocgurs 710 times in the Hebrew Bible. Besiées the literal
sense it has the meaning 'life in obedience %o, in
accordance with, God's law', bubt it never has the meaning
'Religious 3sct' ". Tﬁis special sense accrues to our

term in the writings of Jewish sectarians, or in the

so~called Qumran text.

By Qumran texts we mean the manuscripts in Hebrew
and Aramaic belonging to a group of Jewish sectarians
who had broken awey from offiecial Judaism and had fixed
their abode in’the area of Quumran in the region of the

Dead Sea. In their writings the term derek is frequently

)
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used and quite often the word also has a dualistic sense
deri&ed ultimately from the traditions of ancient Iran.
The Qumran community's mode of life is The supreme way,
phe way leading to salvation, and in this sense derek

becomes synonymous with religion.

In the pre-~Christian Greek translation of the Hebrew
Bible, generally known as the Sepbuagint ('the Version
of the Seventy') derek is rendered hodos {fem,) and hhisg
i3 a term that is well attested by Greck tradition.In
Homor hodos has three series of meanings: 1) way,path,
track, passage, road, 2) going journey, voyage, course,
%) means of journeying or passage, facilities for a
journey. These three meanings are familiar in the works
of classical writers as well, but at the same %ime they
also use the term metaphorically; hence such meanings as
way or manner, way of doing or speaking, course of action,
method, system etc. In the tradition of the Greeks,

hodos is never religion es such.
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The Jewish philosopher Philo has evolved a special
concept of hodos: Judaism, with its law, is the

basilike hodos; " the royal road™; here hodos is a way

of life or religion.

In the New Testament hodos ocfurs 78 times ayd in
several inétances its meaning is the obvious one, but in
the f&llowing passages the sense‘is the metaphorical one,
i.e. "way of life, faith, religion, secta. Acts 9,2:

Saul asked the high priest " for letters to the s&nagogues
at Damagcus, so that if he found any'belonging to the

Way, men or women, he ﬁight bring them bound to
Jerusalem"., 18,25: The Jew Apollos " had been instructed
in the way of the Lord".18,26: Priscills and Aquila

" took him and expounded to him the Jay of God more
accurately", 19,9: At Corinth, " some were sbubborn and
disbelieved, speaking evil of Way before bthe congregation®
19,25: At that time there arose no little stir concerning

the way. 22,4 (Paul is gpeaking): "I persccub:d this Way

-
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to death, binding and delivering to prison both men and
women", 24,14 (Paul): "But this I admit toiyou, that
according to the Way, which they call a sect, I worship
the God of our father". 24,22: "But Felix (the Roman
Governor), having a rather accurate knowledge of the Way,
put them off..." In these passage the Way is the Christian

faith or religion as distinct from Judaism.

Hence one could understand that dance and music
became part and parcel of these Christians of Kerala,
commonly known as St.Thomas Christians and the dance

performed by them was called the Margamkali.

HISTORICAL BACK-GROUND:

The intermediate verses in the first stanza of
Mafgamka%i clearly mention about the settlement of Knanaya
Christians in Kerala undexr the leadé£ship of Thomas of
Cana and Bish#p Joseph of Ouraha (Edessa) and their wish

to hold on together. This song is also based on Acta Thomae
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written by Burdusan of Quraha in the 2nd century.

Dr,Chummar Choondal writes (6) the scholars differ
in their opinions regarding the aﬁthorship of this work
(m&rgamka}i), According to P.J.Thomas , the exact
authorship of these songs has not been traced and the

attribution of it to Itti Thomman Kathanar, a priest of

Kallussery diocese in Kottayam is speculative and

controversial. According to T.l.Chummar the EéE&éEKé%i
songs underwent a number of linguistic metamorphosis in
text with the new trends that developed through the
centuries. However, the remarks made by him do not seem %o
be sound. Since inherent poetic characteristics of folk
songs are absent, it is to be conjectured that it is the

work of an individual. Thomas Makkil is of the opinion

that Anjilimuttil Itti Thomman Kathanar, Knanaya priest

of the 17th century, has re-fashioned Margamkali to the

present form. All available evidence warrants the attributing
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of the authorship of the work to Itti Thomman Kathanar

who was a revolutionary Knanaya clergyman,

There is every possibility that the Margamkall songs
bl <Mt
must have been written first in Syriac language and later
must have been translated into Malayalam by the local

artists to,suit their group dance.

H

It is difficult to fix the period of the origin of

Margamkali (dance). According to Thomman Iukko, one of

the veterans of this art-forms, ;argamkall was performed
by those people who came to India with Thomas of Cana.
This hypothesis could hold because bthe song Margamkali
itself speaks for the existence of this art-form‘among
the people. Secondly dance was part and parcel of the

life of the people in India. Andrew:-Athappilly in a

research article on the Pre-Portuguese Kerala Church Art

writes, " the Church architecture of Pre-Portuguese period

very clearly depicts how harmoniously the Hindu and
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Christian religions worked tdgethero There were no hard
feelings in thername of religion and the Christians did
not think it was necessary for them to hate their old
religion- Hinduism. They only saw the Christian religion
as a perfection of Hindu religion. Hence they did not
hesitate to place gég; on the side of Qur iadz and Hanuman
on the side of angels! Even keeping Ganapabhi's statue

in the Church was nothing against their practice of
Christian religion. The Hindu on the other hand considered
Christian religion a part of their own religion. That is
why Our Lady is considered as the sister of gé&i . There
are several Churches even today where the Hindus actively
participate in the annual feast. The musicians in the

Church, especially for the feasts were Hindus. It was

only after the Synod of Diamper thap this practice was

slowly abandoﬁéd° The Church art and architecture and the

form of worship all made the Hindu feel at home". (7

A Church that was Christian in faith, Indian in
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culture and East: 3yrian in its worship must have had
dance as its form of arfistic and religious expression.

However, the dance must not have been in an uniformed way

among all the Christians of the place. Fach area must

1
s !

have co@poéed their own songs though the form must have

been similar.

No clear description is found about the practice and
the exact form of the existence of dance among the
St .Thomas Christians in the early centuries. " The
Aifficulty of studying the early history of Christianity
in Kerala is increased by the fact that such sources for
the history of Christianity in the region as did come down
to modern times were burned to ashes after the Synod of
Diamper in 1599. Therefore the Malasbar Church has been
left without authoritative documentation for the history
of its ancient past. 6ur information concerning the early
history of this Church nust be derived from Syriac and

{ .
Greek sources. These authors had no particular interest

RS ORS U U——
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in India, and therefore provide us with only scattered

and disconnected fragments of eva‘.dence",((3>

Dr.Chummar Choondal in his research article on
'Folk Traditions of Kerala Christians Writes:(9)" The
ancient Christians of Kerala followed the tradition of
Hindus almost in every mnespect, such as customs aﬁd manners,
social organization, art and architeéture, literature,
cultural activities etc. During the Pre-Diamper period

the Syrian Christians in common with the members of the

various Hindu Castes, used to perform Kuttu ,Kﬁtiyéttam 3

t .
Mutiyettu, Krisnattam etc. on the occasion of marriage and

v ¢

other social festivities, but the decrees of the biamper
(1599) put an end to such practices on the plea of

indecorum. But a number of Kalyina Pattukal (marriage songs),

Palli pattukal (songs related to the history of Jhurch)

Ramban Pattu, Margamkali pattu etc. which formed part of
their cultural heritage still survive in some parts of

Kerala.
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Many a times in the Art-history , sculptures have been
able to supply the needed information and insights into the
unknown facts of the past and furnish us with the missing
links of the development of art in a country or regiomn.

It is aléo trﬁe with regard to the early art-forms of the
Christians in Kerals. There are very few sculptures still
found connected with the Churches; most of them must have
been destro&ed after the Synod of Diamper (1599) as per
thé deqpées of the Syhod. The famous granite Cross of
Kaduthuruthy (1 ) to a great extent explains the art-forms
and the 1life of the Christians in the pre-Diamper era.
According to the historical evidence, 'the construction

work of Kadutﬁuruthy Valiapalll was completed in 1594 A.D,

The granite cross in front of the Church was erected in
1597 and was blessed in 1599 by Alexis de lMenezes, the

Bisghop of Goécqo) and mentor of the Synod of Diamper.

There are 8 sides for the basement of the cross where on

two sides, the front and the left sides as we face the

v 3¢ it ks e e mans AR bt
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Church, the dance sculptureg are carved. Art-forms

) —
resembling Parisumuttukali and Margamkalli can be seen
A = solpa Tt

respectively. Explaining the Granite Cross of Kaduthuruthy
. 11) . . -
N.K.Jose writes: J " among the sculptures of Our ILady

and the Child Jesus, at the foot of the Cross, there are

g ‘ C :

i b o . . T ;
also scu}ptures:of hunti%g, dancing and war. Whatgwe nay
: P o " L s
understand from, this is that the éhings that inspired

| [ L -

this imagination, during the period of these sculptures,

were Christian Religion and along with that, war, huanting,
dance etc. (Adima Kerala Kraistavar)
i v P

! . { N
) | \ } ;

1

The dance sculptufe?( 2) on the left side as‘ﬁe face

the cross and the church in the back-ground, suggests
Lo |

!

acrobatic and difficult movements. The figurses are all

male., The depth of theéséulptures suggest that the

| o .
movements of the dance must have been in a circle formation.

R ; |
The figure to the extreme right suggests the movement in

which the present day Margamkali dancers pevform- the

Mukkani step resembles this. The second figure suggests
] g i ) .

[

e
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Irattivattam step (where the two consecubtive leaps are

taken in‘bhe air followed by landing . on the floor with
the knees bent in the front). The third and fourth figures
are intef-léckea in a circular shape. Both of them have
their right leg bent %nd whereas the left leg is s%retched
in a half circular shape, each holding the feet of the

{

other. The fourth figure rests on the right hand touching
the floor and the third on its left leg. It looks at a
distance like a.perfect circle shaped by two human figures.

From the depiction it looks that it must have been a very

difficult and beautiful movement.

Though the stone(cross wag erected according to the
historical documents in the year 1597 the art in the lower
bagement of the cross suggests a much earlier date." The
Chaitya arch, one of the p;ominent Hgﬁdu Motifs found in
the base of the stone cross helps us very much to debermine

the date. The Chaitya arch appears first with a human

face inside it. This motif appears in the first stage of

\_

[T RS

PAGGDA 10400-2.85




107

temple architecture in the South. Ladkhan of the 5th
century has this type of Chaitya arch. Kadubtlwruthy (and
several other) stone cross base has this arch with the head
of an angel in it. ( 3 ) This Chaitya arch becomes umore

and more decorative in the later period and the face

inside disappears and floral motifs come in. This is of

a later development and we have this type of arch in

abundance, Kadamattan baptismal font is a clear example“,(qa)

The life style of St.Thomas Christians must have taken
many centuries to be able %o be expressed in the sculptures.

The dance sculptures in Kaduthuruthy is a clear indication

that dance, especially Mﬁrgamka%i and Pariéumu??uka%i

must have been very much in practice among the Christians
in the early centuries, But with the Synod of Diamper(1599),
the artistic expression of the peoplé must have literally
been curbed and suppressed. During the 17th century the
revalutionary priest Itti Thomman Kathanar must have edited

and refashioned the Margemkali song and dance to the present
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day form (14 stanzas). However, his efforts must not
have been very successful due to the negative attitude of

the Western Church, but at the same time it must have helped

towards a definite shape and a form of Margemkali. Pill
the second half of 19th century the art-form was not very

much in practiege. However, it did exist here and there,

It was in the late 19th century according to the
-
information gathered from the o0ld Asans that the art-form

—'—
was revived by Unni Asan Kalarikal who had many disciples.

Among them Indumoothil Kocheppu Asanand his brother
Indumoothil Eutty isdn who in the early 20th century in
turn had many disciples, among them Thomman ILukko of
Kuvamallur, Thomman Uthupu Vattothoparampil of Kaduthuruthy,
Kuruvilla Eringathuparampil of Eravaimengalam, Valiya

Puthenpurayil Chummar of Neendoor, Thaiparampil Kuttappan

.
Asan of Mullassery are a few to be mentioned.

After the independence of India, Margamkali again
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had a set-back and was on the verge of its extinct. Butb
in the 1970s the Kottayam Diocese and the Knanaya Syrian
Christians have taken pains to revive and popularise
M&rgamka%i under the leadership of Bishop Kunnassery of
Kottayam, Dr.Vellian ;acob, Dr.Kollaparamp;l and ably
gulded and encouraged by the researcﬁ conducted by

1

Dr.Chummar Choondal on this above mentioned art-form.

THEME AND ITS IMPORTANGE:

The theme and song of Mérgamka%i dance play an
important role in understanding the signifiqancevqf this
art-form. The song is based on St.Thomasv, tpe‘great
Apostle of Jesus Christ who is said‘tq~héve come to India
in the year S2 A.D. In the Mérgamka%; song there is an
elaborate description of the arriva;9 work, his relation
with the local people, dif%iculties and problems and

finally his persecution and end have been incorporated

in the 14 stanzas (padag) of the song. The song throws

[
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light into the historical, geographical and socio-political

life of the people of Kerala in those times. Thomas

(14)

Makkil in an article has made a detailed analysis

of the song Margamkali. Chummar Choondal (15 gives a

substantial rendering of the dance songs so vital and

|

indispensable to Mérgamka}i: ' The theme fs the dream of
a beautiful ﬁansion éy Chozhan, érobably é Chola King of
Mylapore country, the‘sending of his Minis%er, Avany to
bring in a Master Architect, the bringing in of St.Thomas,
the delight of the Kiﬁg‘on seeing a :ine drawing by the

Apostle,; the collectipg of innumerable materials,

l i

St.Thomas going away%on’Gospel work to Kerala and thence
to Malacca and China, imprisoning of the Holy Man on his

return by the irate King, the ailment and apparent death

1 f
of the heir, his soul  being taken

O

y Angels to heaven

1 “
1

where it beholds the fair mension prepared for Chozhan
, L |

and its return to life telling the King of the good

tidings, the convers#

of followers, the laﬁcihg of the Séint by the Embrans who
! .

on of the Royal family and a multitude

{

U

'
|
i
t
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are the priests of the temple and the taking of the body

to Chinna Malai, now called the Little HMount.

This ancient songis made up of fourteen padas or

stanzas. As usual the song begins with a Vandanagitam

or invocation. Though the opening lines may refer to

Christian mayilvahanam ( rider on peacock likened to the

sitter on the cherubim) Christ; the concluding portion
distinctly calls upon St.Thomas to come, help and bless.
The intermediate lines in the first stanza clearly indicate
the venue, as well as the immigration of the Knanaya
Christians; their colonigation under the!aegis of Thomas
of Cana and Bishop Joseph of Quraha (Edassa) and their
Jjubilant wish to hold together for ever. It is based on

Acta of Thomas written by Burdusan of Ouraha of >rd century.

The sscond stanza describes the dream of Chozhan in
wﬁich he saw a beaubtiful mansion. The Poet likeng it to

Solomon's temple. The King sends, Avan with much money and

PAGODA 10000-2-85
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retinue to the Vest to engage a skillful architect.3o

he salls westward.

In the third stanza Avan prays to the Sea for all
goodness to save him from its perils and grant him a bon
voyage. Thus egscaping the troubles‘of wind and weather,
the party reaches Mahosa (The City) meaning Jerusalem,

§afe and sound. There our Lord appeared to him.

The fourth stanza records the ensuing dialogue
between the two and the maron (Lord) promiscs an architect

within quarter of an hour,

In the fifth stanza our Lord describes the skill of
the promised architect in various arts. Meanwhile Angels
carry the twin born one in the guise of an artisan from

Ruha (Edessa) through the air and he stands before the

other wno holds the world in his left hand.

The sixth stanza notes the delight of Avan on the
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new arrival and his intuitive feeling that he is an
expenrt in architecture. Avan prays for farewell, and our
Lord impzrts a farewell message to 3t.Thomas. But the
latter feels perturbed on sceing the outlandish party

and falls nrostrate, mourning, at the feet of the Haster,

The seventh stanza describes the mourning of St.Thomas
and the grounds thereof, He/recounts the various‘difficulties
and obstacles in the Hindu land. Firstlylhe degcribes the
terrain, full of Jjungles with a lot of serpents. Then he
complains that the people are not humane, the parents
have no affection towards their children and the children
have no love for parents, evidently alluding to the
matriarchal family system. The custom of wedding the
deceased virgin is referred to, as also cremation (there
was an ancient custom among the Maléyalam Brahmins that
if a virgin died unwedded, the marriage ceremony must still
be performed, even to the extent of consumation. Abbe

Dubois attests to this). This apostle then refers bto

. e d
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certain other aspects of society, ending in a protestation
that while apostles in twos are sent to other countries,

he is sent to India alone.

i

The eighth stanéa begins with the fa@ous consoling
reply of the Iord " éhink not that thou aft salone. I am
with thee whereever thou goest, ée not wofried that they
are not men in the Hindu land. All classes of mankind are
evil doing agiﬁals, I will direct your words, looks an§‘
thoughts. Be not peréurbed; thy thinking is all my thinking.
I am now going to seil you. Completing the seven words of
sale, I am giving thé chit™. Avan tenderly contemplating
the great ancient one, paid a heavy sunm and received the
chit. The Lord of all the three worlds, handed the cash to
Thomas aad spoke tender words to h%s heart's content and
bid affectionate farewell. Avan ané 35.Thomas set sail and
they reached the seat of Chozhan. The King was pleased at
the coming and was enraptured at the drawing made by

St.Thomas of the mansion and ordered Avan to supply whatever
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the architect wanted. St.Thomas gave to the needy all the
cash that was given to him. Admonishing that no body should
be pestered in the matter of collecting bthe materials, he
left the place saying that hé would return wibthin a year

with the necessary tools.

The nineth is the longest stanza. It begins with a
description of the activities of the King and the ministbters
by way of preparation. 3t.Thomas passes beyond Chozha's
Xingdom preaching the gospel. He attends‘the marriage
feast of the daughter of Paul, evidently a Jew in Cranganore.
Offended at his giving blessing, some one slapped him on
the cheek. A tiger did bite off his right hand, a dog
managed to bring it to the Holy man who thereupon restored
it to the owner. At this Paul and his people received
baptism. Then he repaired to Malaca‘énd China. To keep his
word he returned to Mylapore. After some time he came to
Mallyankara near Cranganore and preached the gospel,

erected a cross and ordained two worthy persons. Thereafter
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he started South preaching at Quilon, Niraﬁam, Chayal,
Kokamangalam, Kottaykkal, and Palayur and erected crosses
there. In his absense Chozhan's people became frenzied and

spoke many evil words about Thomas. The King became angry

i

and sent for him far and wide. St.Thomas was at last

brought Pefore the King. Without losing his temper the King \

H

talked @usinessokﬂe said that time was long past, that all
; . : ] .
wealth had been expended on stone and timber, that the shape

H
of things had not yet appeared, that not even the foundation
had been laid. To this St.Thomas besought him to hear him

H

patiently. " Instead of a house of stone and timber, a
house of gold most beautiful and most soul¥satisfying is
built for you in heaven". At this the King was struck dumb.

A little later he roared like a lion and ordered Thomas to

be imprisoned along with Avan. 4

The tenth stanza describes the utter despondancy of
Chozhan. Profoundly disconsolate, he calls in his brother.

The King confessed that his reign is a failure, that his
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brother shall reign instead. The brother felt sad. He
became ill, Woeful imaginings made him worse day by day.
The Angels then took his soul to heaven, where he saw
the mansion inscribed to the name of Chozhan; he was

delighted beyond measure.

The eleventh stanza describes the return of the soul
to its abode of flesh while preparation was going on for
cremation. The body stirred and then arose. The brother
respectfully approached the King and embracing him described
his experilence. Being fully satisfied they went to the
prison, falling prosﬁrate and begging forgiveness and set

the Holy man free.

The twelfth stanza describes the gossips, murmurings
of the common folk as t$ what shou;d be done to the
squanderer of the Kingdom's wealth.‘Some suggested
forthwith execution, others banishment. They did not know
the imprisonment and the strange manner of liberation.

But the Apostle was honourably seated in the midst of the

N
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Royal household, receiving the gospel. Thereupon expatiating
on the gospel tidings of great joy, Chozhan, brother Avan

and many others received baptism in the name of God.

, The thirteenth stanza relates the rapid progress of
Christianity. Once in the course of his journey he passed
by a grove temple dedicated to the Goddess Xali. He was

~

identified and surrounded. The Apostle refused and threatened

destruction of the temple by fire, in case they persisted.

The priests took up the challenge. Thereupon filling his

eyes with concentrated soulfire and looking fixedly at the
idol, Mar Thomman willed that the temple be burnt with
fire. Fire broke out and the temple was in flames and Ké}i
came to the feet of the Holy man in the guise of a dog. A
priest who escaped the flames Jjumped forwsrd with a lance

and inflicted a mortal wound in the heart of the Saint.

The concluding stanza relates how by the order of the

Author of all goodwill, angels hasten to the scene and

N
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carry him to the ILittle {ount. In the midst of celestial
symphonies they carry his holy spirit to the white throne

of God.

TECHNI UL AND TRAINING:

The Mérgamka}i has a techaique of its own and the
training is given by the Asans (éurus) in the Ealari .
Ka%ari is very nuch connected with the performing arts of
Kerala especially the marbtial arts. It is a thatched shed
where the training is given to the disciples by the Gurus,
Mébgamka%i is a vigourous dance where we find Tandava

style of dance.

Accepting the Disciples:

On an auspicious day new students are accepted by the

'n
Zsa&n for imparting training. The disciples give Gurudsksina

to the master in a beetle leaf. There is no fixed amount

of money. Then the disciple touches the feet of the Guru

who places his right hand on the head of the students' and
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accepts him as his disciple. The trainigg is imparted

usually in the night.

THE METHODOLOGY :

The primary training is to get the rhythm into the
understanding of the student. This is done by way of
making the student strike their feet alternatively in a
simple common rhythm. In the second stage dance proper and
singing is taught simultaneously. First, the éééa sings
and demonstrates, then all the studen%s repeat and perfornm
the movement done by the §é§ge Once the dance is learnt
together with the song, the dance goes on though the
singing is doné alternatively by the Is3n in solo and the

disciples in chorus. It is already mentioned elsewhsre

there are 14 Iadas (stanszas) in the Margamkali. The

b s A 7S e
4

students learn these stanzas one af%ér the other. It takes
a minimum of % months and maximum of one year to learn

Thoroughly for a balented and interested student,

1
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During the course of the field work and interviews,
it was told by the Asans that theré are 14 Padasg or
steps. But on a closer observance one could find that
these 14 padas are 14 pieces dance choreography and the
basic steps. The basic steps in Mérgamka}i are called
cuvatu . There are 5 basic steps in @gggamka%i:

1+ Thintaka thintat tai: Strike the ripht foot in the

Sama Pada posibion keeping the left hand in Dola hasta

and the right hand in Ardhachandra position in front of

the chest. With a slight move to the right strike the
left leg behind the right on the second beat and on the
third beat strike the left leg again and 1ift the right
in the front. The 4th beat will be silent giving the

typical pose of Margamkali.

Z.Mukka?i: This step is set to the 7-beat rhythm. Here
two triangles are formed in execcuting this particular

step. The hands aré kept in bthe similar pésition as the
first step. The dancers stand keeping almést a 4% space

between the two feet. On the first beat the right foot

PAGOIDA T0006-2-85
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BASIC STEPS OF MARGAMUALY

hremes® 4
Busi
4 4
3 %
i 3
?
d
4
¥/
.
121
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DU TAKA Do TAY TAI-

?  DHINTAKA DMINTAT TAL |
TA! TAITA TAWA TAl KARGY
TAHA TAWAT TAl KARGY

DHARIKITA TIMRUTAT TAI TA KARGU
TATTHOM TAKATORA DHIGITAKA TAHATA

TAV TAl TAMNGD THINA W%Am@mm%i@%
TAT THOM TAKATOM DWIGITAKA TANATA

TANGY THINA THADGINATHOM
TAaNGU THINA THUADIGINATHOM,

3. STEP.NO.2. RUKIKANAI

THON DHl DHA D DHAIKAITOM TAKARGU
TAT T0M TAKATOM DHIKITAKA TARATA TAL TAS
TANGY THINMNA THADIGINATOM TAT THEM
TARATHOM TANGU THINNA THADIGINATHOM
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is stamped to the front, the left foot is stamped in
the same place, for the 3rd and 4th beat right and left
foot is stamped in the original place %'-4' then the
right foot is stamped behind the left on *the Sth bent,
5th beat by the left foot and on the 7th beat the right

foot comes to its original plsce. After this, the same

is repeated on the left side,

3 JMurukku Mukkani: When MNukkani is performed in double
- L

speed or faster tempo, it is called Nurukku Mukkani.

4, Ira??iva??am: (Double Round)

Stand in the typical Mérgamka%i postufe for the first
beat, strike the right foot to the right, the second beat
by the left in the same place. For the 5th and 6th beats
the dancer takes the first leap in the air and for the
7th and 8th beats he takes the second leap in the air
and the same movement is 5epeated by starting on the

left side.

PAGODA 10000-2-85
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DHIT  TAVIDA DBA! DRON TALIDA _
DHIT TAL (DA Dueor Duox Tat i DA

TAT THOM TAKA THOM DuUIgITAKA
TAHATA T4 TAY TANGY DA
TADIGINATHAM TAKATA VA Datninga
TADICGAMATHAM DHTHMA TADIGINATRAM |
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5. Kacca Padam: Here the dancer goes forward by striking

the heel ( Natt) of the right foot on the first beat and
bringing back the same and striking in Tattu (full sole

of the foot). The right hand is kept in Ardhachandra in

front of the chest and left in Dola hasta to the side
(for detailed movements of the basic steps, refer the

diagram on the following pages).

Simple and appropriate gestures are used according '

to the broad meaning of the song. There is no word to
word interpretation of the song in gesture-language by

the perloruers,

There are also the ending syllables which they commonly

call Kalasams. In places like Tamil Nadu it is called

Muktaya. Kalasams suggest that a particular choreographic

£

piece of dance or a particular stanza (pada) is to be
ended. There are many Kalasamsy If the Guru is vefy
innovative he can have 14 Kalasams corresbonding to the

14 stanzas of the Margamkali song. However, they use a

PAGGDA 10800-2.85
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V. KACHA Wapam.

"p gi ( é, ‘”—'
' ) LV
A A |
i 2 3 <
DHITAT TAT7A DIMITAT TA}
DUITTAT  TATTA

BT TAT TAL
TAYTAY TAT TAT TA1 TAl TATTAT TAL TAI TAM

TA KARGY
TAT THOM TAKATHOM DIGITAKA TARATA

THANGY DHINMA THADIGHINATHOM TANGU
DHINNA THADIGINATHAM THADIGIMATHAM |

MILAYVILAKICU . TRADITIONAL LAMP
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few ¥alasams again and again. Below a few examples of

Kalasams are given:
1 . 34

i) Ta kargu ?a? thom taka thom Dhigitaka
1
1 2 1 2
(T§ hat ta thai thai t?a?ga Dhina thadiginathom
0 0 -

In the performance witnessed in Chamakesla, Kaduthuruthy

and Eravaimangalam, the above Kalasam was used very

frequently.
1 2 3 4
ii) Dhit tat taka that dhigitat taham
.
1 2 1 2
Dhigitaka Thakatat Dhigitaks tamkargu
(o) (o)
1 2 3 4
Dhit tat tangkargu Dhintat tangkargu
(D
1 2 1 2
Dhit tat that ta Dhita Dhigitat tai
(o) (o) -
1 2 3 4
iii) Ta% kita kita taki tayika tonsan
(1
1 2 1 2
D%agikita kitataki tayika tongom
o o

PAGODA 10000:2.85
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1 2 4
Tak kita kita taki Dharikita kita taki
(1)

1 2 1 2
Takit tongom To Inga Thadinginathon
(o) (o) -

1 2 3 4 |

iv) Dhi +thi Taiyam Tat ta %

() r !

1 2 1 2 }
Dhigu .thi Taiyam Tat ta |

(o) (o) , |

1 2 3 0 4 |
Dhi Taihai Dhigu Taihai
) :

1 2 1 2 -
Dhit tai 1Itta Dhitta Thimurtat Tal
(o) : (o)

1 2 3 . 4

v) Dhi Tam Dhit Dhit Tam
(D

1 2 1 2
Dhi Tam Dhit Dhit Tam Kargu
(o) (o) ‘

1 2 3 b4
Dhit Dhit Tam EKargu Dhit Dhit Tem Kargu
4D -

1 2 1 %

Dhit +tat That 'tat Dhita Dhigitat Tai
(o) (o)

!
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BASIC POSTURLS:

In M&rgamka}i there are many postures executed at
various parts of the dance sequence, -However, two basic
postures can be noticed which are very_important and
frequently uéed in t%eschoreography of th%s art-form.

}
i

)
t
i

PRARAMBHA STHANA (Beginning FPosture)

Every pada (staﬁza) and its corresponding choreographic
pattern begins with the posture where the dancers stand
erect in Sama Pada (standing with two feet alike) leaving
a gap of 4-5 inches of gpace between the feet. They keep

their hands in dola hasta (Pataka hasta is placed on the

thigh). The head is also held in Sama (level)

ANTHIMA STHANA ( Concluding Posture)

The concluding of a choreographic pasttern in all the
padas is ended with a still posture. ( 4 ) In thig the
dancer after a small leap in the air lands on the front

portion!of his feet in Murumandi (complete sitting posture).

PAGQDA 1000C-2-85
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BASIC POSTURES OF MARGAMKALY

O 1. PRARAMBHA STANAM
BEGIMHUING POSTURE OF

N\, A GIOREOGRAPMIC
AN PATTEQWN.

2. ANTIMMA STANAM .

THE CONCLUBING om) LAST
OSTURE oF A
( CRORECGRAPHIC PATTERQM .

2
,,
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The knees are placed 45° to the centre which enables bhen
to sit in a comfortable way. The right hand is placed in
front of the chest in Ardhachandra hasta (half moon)
keeping the palm facing outward. The left hand is held to
the left side to the shoulder level. At the end of every
Kalasam the dancer executes this posture° Whatever be the
choreographic composition the Beginning (Prarambha) and
the Concluding (Anthima) postures are always the same

in all places.

ARANGETRAM:

After a period of learning which is minimum three
months , a student performs in the public. The parents
and relations of the boy take great pride in making the
function a grand one., Usually an expensive gift is given
to the Eéan, it may var& from a Dhoti to a gold ring.
Otherwise the. gift giﬁen by students is as per their wishes

and capacity.

PAGODCA 10000 2-gh

-~

e+ et e e e et s e et




1352

MODE OF PERFORMANCE:

The performance of MErgamka}i usually takes place
during the celebration of marriage or Church festivals.
At times it is also performed on special occasions like
Christening day of a baby in the family etc. The venue of
the performence is in the court-yard of the Church or in
the Pantal of the wedding party. At a prescribed tine
Isin comes along with the young Margamksli dancers to the
house of the ﬁedding party. He is given a traditional

warm welcome by the head of the family. Then the preparation

for the dance begins.

In the centre of the performing place the traditional
lamp’wi;h 12 wiéks is placed by the head of the family or
a respectable person on a stool or arraised small platform.
The Xs3n comes forward and- lights the 12 wicks of the
traditional lsmp and stands by the Sidé of the burning

lamp. At this each Margamkali dancer comes forward,

touches the flames of the traditional lamp and touches with

PAGODA 16409-2.85
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same hands his own chest and forehead. After this he goes
and touches the Teet of bthe Asan ( 5 ) and the Guru
blesses him placing his hand on the head of the disciple.
Now all the 112 dancers and Guru in the centre get ready

for the performance.

TANDANAGITAL :

As usual the performance starts with the Vandsnagitam
or invocation song. The As3n recites bthe lines and the
dancers repeat the same in chorus. Here all of them stand
in 2 circle facing the lamp in the centre ( 6 ). After
the first stanza , they start clapping the hands..In some
places like Chamakala they stand in the same place and in
other places like Eravalmangalam they walk in rhythm
towards the righit, keeping circle formation around the

lamp ( 7 ). With a Kalasam the Vandanag{bam is concluded,

After the Vandanagitam, the performers again stand

in the Prarambha Stana and begin the next stanza.

AN

N

S

PAGODE T0L00-2.85




e s e tu maris % mmwta 2= 6 &4 = s o et ———t ks %« e e & mchmwm ks W (= ke Seabms s = shmesm o v % cv e n
-

134

The choreogrgphy will defer from stanza to stanza and from
teacher to teacher, but the style and format remains the
séme.ﬁThe Kéén‘while composing, uses the basic 5 steps
according to his imagination and vision. The stanzas are
usually swng in three speed (Kalam) pattern using the

same choreography and steps. Normally the choreography
begins with the first step ( 8 )'(thinthaka thintha tai)

-
and is continued as per the composition of each 4san(9,10,11)

MANGATAL ¢

The last song is usually sung by standing in folded
hands arouﬁd the 1it lamp. The text is normally about the
particular Church where the dance takes place. After this
each dancer touches the flame and fect of the Asin end
pays homege to both. The whole performance is concluded

in a devotional spirit.

In Margamkali performance there are only 12 performers

denoting the twelve Apostles of Christ,. Tﬁe flame having

FAGODA 10000-2.85
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12 wicks also spells out the same idea. The Isan is to
be considersd as the representative of Christ. The lamp
1it in the centre is like a pivot holding the 12 together
and 12 performers dance in ths circle drawing strength
from Jesus! the lamp., Whatever movements or steps these
dancers perform, their eyes are always directed @owards

'

the lamp.

CHOREOGRAPHIC PATTERNS:

The basic choreography is developed around the
circle formabion. The lamp in the centre is kept as the
connecting point for all the dancers. They never show
their back to tﬁe lamp. When they Jjump, which is very
common and frequent, they always land on the ground facing
the lamp. A few striking choreographic patterns can be
observed in the line-drawings given in the adjoining pages.
MUSIG:

Margamka%i music has a special characteristic of its

own. A well-known folklorist of Xerala Dr.Chummar Choondal

PAGODA 10000-2-85
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LUHOREQGRAPMIC PATTERMNE OF MARGAMKALS .
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(18) Margamkali Pattu was composed in popular

writes:

metric pattern namely Kakali, Unskakali, Misrakadkali etc.

But the composition of the songs do not strictly conform
to the rules of these metrical patterns'". Further he says
" the music of Mﬁrgamka%i songs is akin to that of the
qhanting of Syrian liturgy. o musical instruments were
used for providing accompaniment; The mode of chanting
Syriac liturgy was adapted to Mérgamka%i songs presumably

because the songs were rendered by the Syrian Church choirs".

The melodies are composed in three to four notes only.
According to Prof.c.V.Chandrasekhar(17), it resembles the
nusic of Samagana style or Sama chanting of the South,

It is also very close to the music of the ZToda tribes of
Nilgiris (Tamilnadu), a tribe which still keeps its
ancient art-forms and customs, Dr.Jécob Vellian<18>is of
the opinion that "the spirit and melody of Mérgamka%i,
basically is in Dravidian tunes with a touch of Syrian

chants. The initial and concluding invocation for divine

~
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help separately in these songs also suggest its close
resemblance to Vedic chants'. In the recent years new
trends of music and songs have crept into the Margamkali

dance style. The music such as Vancippattu has been

introduced in the villages of Hallussery, Onamthuruthu etc.

At times the Mangalagenam is also sung in the Kummi

style. (19)

LYRICS:

e 2

It?is said that lyrics originally might have been
composed in Syriac language and later translated into
Malayalam. This is possible because the St.Thomas Christians
had Syriac as their liturgical language and M’érgaﬁzka%.i is
very much connected with their spiritual father §t.Thomas
and their faith. It is also possible since the Christians

of that time adapted to the local culbture and cusbons,

like having Pancavadyam for the Church and other

celebrations etvc, the Margamkali Pathu must have been
e

o "

originally composed in Malayalam itself. Whatever be the

PAGODA 1000CC-2-8F
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case, the present day song has many S3yriac liturgical
words like Sliha (Cross) ,Malakha (angel),Mahosa (city)
MamodiIsa(baptism) ,Maran (Iord), Miéha(Jesus) etc.

However, Persian and Portuguese woris are not seen in the
text., Interestingly , bthere are many peculiar words and
its usage has been utilised effectively in the bGexlt of

the largamkali song. " Those wordé might possibly have been
borrowed from the Tamil language because Margamka}i has
close affinity with The Cindu kind of song composition,

which was popular in Tamil language during the period”.Cgo)

DRESS:

The dress used for the Margamka%i is very simple. In
the olden days they had only two white pieces of clothes
on their body. ygggg is long piece of white cloth tied
around the waist. They tie it in such a way that inspite
of vigourous and fast movements it remains as if it is a
stiched costume. Tortt is a long white towel tied %o their

head. Usually there 1is a scapular or & cross worn around

PAGODA 10000 2.85%
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the neck. These days many of them have introduced sleeveless

baniyans in addition to the above mentioned dress.

EXPONENTS :

—— _’— - —
Most of bthe Margamkali Asans are from the Knanaya

Christian community. The art-form is also mainly practised
by them. Till recently, Mﬁrgamka%i troupes ‘were found in
places such as ﬁottayaﬁ, Changanacherry, Thodupuzha,

Vaikkom, Shertallai, Thiruvalla etc. At présent, performances
are conducted in the villages of Kottayam %istrict, like
Kaduthuruthy, Uzhavur, Chungam, Neendur, Oéamthuruthu,
Udayamperur ebtc. In the district of Alleppey, places like

Kennamali, Chellanam, Pallithodu, Thaikkel, Mararikulam,
i .

Xalavur, Chambakkulam etc. have the performance.

-'—
During the field-work some of the Asans who are
actively involved in training the youngsters were interviewed

and their work was observed. Marangattil Thomman ILukko of

Kovamallur , aged 72 years gives btraining in Margamkali

at various places like Chamakala ( 12 ),Arunncottimangalam,

PAGODA 10000-2-85
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{ Cherpunkal and Kumaron. He is considersd to be one of the

foremost veterans in this above-mentioned art-ficid. He
a-'—

learnt under Indumoothil Kutty Asan and Indumoothil

Kocheppu Asan from Manjoor. ILukko Asan has regular Kalari

at Onamthuruthu under the auspices of St.3tephen's

N
Yuvajana Samajam. P.J.Joseph Asan from Chamakal assists

-t -t
Lukko Asan with his singing. P.J.Joseph Asan who learnt
from Mathai Mudiparambil from Neendur is one of the few

expert singers of Puratana FPattukal .

Thomman Uthuppu Vattothuparambil (13) from Xaduthuruthy

also has many students. During the field work he was

found teaching small children (14). He is the first one

to introduce lady~performers into Mérgamka}i. In Moolamatton
he has a troupe of girls who learn from him. Rev.Tharackal
from Neendur and Francis Placky from Kothamangalsm are

his disciples , who teach Margamkali in their respective
areas. Uthuppu sin also learnt from Indumoothil Kochepu

-t .
4san and Indumoothil Kutty Asan from Manjoor.

\

~
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Kuruvilla Erigattuparambil (15) from Eravaimengalam,

learnt Mérgamka}i from Mathai Poothekary from llanjoor,

one of the disciples of Indumoothil Kutty Es@n from

Manjoor and Thadipuzha Thoma from Kallala., Kuruvilla Zs3n

is assisted by M.J. Joseph Manimalapuram from Eravaimangalam.
St.Mary's Margamka%i Yogan (troupe) is a performing troupe

sponsored by the Eravaimangalam church.

There are some more As3ns who also give regular
training, namely Thaiparambil Kuttappan Zsan from
Mallussery, Valia Puthanpurayil Chummar from Neendur and
a few more who are not very well known. At present one
finds youngsters taking a lot of interest in learning this
art-form. The old is3ns are very keen on popularising
MQrgamké}i and handing over their experience and knowledge
to the youngsters' generation. This trend is to a great

extent supported by the Kottayam Bishop Kunnassery and

the Knandya Community of Christians.
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REFERENCES

1. Before the coming of the Portuguese to Kerala
there were tﬁo traditions regarding the growth and
development of Christiantity in Kerala.i) The Apostolic
tradition of St.Thomas Christians. In the year 52 A.D.
St.Thomas came to Malyankara near Granggnore in Kersla,
preached to the natives and converted many people.
These were called Va?akkumbhégam or Northists because

their settlement was in the north of the city.

ii) Colonial tradition of Thomas Cana. In the year 345 A.D

Thomas of Cana, a merchant from Jerusalem came with 72
families, a few priests, deacons and a certain Bishop
Joseph of Urha and settled down in the Southern part of
Cranganore city and they were rightly called Southists
’or Tekkumbhegam in vernacular. However, both were called
St.Thomés Christians. At present Mgrgamka%i is mostly
performed by the Knanaya Syrian Christisns who belong

to the Kottayam Diocese,
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8.
9.

10,

Vasco da Gama left Lisbon on 7th June 1497 and after
his voyage around Cape of Good Hope landed at Kapad
near Calicut on the Malabar coast on the 14th May 1498,
Information gathered from one of the Margamka}i Ké&ns‘
(teacher) Thomman Uthuppu, Vattothuparambil, Neegpdér

A

Post, Kaduthuruthy, Kottayam.

/

For details A.W.Mundadan. Traditions of the Apostle

of St.Thomas (Bamgalore: 1970) pp. 60-61

sans

Chummar Choondal, Studies in FolkloPe of EKerala
(College Book House, Trivgndrum,ﬂé‘:;s_); oo —:5\?8-5-59

For particuiars refer: Ohumggr’%ﬁ;ondal, Chrﬁstian
Folk Songs , Kerala Folklore‘Academy, (Trgchur 1981)

page49.

Christian Heritage of Kerala] Edited by K.John

Pub.George Veliparambil, (Cochin 1981) pp-80-81

Ibid , p.1 |

Ibid, p.111

For particulars refer: Mathew Cherusseril;Kaduthuruthy

Valiyapalli,Knanayarute Matrudevalayam , ( Kottayam
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1982) p.
11. Ibid, page 61

12. Ope.cit. Christian Heritage of Kerals, page 80

13 . For particulars refer Chummar Choondal, Studies in

FPolklore of Kerala , page 55

14, Thomas Makil, Margamkali, Tiruhpdaya Masika, December

Special Number, Kottayam 1953

15. Chummar Choondal, Christian Folk Songs, Pub.Kerals

Polklore Academy (Trichur,1983) pp.45-48

16. Op.cit. Studies in Folklore of Kerala ,pp.55=54

17. Prof.C.V.Chandrasekhar, at pregent is the Dean of
the Faculty of Performing Arts and Head of the Dept.
of Daﬁce, W.3.University. He is well-versed both in
Carnatic and Hindustanl Music.

18. Dr.Jacob Vellian is a professog of Liturgy and Husic,
St.Thomas Pontifical Institute for Oriental Studies,
Kottayam.

19, For particulars: Chummar Choondal, Margamkali ,
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(Kottayam 1973) pp.49-56

20, Op.cit. Studies in Folklore of Kerala, p.53

LIST OF PEOPLE INTERVIEWED OR CONSULTED

INSTITULTE AFFILIATIONS ARE TINDICATED WHERY RELEVANT

Name Place Role/Designation

i —— s .

1.Thomman TLukka Marangattil ‘Neendur Asan
2.Kuttiyisan Enthummothil " "
5.Joseph P.T.Palathadathil Manjoor "
4.Kuruvilla Erikattuprambil Eravaimangalam n
5.0useph Joseph Manimalapurathu " * "

i

6. Thomman Uthuppu Vattothuprambil Kaduthuruthy "

7.Dr.Jacob Vellian Kotbayam . Professor
(Musicologist)
8.Dr.Chummar Choondal - Trichur Secretary,

Kerala Folklore
Acadenmy,

Eminent Polk-

lorist and
regearch

Scholar.

N ._ y

W SR VO
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1
b) PARISUMUTTUKALI:

The meaning of Pariéumu??uka}i can be derived by
analysing the word itself which is the combination of
three words: Pariéu = Sword, mu??u = Shield and ka}i =
Play (dance). This is one of the folk-dances of Kerala,
martial in nature and is performed by skillful menipulations
of sword and shield by the dancers. During the performance
one can see the striking of‘swords and shields against
each other by the players. Each dancer is skilled in the
use of the sword and shield , keeping to the tune‘of song
and rhythmic movements in different patterns and forms.

The main principle is attack and defence by bthe dancers,

Kerala, a land known for its diverse cultural forms,
also offers a4 wide variety in the martial arts. These
dance~forms are common among all the}three main religious
communities in Kerala, i.e. Hindus, Muslims and Christisns,

although called by different names.

v ' 3
Parisunuttukali of the Christians has a relation to

[ran—— o e L PO
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the "Kalari" and the martial arts of the other religious

<

communities of Kerala. Kalari has heen derived from the

e

4

3

e

anskrit fhalloriks, which means a military training

ground. " An institution which onee prevailed allvover
Kerala, is the Ka}ari which served the ma;tial needs of

the land in the early days, tfaining the y;uth in the

arts of defencé and offence through a courég of well-planned
and carefully regulated system of physical practices and

1

exercises®,

The impact of Ka%ari was " not only in the realm of
physical culture, its influence was equally strong on the
educational and religious aspects of social life in
Kerala, for every d3sam or locality had its Ralari and

every Kalari had associated with it a Pathasdla , or

school imparting primary education‘fo the bhoys and girls
of the locality. It is thus the Kalari , as an institution,

that has been ultimately responsible for the high literacy

of the people, a literacy which Kerala has maintained to
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this day. Not only is the Kalari a temple of learning,
it is also a temple of religious worship, with a culs
and ritual of its own, sacred to the Kalari Paradevata ,
as Bhagavati is known in her role as the guardian deity

(2)

presiding over every Kalari'.
L

Among the Hindu community there are many forms of

this martial art being practised, i.e. Velakali, Eontoti,

Kayyankali , Occirakali etc. However, " among the martial

plays Ké}gkg%; of Travancore stands prominent. Designed

to keep alive the practice of military tactics in times

of peace, Velakali now survives as a mock fight on
occasions of festivals in temples........ The fight staged
is the battle of Kurukshetra, between the Puandavas and

the Koura%as. 4% Trivandrum, during the Panguny festival,
Eéiégg%;kgggs assemble from varigﬁs taluks, and Vathur
Pannikker commands the battalion and leads the attack on

the Pandavas, who are represented by gigantic wooden

images erected for the occasion in front of Sri Padmanabha
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Swamy temple. The Pandavas being the victors, the Kouravas
at the end of the offensive , retreat in a stampede up

the temple steps. The players also give exhibitions of
single combats. Two of the young warriors step to the
front, and to the tune of music perform feats with the
swords and shield and display tﬁeir skill in fencing.

-They then retire and fall into 1:‘Lne° Another pair take

the fieid aﬁd go through similar exeréises. The performance
of FElaka}i is;repeated ever& day of the festival and
provides eitertainment to the crowds of sightseers and

(3)

wqrshipperé"e
. i {

Velakali is an attempt %0 synthesise the epic stories
* {

(Pandavas and Kouravas) with the martial arts of the
medieval period, commemorating the past stories of the

;
fighting heroes. It is also integrated with their religious
practices by .the very fac% that they perform it during

the temple feasts and in the temple premises enacting the

Mahabharata scenes where the good wins over the evil.
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Here, martial arts are not just limited to the physical*”“ﬁﬁﬂ

life of man but are taken into the spiritual realm as well.

KO?TO?I:

Ko?to§i is prevalent in the region of Travancore.
The play begins with the two parties staﬁding opposite
each other at a distance, ready for the fight. A4 player
from one party walks into the fighting arena with a small
ball and another player from the opposite party comes

into the arena to fight for the ball. When one of them is

defeated, another member from the defeated party challenges

the player who has the cbntrol of the ball. The party

which gains the ball last is declared ‘successful.

KAYYANKALT s

{ayyankali is performed just like Kontoti. However,
when the opponents come to the arena they come to blows.

Blows and counter blows, fists and counter-fists are the

mode of the fight. The elbow gserves as shield and the
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right arm as the weapon of attack.

OCCIRAKATT:

Occirskali is similar to Velakali with the difference
that there are two opposing parties fighting each other
with sword and shield. The three types of martial arts
mentioned above are mainly for exhibition of sill,
entertainment and social purposes, dbut Véluka}i is mainly

a religious art-form.

i

PARTCAKALT :

1

Paricaka}i is a folk-play entertaining in character,
found among ¢hé Mappilas of the Worthern part of Malabar.
Mapéilag are Muslims, " It is pléyed under the divechion
of a‘gurukkal or teacher who btrains the bqys in Ka}ari
in a covered shed‘erecﬁed for the pufgbse. The boys. ,
gaudily dressed, holding short staves of uniform length

in one hand, and small light red coloured straw board

shield in the other, move merrily round each striking the

PAGODA 1060D0-2.85




153 ,

staff against that of Dis neighbour, and soon tread a
lively measure with varying poses and movements of the
body, sﬁeadily accelerating the specd, while the preceptor
taking his stand in the centre of the group gives the
directions of the poses and movements in a sharp and loud
voice, ringing above the din of the clash of the sticks,
and'thé rhythmic noise of the beaéing of the shields.

Fach play lasts for almost half an hour.'A group of such
boys all of the same size in their uniform Kacca or loin
cloth secured by the leather belts, bare body and a red
kerchief tied over their sinll caps, with stick and shield
in their hands, make a striking display and a sight which
is most impressive. Though the training is always inside
the Ka%ari, performances are held outside and public shows
are commonly given on occaslons of festivities such as
marriage ceremonies within the comuunity, when the players

are engaged to give special displays". (%)

Historically, the martial arts of the Hindus existed
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in India long before it was incorporated into the life of
the Muslims and Christﬁahso :
, ]
PARISUMUTTUKALT OF THE CHRISTIANS:
® B L4 if
P . .
Among the Christians of Kerala , Parisumutiukali is

found in varied forms and styles in different communities

b '

and denominations with striking similarities and

i
B i

. ¥
peculiarities. During the recent field-work, Parisumuttukali
; , * " s
was found in three different Christian denominations and

!

communities, 1l.e. ‘
5 i

(5)

H y ‘ . N
i) Parisumuttukali of the Syrian Christians,

t ' o .
ii) Parvisumutbukali of the ITatin Christians and

t ! f ' { '
iii) Pavisumuttukali of the Orthodox Jacobibe Christians.

B ie o .

e b

In the féliéwing pagesiefforts have been made to regearch

. ‘ | I ’ '
and discuss!the Parisumuttukali of the Christians in
§ i i ?- s I
e . a ‘ : v
Kerala with{special reference to these communities.
. i . . : : .

¢
1

. o
PARISUMUTTUKALL OF THE SYRIAN CHRISTIANS: i

b LN

D o ! ‘ b ,
Historically Parisumuttukali of the FyriaL Christians

! L - ' :
hes been: the part and parcel of Margamkali.i It was learned

| ;

i
i
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and performed together with Margamkali in which the life
of St.Thomas in relation Lo his activities in Kerala and

finally his death was described in 14 Padas(stanzas).

In the stanzas (9th) where the arrest of St.Thomas and
his companion Avan was to be danced, bthey used sword and
shield to make %he dance very dramatic and effective.
However, at times Pariéumu??uka%i'was also danced for a
féw songs which narrated the consgtruction of a particular

church etc.

The famous granite c¢ross of Kaduthuruthy demonstrates
the existence of this art form among the Syrian Christians

¢ ~—
and its co-existence of Parisumuttukali with Margamkali.

There are 8 gildes for the basement of this cross. The dance
sculpture of Mﬁrgamka}i is on the left side as one [laces
the cross and the church in the back-ground. On the front
side of the basement, the ;arving of Pariéumut?uka%i (16)
is found. Four male figures in pairs are clearly seen

facing each other, holding swords and shields in their

s i e
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right and left hands respectively.

The origin, development, initiation ceremony of the
disciples, training system, anq mode of performance are
same as Mérgamkg&i . However, with regard to the technigue
and choreographic patterns there are a few peculiarities.
Some of the stéps are typically characteriétic of other

)
Parisumuttukali art-forms like that of the Jacobite Syrian

Christians and Latin Christians.

The ngi‘Irupu (one of the steps) of the Syrian
Christions is same as the Suji Covadu of the Jacobite
Christiens and Iatin Christians where the dancer leaps
into the air and lands on Murumagdi on the right leg and
stretches out the left leg holding sword and shield in a
defensive posture. The step Cadi Irupu is similar to
Irug§uc5§§am of the Jacobite Christians wherc the dancers
while sitting in Muruma?di, Jump in the same posture
towards and away from the traditional lamp which is placed

in the centre arouna which they dance.

e et e i e = 3 et am 4 e e o mra o e o~ ettt e m e
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CHORZOGRAPHY :

The sbeps and choreographic patterns described in
Mgrgamxa}i, are also found in Pariéumu??uka%i. Resides
these, there are a few gpeciflic patlerns which are peculiar
to this art-foru. Eg;;égﬁgg?ggggi usually starts by holding
the shield in the left hand extended btowards the centre
and the sword in a striking position above the head level
of the dancers. They move in a circle pattern arcund the
traditi;nal lamp (17). In the second phase they pair up
and strike their shields against each others (18). In the
third ophase defending themselves with the shield they
strike their swords against the opponents swords (19).
Then, performing a few vigorous steps and leaps in the
air, they move towards the centre in Murumandi (20) and
retreat in the standing posture with a slight bend at the

waist (21).

The movemenbts are very martial in nature, In

Margamkali , the movements are cldock-wise, but in
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]
Parisumuttukali one finds the movements both clock-wise
» O -

and anti-clockwise.

CHOREOQOGRAPHIC PATTERNS:

The basic choreographic patbern is the circle formation.

However, in the circle formabtion one can observe a few
peculiarities compared to Margamkali.

Creeper-like Movement in the Circle:

In bthis pattern six of the alternatbe dancers move
anti-clockw;se and the other six clockwise in a creeper-
like movement keeping the basic circle around the treditional
lamp as the basic line. The details of choreographic patterns

could he found at the end of this chapter. :

1
H
Normally Parisumuttukali is danced by 12 dancers as

LI @

in Mérgamkali . The position and movement of the twelve
dancers in a circle looks as if a big clock is placed on
the dancing floor. In this particular choreographic pattern

all the twelve dancers move to the centre and retreat to
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the basic circle around the traditional lamp. Thep they
nove one or two yards to the right and repeat the same
movement a number of times. This choreographic pattern

looks very impressive from an aerisl view.

i

Six Small Circles on the Basic Circle Patbern:

Cn the basic circle pattern the 12 dancers pair up
in twos and dance forming 6 small circles on the basic

-

circle pattern.

ii) PARISUMUTTUEALI OF THE LATIN CHRISTIANS:

In the 16th century A.D. Christianity in Kersla
witnessed different phases in its socio-cultural and
religious activities. Uptill {this time there were only
5t.Thomas Christians commonly known as Syrian Chrisbtians,
But with the invasion of the Portuguese ther:s came to be
a group called Latin Christians who probably were converted

from the Hindus or crossed over from the Syrian Christians.
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With the emergence of a new community of Christians, two

¢
main art-forms came into existence- Parisumuttukall and
LY L

Cavittunatakam . (thile the latter had a lot of Wesbern
cultural influence in its theme, technique and presenbation,
the former had little influence on bhe technique and

presentation. However, the themeswere mostly on the Saints

popular among the Portuguese.

L
Parisumuttukali has its roots in the martial traditions

L4 *

of Kerala. " The martial tradition has been predominant
among the Christian community too. The landlord and the
.
fuedal chieftains among them construct their Kalari, the
institution for physical training in their house premises
» - . » — -’—
and give systematic training to them. The Kalari Asan or

Gurukkal was invited from among the veteran families of

the art from Malabar", (6)

HISTORICAL BACK-GROULD:

L]
Parisumutbukalli has a history of 500 years though the
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exact year and the person responsible for its origin
cannot be definitely ascertained. It is possible that the
people who got converted to Christianity in the 15th

cenbury must have practised Kalarippayattu earlier. Then

they must have developed this art-form wibth the inclusion
of Christian themes, giving it a definite form. It is also
possible that the Syrian Christiang who crogsed ovor Lo
the Latin Church might have brought this art along with
them and adaptedkit to the themes of bthe popular Zaints

of the Portuguese.

B t
'Santiago! is the Patron saint of Parisumuttukali
of the Imatin Christians. Historically 'Santiago'(St.Jacob)
was the commander-in-chief of Tmperor Ghaflemagne° In 1662,

in the coastal area of Cochin a Church was coanstruched

-
)

in his honour. It was a custom among the Latin Christians

to go and worship him at the Church of ‘Santiszpo Puanyvavalan'.
' L33

St.Santiago is known t0 be a brave warrior and an excellent

1 '
gladiator. Parisumutbukali , the martial dance of sword

. e @
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and shield found a fitting patron saint in St.Santisgo

who is venerated even to this day, by the performers of
this art-form. Down through the centuries Pariéumu??uka%i
has been part and parcel of the church-feasts. Even to this

day on the church-feast, Parisumuttukali is perforned as

an of fering or Nercca.,

At present this art-Torm is prevalent among the
fisher-folk of Mundamveli, Soudi, Mannachery, which are
around Cochin, Arathunkal, Kattor, Mararikulam, Thumpoly

and many other places.

TRAINING:

The Eégn (teacher) of Pariéumu??uka%i imparts training
to the performers. On 2 prescribed day, peoble who want
to learn this art come to the house of the Eéﬁn. They
touch the feet of the san and offer him Daksina in the
form of money. The Kéaﬁ blesses the disciple and accepts
the dak§i?a. This is followed by the teaching of the

body exercises. The training lasts for at least three

®

PAGGDA [1000-2.88




-

165 -

months, and is usually given at night. Singing and dance-~
movements are btaught simultaneously. They have a variety
of steps and choreographic movements but do not learn
them with the technical names and terms. The script of the

songs is not written, but is handed down by oral tradition.

MODE OF PERFORMANCE:

H f
Though Parisumubttukali is a sword and shield dance

of the martial nature, it is deep-rooted in the religious

life of the ILatin Christians., It is an offering which is

an integrel part of their devotion and worship.

t ' -
Parisumuttukali starts with the Xavimulal, root of

» .

the poetry. This song is invariably on St.Santiago the

. !
brave warrior and patron saint of Parisumuttukali. It is

-

a praise offering to St.Santiago. The composition of the

song may differ from place to place but it will be describing

St.Santiago's life history and characteristics in brief.

i

During the field-work, a Kavimulal was sung by the
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Mundamveli Pariéumu??uka%i group, whose 1s3n is Robert
Anandan parambu, is given below;
" Pukazh perum Mundamveli
Sandyav pu??yé%a Tak thiku thai

(The devotees are in praise of St.Santiago of renowned

Mundamveli)
Tannu?éya namadheyam
Balanmar collunnippo-
Zl.akampai.;i citta vayil viladgitunnu
( Children praise your holy name, your name éhines, dwells
in their mouths)
Palvarna Kubtirayileri

Siluvai koti wvalicc

.

E?taQani% privanakun

SéndhyaVu pu§?y%la, taku thiky thai !
(you, beloved ton our\Lord, are seated on é white horse-
back holding a flag with a Cross as its emﬁlem)

Kutiraikku kati§janu

- - e !
Kalunalilum virasangal
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Muttu ratna kutapiti-

Ceezhunnellattu ".

(Your horse has reins and all the four legs have anklebs,

you ride under a pearl-decked umbrella)

In this Kavimulal the performers song tells that they
come from the village Mundamveli. They present this dance

in the name of S3t.Santiago.

¥hen they start Kavimulal all fhé dancers stand in
a circle, the Asin stands in the centre with the Elattg%am
(they eall it just t&%am) a big cymbal used to keep timing.
Dancers repeat what the Kéan sings and stand stationary
in & prayerful pose. Every line of the song is ended with

-‘*
Ta Ta Dhighitai. <hen sll the lines are sung Asan recites

]
the feollowing Sollukattu Dhit Ta Inta Thari kita Dhinata

Taita Dhigi tai, and himself initiates the movements.

Now all the dancers move in a circle with definite
choreographic patterns. They end the Kavimulal with the

. .
above Sollukattu .

N S

PAGODA 10500-2.85

e e et e

-



. 168 '

\_

R e 4 o o Rt 3 8 A s o Al ot in oo pmars e = s ae

§

.

After the initial Kavimﬁ}al R soﬁgs on St.Peter,
St.Sebastian and others are sung depending on the Church
feast to whicﬁ it is dedicated in the same style. When
they dance in the church-~ premises or at one spot they
dance in a circle. Here the Zsan will stand in'the cenbre
and while performing on the way to the shrine they dance

B

—'-:
in two lines and the Asan is between the two rows.

1
H

COSTUME
In the Cochin area all the dancers and the Asan wear
a red shirt and white ﬁggzg « In the Alleppey diocese,
dancers wear coloured shirts, baniyans and, shorts.
According to Robert Anandan Parambu a perférmer without
a red shirt is not allowed to dance. This éolour selection
1

must have been taken from the Latin liturgy, where red

vestments are used for Holy lMass on ‘the feast of a martyr.

i
s ' L3 » -
Parisunuttukali, being a martial dance, uses red as
LR J L
an appropriate symbolic colour, Each dancer has a sword

made of wood in Tthe right hand and a shield made of btin

PAGODA 10000-2-85



169

\_

plates in the left hand. There is no make-up used in the
performance. It is performed only by men. There is no
stage, the piace of performance is mostly the streets
leading to the shrines or churches, courtyard or the
church premises. The performance takes place any time of
the year. However, possibly due ﬁo the climatic conditions,

it is not performed between June and August.

' —
PARTSUMUTTURALL AS A NERCCA (OFFERING)

Yercca , in Malayalam language is an offering made
by the devotee to fulfill a vow made abt a cerbaln period
in his life. It is also called Vazhiné?u mainly by Hindus
and at times as Kanikka (offering) in gene;al. Many of the
songs also are composed by using words like Eégiggg. (an
example is givgn while discussing the theae)

1 i

H
These people consider Parisumuttukali as a form of
worship. During the pilgrimage to the shrine of a saint

they go dsncing on their way and pay homage to the particular
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saint at the shrine. Also during the Nercca (offering)

Coiy . Yo
ceremony Parisumuttukali is a part and papcel of the
whole rite. |
i
Whenever they perform for the Church no remuneration

)
! i

‘ H ' ' i, .
is accepted. Money collected on other occasions ig donated
i . i : 5

. o
to the church, after deducting their expenses. There is
. . H i s

1 { 4

H

}
i { H

| P oy |
also another custom among them. that if.a performer collects
' ’ . , ; . '
'i i { 2 {t i 1 ]! H
n‘ ) i 1 ! »> ' 1 -
a certain amount of money from his performances and gives
! . b ! Lo
1 i i

t0 the Church 'every ygar} According té Robert Anandan
L Lo ; ©
wle [0 ‘ LIPS .
Parsmbu Asan, in Mund%mvell at present a Parisumutbtukali
i . ! , .o R 3

'
i 5

performer gives rupees fifty as his contriﬁution to the
' | i o !
Church every year. Dance as a part oftthé religious worship

; P ;
P x

Yo, It has always
f i to

. | ! |
is nothing "new to thg Indian gpiritualit

b i
been one of the 16 Upacharis (ways of  worship) in the
: S i i

[
. % ‘e . i ' Fy.
divine rite of worship. . !

'
i
£
:

1

¢
s
!
i.
'
{
H i

t . .
Parisumuttukali is performed on various occasions

such as:

During pilgrimage,
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Church festivals,
Offering cersesmonies,
Marriage festivals. It is also performed in the family

circle purely for entertainment.

DURING THE PILGRIMAGE:

L]

During the pilgrimage bto any particular shrine of a
Saint which is normally done after Easter, people visit
a shrine accompanied by the Pariéumﬁt?uka}i performers.,
On their way they sing pilgrim songs on various Christisn
themes and dznce their way to the shrine., The usual
practice is to go in two lines with the Kéan between the
two rows. On their way to the shrine different families
invite them to perform, in front of their house. So,
short performances of Pariéumu??uka%i take place in the

-

courtyard of the person who has invitedthem , who in
return gives them some donations. Such performances are

considered to be ausﬁicious by the people. The pilgrims

thus dance their way to the shrine and moke' their offering

{
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at the shrine both in'kind and in the form; of dance.

H % i , i

N

The Churches around the coastal‘Cooﬁih area do have
. i

!
. . ' i I !
Parisumuttukali during the festivals. Iblis during this

, I
] I

, __' ! |
time that many people make offerings (Nerc¢a). Parisumuttukali
. i R \ LI -
P ‘ |
is invariably include? in the Nercca (Offering ceremony).

' 1 |

The offerings are done either o fulfill alvow or bo ask
| I ‘

§ '
. y [ ] I
for a favour from a pgrticular saint. The Parisumuttukali
performers are engage& by the offering pérty who accompany
them from their houses to the Church in a ceremonial
i .

procession in the following order. Right in the front

Centa mela inclusive of Kombu, Elattalam , rows of

children holding the church flags, devotees in two rows,
' ; x
Parisumuttukali performers, the band-party followed by the

relations of the offering party and a decorated elephant.

r

On the back of the eléphant the offéfings are kept under

the Muttukutai (coloured umbrella with pearls)

When the procession reaches the Church-compound, the

. .
Parisumuttukali performers dance in front of the Church.
. & L | H
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The offering is done and after that the dance-troupe
disperses. At this time songs are mostly sung on bhe
particular saint to whom the offering is made. lany &

- —"" - »
time ex-tempore songs are composed by the aAsan including

the name of the family making offerings.

Offerings are also made during other times of the
year in the similar manner. For example when thers is a
sickness, famine, floods or any other calamity, cerbtain
villages or particular families make the offerings where

H
Parisumuttukali is included.

® . »

During the marriage feastaz, the marriage porty invites

¥
Parisumuttukali groups to perform in their courtyard.
o s &

Here, they start with relgious songs, at the same time

include other songs on social themes. An example is given

. ?
while discussing the themes of Parisumuttukali. Robert

» 0

1
Anandan Parambu also mentioned that Farisumubtukali is

.

performed at a family gathering for entertainmentb.

+

PAGQDA 100040-2-85




174

-

e et s vt s onnean s s+ v s et cor

'

CHOREOGRAPHIC PATTERNS OF PARTSUMUTTURALL:

The choreographic patterns are very similar to the

]
other forms of Parisumuttukali and Kalarippayattu of

LK o

Kerala, However, a few interesting patterns are given

below. There are two basic principles on which the whole

(&)

choreographic patterns are forméd.

i) Circle

ii) Two parallel lines.

¢

Dancing in a circle has been the most common phenomenon
: 1
anmong most of the folk-dances of India. In;Parisumuttukali
too the circle is very important. However, there are many
v {

patterns formed in the circle itself. A few striking

examples can be observed in the given linerdrawings°<B>

I . ] ’
Asan and Parisumuttukali dancers stand with their

;} o8 o

legs apart as shown in the photOgraéh (22), The¥y gradually
1ift their left leg waving the shield and?keeping the
sword behind their head ready to strike (23). With a big

leap in the air, they move to the right (24, 25). With the
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CHOREOGRAPHIC PAT TERRMS OF THE
PARISUMUTTUK ALI OF THE LATIN
CHRISTIAN

B Basic Principles on which the Choreogmph?o
patterns are pormed

i ,/’ \\
i. Circle : \
i
\\\ /,
\\ ,//
i.Two parallel lines |
| i
{ J
' J
* |
‘ !
‘ |
| |
- ’g‘“ ~ -
8. Choreodraphic pattern ¥ A
inthe circle pormation ; \

\

N i
Asan = o
)
--- Basic circle pattern /

& Parisumuttukali c(ancet"sﬁh\\ Ao

move to ‘x':h&e?r night presembling ¥~
a wheel in motion



e e e

recitation of the éolluka?tu by the isan the choreographic
movement is changed. They pair into two and move in the
pattern given below and strike (26) their swords against
the others.cc) Each dancer makes 2 circle touching on one
point with the other where they strike each other's sword

resulting in the shape ® O resembling a flower.

In the following pattern they form the sketch of a
star. The move in two parallel lines in opposite directions
forming the movement depicted in the line~#rawingso(D>
In another pattern they move in small circies which
connect with the main circle.,éhe Is8n stands like a pivot
of the main circle. While doing this they keep their right
knee on the gfound.(E)This step is common aﬁong the
Pariéumu??uka%i players of Cochin area whoicome mainly
from the fisher-folk. The latbter daﬁée on very sandy places(27).

}
Then they sit in Murumendi and move towards the Rsan (28).

—'_ '
When they reach very close to Asan, they jump back and

f
sit in a difficult but typical Parisumuttukali pose (29)

\_ | | J
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Z.i.Dancers pair m two's

fg2 Dancers / \
--. Basic circle ‘pa't%er’n

/
Asan 2‘?\ g

. Then they move in the pormation
given here below

O

‘This second stadeors the Choreodraphic
pattern resembles a flower

2% Dancers {9

N
&3 Movements og asingle |

| .
G
! (2) !
!

pair of dancers .
--- Basic circle pa’tf;er‘n C§)

e S
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is the movments
of the Parisumuttu-
kRali dancers inthe
opposite directions

porming the Innep /

and outer line of
the star cskefch)

£ O

AS@.U // ‘ \

Basic cirle
pattern Q (®) Q
movementsopa

a 4 \
single pair op the \
Dancers
In this choreographic pattern the
movement fs done in the maximum speed
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|
§
t

\

and rise on the left ley (30).Each Asan doesg his own chorcography

according to his own artistic vision.

CHOREQGRAPHIC PATTERNS IN TWO PARALIEL TLINES:

This choreographic pattern is very important and commonly

used by the Parloumuutuaall dancers of the Latin Christians.

It is used extensively in the dance during the pilgrimage or

—ta
religious procession. The basic pattern is the same, the Asan

)

stands between the two lines.of dancers. A few more examples

are given which are very interesting in their formation

L (&)

MOVEenen<v,.

PARIéUMU@?UKA%I_ﬁQﬁGS OF THXL Lé@;ﬁ CHRISTIANS:

Songs of the Latin Christian Pariéumu??uka%i help one bo
differentiate it from the other forms of Pariéumu??uka%i
existing among the other Christian communities. The songs of
the Latin Christians are mainly on the sainbs who are popular
in the Latin Church and liturgy. There are many songs composed

on the saints like S36.Santiago, 3St.Anthony, 3t.George,

St.Augustine, St.Sebastian, St.Peter, lother Kary ebc.

A song sung in praise of 3t.Peter, was collected during
the field-work, is given below: ,

Nai thanai thana thinthinnai nai thanathinthinnai
Thanai thana thinthinnai nai thanathinthinnai thenai
Parganil pala kutumbai vinikalal patariyakamatu melinju

’ vazhunitum
Papikalkkati karuna ceybtitum ubttaman Patarosiliha

e e e et b ottt e s . s et o vt i <t v . bt 2 ot e aretrenmo bt maemtresntn 3 5 @2 s e o N - o
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F -
. Choreodgraphic pattern
in two parallel lines

Agan

& Parisumuttukali pancers

4 a
--- Basic Lme

Asan
& Dancers

--— Basic lines
U Choreographic battern

BT TET THe TH M

ps B
©
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iééTheg also move ina Rectanglar as sketched
below

@ A 8
2
The whole rectangular ] ‘
, &
moves ahead as one block Q
with the Asan in the centre. i
2
£ 2 8

G,

tMovement in the zigzag pattern

4 R
The dancers move to the . X 7 g
centre as indicated inthe P
sketch, strike the sword & s
against the other and come R 7
 back to thelr own oridinal line P }%‘:\
Asan | Q,// \‘\\%
& Dancers \\\
«$ striking the sword o & L
---- Movements ofthe daners onthe ﬁi’i’ \::3
left side \\.x,»’/
— Basic Lines ST
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In another choreographic pattern the
dancer promone basic line goes to the other
basic line and comes to the orldmal However
when he réches the centre he strikes against
fhe sword of The opposite basic Line dancer

~ "
S~ -
—— ./
? ~ -
o
o
o"’ ~
- ~
- ~
% .- ~ L
<
e\ -
c\. -
T~ -
\\A g
- ~e
- ™ e
- \c\

B 7 ~ 4
< .-
~ - L

—~ o =
~— -
by o
° ~—
- —
- ~
~
% - - S~
~
< >
-
~— -
s —
™
“~ P
— -~
- (2~
.
— o
g - '\¢

Asan
£ Dahcers

---- Movement of the daneers onthe Lept side

----- Movement of the dancers on the Right side
& Strikring the sword

— Basic lLine
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(Thana thinthinnai thansi......)
Arttanar tan cittamatupol bhakbtiyubane mukti tannil
Satya prabhayotu vanitum uttaman Patarosiliha

(Thana thinthinnai thana...)

The song on the saint does not give an elaborate life

history or characteristics of the saint. It covers briefly

*

the life sketch of the saint and includes a‘prayer to him.

The songs are combined with éolluka??us in the same time.
Sometimes only the Kéan gings the song and others repeat the
éolluka??u (refef the song on St.Peter). They also sing to
Mother Mary in a very devotional way, imploring her for help
and praying to her,

Oh nangal ranikkayum kontu (thak di dhai)

Nangalita varunneram thavade

Kanikka matsve nangal kanikkayum kontu (thaku di dhai)
pai

Kanikkayum kontu hangalita varunneram thavade

Anpulla metave enne kattubunakkene (tFhakudidhai)
- 1 - -

Valappillerute silavum nanunakkan, thavde

Konikka matave nangal . kanikkayum kontu (thakudidhai)

Kanikkayum kontu nangalita varunneram thavade
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Nanmaniranjole karunya matave (thakudidhai)

- |
Nangalil varunna tebttu ksenmikkaname, thavde'
Kznikka matave nangal kanikksyum kontu (thakudidhai)

9 .

Kanikkayum kontu nangalita varunneram , thavde
* 0 L]

There are also sougs Jdescribing nature and social themes

1

sung on the occasions of marriage feasts and social functions.

i
Below a song describes the Jasmine flowers and bthe garland-

maker. This was also collected during the field-work sbudy
concluded in and around Cochin.

Mullappuvum ciuti kalikkunna valare
Enikkoru malakku pU taramo (Ghakudidhai)
Mullattatam kori mulla n3ttikontu

do Nl
Mulla vi?arumpol éﬁ faram nan
Mullappuvum cubi kalik%unna valare
Enikkoru malakku pu taﬁ&mo
Pappayuranga??e ummayu?anga??e
Ninakkoru malakku pi btaram nan i
Mullapuvum cuti k%likkunna valars
Inikkoru malakku ﬁﬁ taramo
Mullattatam kori mulla natti kontu
Mulla vitarumpol ﬁﬁ taram nan

{
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Mullapuvum cuti kaliklunna valare
Enikkoru malakku pu taramo

Unjal korttukontafigati cennappol

Migatippilleri pu codicce,

-t
It is also reliably learnt from Asan Robert Anandsn

t
Parambu of Mundamveli that on certain occasions , these

[

Pariéumuttukali troupes perform for political party processions
oo o
too. However, he made it clear -that under no circumstances do
they sing Christian themes on these occasions. lNost of the
prerfermars among the Latin Christians of the above discussed
dance-form belong bo fisher-folk. Hence words and expressions
typical of this community do occur quibte freqgueunbtly in Sheir
songs (reler to the songs mentioned earlier). Many of the
words they use in their songs are uprooted from , or the

origin can be traced to the Tamil language, i.e.Pukazh=praise,

renowned, Sollum= say, Siluvai=Cross, Antavan ={of

$
The Parisumuttukali of the Latin Christians is unique
g - .

in many ways especially in themes and occasions of its
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performé%ce; Though the dance ~-form haé been, there'for a few
‘ ?:;; § ;3 3,
centurié%, it;is hardly ?ecognized anq knpwp outside their
A P ' o o
! o ' b Lo :
own small territory. They clearly state that they have very
§§ :§ i, :

little supporu and encouragement from ! the Church authorltles.

| i o ! ; r

It is an

t
H

art-form Wheré many traditions 1ike Kalarippayattu,
bt
I } f i |

the anc1ent martlal art of Ke?ala, the stcr;es fr?g the life
of'Salﬁt%, %ééditlonél f?lk—musiciof %eraiajand t%é worship
aspects ?f @aécg from th% Indian spir%tua;i%y havé%ﬁeen all
crystallised to’ form Pargéumuttukall ; | .
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111) PARTDUMU”TUKALI OF THE ORT&ODOX JACOBITE CHRIQTIANS:

1 | ,

Lo | ' b ': f
' E{ i \ l Eo
Parlsumuttukall among the Orthodox Jacoblte
| oy f g
is|of & recant orlgln.,Shrl Uathan Kurian (7)9 commonly

‘f

H ‘ l / ( | v {
H i i { i {

; H [ ) 1

known as Pagpi isén says that the ParlsmnuttukallfWthh

| °[ '

L ; : { ’ M i

! e at present can be traced back to the Parlsumuttukall

i ; | .o
1, ‘ l ! : § }’ i 1“
prevalént a?ong the Muslﬁms in the late 19th century and
| | - |
| | !
in the ! beglnnlng of the 20th century°
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|
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The father of Parlsumuttukali of the Orthodox Jacobite
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Christians is Shri Vailatte Marcose, who was an expert in

t
Muslim Parisumubttukali and Arabic language. Vailatbe larcose

o0 [ 3

1 -
writes in his book 'Parisumuttukalil Patbu'cS) that 'when

) o

music and literature were getting equal imporbamce in the
religious stories and ideas some of his friends requested
him to compose songs on Christian themes Vo suit the existing

H
style of Muslim Parisumuttukali'.

e s ©

lloved by the request of the people and their need for
an art-form Vailatte Marcose started composing sonss on
Bible themes to suiﬁ the Pariéumu??uka}i of bthe Orthodox
Jacobite Christiang to which he gave a definite shape and

]
form., Marcose himself writes in his book Parisumubbukali

. . &

Pg??u ( Pariéumu??uka%i songs) that T,.P.Narayana Pillai was
the first one to attempt composing in this line. Bobh of
them have writben many songs on the Bible themes, a few of
them which were collected during the field-work are given

at a later stage of this chapter.

Though T.P.Narayana Pillai wrote many songs, it is

T et gt it e 8w e awa e svenmmeemvese hen = - aaa we mme o ee o ee 4+ e s mems o e e w -
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Vailatte Marcose from Ericad, Futuppally, Kottayam Dist.
who taughﬁ this art-form to his fellow Christians. Marcose
had many disciples, %o nane a few are Kuzhimattam Vattamala
Kunjappa, Vakathanam Othara Kunjunju ete. Othara Kunjunju
taught in Kurichi to Ambalakadavat Papan and Cheruveely
Kunju, and from these above two Mathan Kurian, Mathan Mani
and Kurian Kuriakose, all three brothers learnt the above
mentioned art-form whom I met during the field-work and had
an opportunity to discuss the technicalities concerning this
art-form. These three brothers also were fortunate enough

to learn at a later stage from Vailatte Marcose, the pioneer

of this art-form.

]

At present this arbt-form is dying out. However, lathan
Mani and Kurian Kuriakose gtill have a few students. In
Neelimangalam they have 13% disciplé% and in Arpukara,

Kottayam 12 discivles. No other Guru of this arb-form could

be +traced.
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TECHNILUE AND TRAINING:

¥
Like the other martial arts of Kerala, Parisumutbukali
of Orthodox Jacobite Christians has a syshematic and rigorous

training in bthe line of Kalaripvayattu . Kalari is a thatched

»

house set aside for giving training to Lhe discinles and for
practising this art-form. At present one doesn't find these

traditional Xalaris but the training is given in the courtyard

-

.

of the Guru's house or in an appropriate hall.

ACCEPTING THE DISCIPLES:

[

On a prescribed and auspicilous day chosen by bthe Guru
the disciples are accepted by him into his fold for training.
They have an interesting initiation ceremony. The disciples

come in a line 5o the Guru. The Guru shteuds facing the East

with his Dhoti clad to the ankle. There is a lamp kept burning

near the Guru. The disciples come with the Daksina (offering)
s

which includes three beetle-leaves, one arocanut and other

taings with a small amount of money( in the olden days it

used to be a four anna coin). They bring the Daksina in open

&

PAGT OO0 10000-2-0h



palms (Pushpaputa Hasta) while facing the Guru the disciple
folds his hands (AnJjali Hasta) pays respects first to the
light, then to the Kéan (Guru) and gives the Deksina to him,
Once the Guru receives the Dak§ina the' disciple touches the
feet of the Eéﬁn( Guru) with both his hands and with the same
palms touches his own forehead and chest, the Guru holding
the Dakfina in the left hand blesses the disciple with his
fight hand placing it over the head of the disciple. aAfter
this the disciple goes to the right side of the Guru facing

the east. With this initiation ceremony the training begins.

The Training period is from three months tothree years.
The training is given either in the evening oé late at night.
There are many basic body exercises to be learnt and practised
as it is in phe Ka}arippayattu of Kerala, after which there

EA

are a few characteristic steps of the Orthodox Jacobite

t
Christian Parisumuttukali to be mastered by the students.

.S o

BASIC STEPS:

(i) Prarambha Cuvatu (Beginning Step) Here the studensk

N
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learns the basic rhythm pitbern where simple body movements,
swinging the body from right to the left and simultaneously
stamping the right and left foob. (31) ‘.‘milel practising this

1
step an '8' beat sollukattw is used.

1. 2 5 4
Ta Inda Dharikita  Dhigita
- - -
5 6 7 , 8
Tai Ita Dhigita Tai
(o) - (o) -

(ii) Opnam Cuvatu : This is the first sbtep they use in their

4
performance. Interestingly it is set to 7 beat count ( Ta

2 3 .4 1 2 3

ka Dhi mi Pa ki ta Y. On the beat 3 and 4 and also
6 and 7 the feet will be in EBamapads as shown in the
diagram (+1). On the first snd fifth the dancer goes ahead

towards bthe centre facing the sacred lamp. (32)

(iii) Ranbam Cuvatu; This is seme as the first but the dancer

-

goes ahead by the side as indicated in the sketeh (+2) and
photogravh (33).

(iv) Hunnam Cuvatu: This step is also set to a seven beat

rhythm but the dancer goes to the side rather than going

PAGODS 1{O0u0 .88

i
;
o e n o




192

BASIC STEPS OF THE PARISUMUTTUKALL OF
JALOBITE CHRISTIANS

+4. ONNAM CHAVIDU

i,§ = MOVEMENT TOWARDS
THE CENTIR.

O . BOTH FEET 1M
SAMAPADA

2 ; STRIKING THE
FooT OW THE

Bisic CIRCLE
PATTERN . '

+2. RANDAM CHAVIDY -

SIDEWAYS
§ 5 = MOVEMENT To THE

CERTER

() - morn reeT i
SAMAPADA .

@ . STRIAUNG TUF
CoeT ond THE
BASIC ciRCLE
PATTER AN .
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£3. MOONNAM CHAUDY

1,4,5 . sTRUNG
THE FEET o

RASIC CWRCLE
PATTERA .

(O -eou FeeT |
on THE ciRCLE §

PATTERN
SAMAPADA .

+ 4. CRUZHINIATTIAM

1,2,8 2:STRUING THE
FEET ON THE BAsIC /7
CIRCLE TPATTERR. /
3, = STRIKING THE [
R. FobY ALROSS THE
LEFT FooT.
&L = STRIKIMNETHE |
LEFT FooT ALRO3S
Teag @QGRT FooT

£ . STRUKING THE \
FooT TOWARDS THE N\
CENTRE OF THE CIRCLE

84 - FEET W SAMAPRADA ,
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to the front as it is shown in the sketch (+3).

(v) Cuzhinjattam: (Swinging step)

In this step the dancer literally takes a swing on the
3rd and 4th beat (34) . To this step they add the Munnam
Cuvatu of 7 beats which makes 16 beats which is counted in

the Adi Talam (+4)

(vi) Irunnu Cattam: (8it and jump) Bending the knees in a

sitting posture holding the sword (35) in a horizontal position
Jump towards the lamp twice, then repeat the same by Jjumping
backward without changing the body direction (+45). Jhoﬁ

they don't have the sword and shield they keep the hands in

Pushpaputa hasta. This is done while practising. After this

Irunnu Cattam they Join the lumnam Cuvatu (3rd sbep).

(vii) Suci: (Needle) In this step the dancer advancas towards

the lamp as indicated in the sketch (463, jumps on the #4th
beat and sits on the right leg on the 5th and then stands
in Samapada on the 6th beat. For the 5th heat position refer

the photograph (36, 37).Here also they add Munnam Cuvatu

PAGQT N T aun-ah
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+ 5. IRUNNUCHRATTAM

1,9,3 4 = JUuMPG TWO
TIMES TOWARDS THE CENTER
i MURUMANDY.

£89.8 = JUMAIHE THO TIMES

+8. 0T (weEDNs)
o R LAARY ca oM CENTEQ 15 MURUMARDE.

1,2,3 : GOWG TOWARDS
TRE CENTER.

4 s LEAP 1 THE AWR.

5 » TARE THe oSt AS
GvER N DIAGRAM .
£,7.8 2 SAME POSE AS 5,
Looicimty AT TRE
PILAVILAK Y .
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(viii) FEnkonippu: (Zigzag) If one ecarefully watches this

step, one can see that it is not only zigzag but also forms
the alphabet ‘W° (+7). Always the right leg is placed to the
outside and inside of the circle in both directions which
makes them face opposite dirsctions. Beat 1,%,5 are on the
move and 2,4,6 are placed in the Samapada where they strike
their thighs with the copen left palm or by the shield. This

is of 6 beat to which also they add Munnem Cuyatn o

(ix) Hosanna Cuvagtu : The word Hosanua comes from the

Christien theclogy measns °‘Rejoice’., This catch-word was used
while Jesus triumphantly enitered Jerusalem. Here, while they
are dancing for the songs ofi Jesus® entry into Jerusalem and

temple, they have & particular st@p«lﬂbsanna Cuvatu. They

literally march towards the lamp and on the 4th beat they

Jump (38) and %o this also they add the Mumnam Cuvatu (+8).

Besides these basic steps there are “sollukattus” to be
learnt for conducting the dance. Bolow a few technical $erms

and their use are given:
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&3 . ENKONIPPU

12,56 = TOWARDS THE
CENTER.

3.4,7,8 « TOWARDS TnE BASIE LINE. ™ o

)

+9. HOSANNA CHAVUDY

2. MOVEMENT TOWARDS THE CENTRE
L = STiLe POSE.
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(2) Eta Talam (Chsoging the Step)

The Sollukattu is Ta Kargu Dhit ta tat te Bal ta dhigi tai.

Ne”
Whenever the Asan ér the main person who conducts the damce
reciteé loudly, everyone méentally gets ready for the next

stepo

(b) Kali Murukuka Talsm (To increase the speed)
When the speed has to be increased then the following
Sollakat?u ;s recited:

Ta Eargu Dhit Ta Tat Ta Paita Talam Dhit Tali Talam

Dhit Pai Talam Dhit Tal Talam Tal Itta Dhigi Tai

(¢) Hiruthu Talam : To stop the dance they use the following

Sollukattus

Ta Inda Dherikita Dhigita Tel

These are like mukbayas or cnding position of a TPelam(rhythm
pattern) and is a signal to change and start the next phase

of dance or stop the dance.

Fhenever a student picks wup all these above mentioned

Talams he can teach others., It is interesting to note that

PO, et a0ty
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after the initial training every dancer sings and learns

-l
the songs and melody together with the dance. Esch Asan or
or Guru can compose and choreograph his own production,

however, the basic steps remain the same,

ARANGETRAM: (FIRST PERFORMANCE)

¢
Iike other dance~forms in Parisuﬁuttuka%i $oo Arangetram

is considered to be very importent. Arangetrem is the first
public performance of the dancer which takes place usuwally
after the completion of & set course. However, at times it
is done afver the gtudent mestersz certaim number of stepse.

Without Arvangetram they can't dance in public.

On the Arangetram day the disciples give to the Kégg
(Guru) one Muptu (Dhoti) Shirt, Tortt (Big towel),Baniyan
and some money as the Dekeina. The Assisbent Lean gets only

Eu%tug Tortt end half of the amount equivalent given to the

P .
main Asan. Thus with this preliminary ceremony the arangetram

of the disciples is conducted before the relatives, friends

and well-wighers of the disciples.
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After the dance the disciples give a party to all
those who attended the function. On this dﬁy the disciples
P P
and the Guru (Asan) will sit togsthor and eat as Jesus ate

with his disciples.

COSTUME AND MUSIC:

| Th@ dregs used for the performance is very ordinary.
Usuélly white or coloursd Qgggg is used? they tie a white
towel called Tortt around their waist. On the upper portion
of the body they don'’t wear anything. Right hend is used %o
hold the sword and the left for the shield.

e Music is typical of Kerala Folk-tumes. They don't

ugo any musical instruments not even the traditional Elatalam

¢f Kerasla theatre.

PERFORMANCE:
They mostly pexrform @urimg the Church festivals and
feasts of the particular churches. In the olden deys during

Easter and Christmas time Pariéumuttukali uged %o be part

of these church feasts. They alﬁorperform during the marriage
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feasts. The place of performancse is the church premises ox

courtyard of the host,

HODE OF PERFORMANCE:

When all the pecple and dancers gather together at the'
place of performance, the preliminary preparations are
conducted, On a small ralised stool or platform a traditional
lamp is kept and by the side of the swords are placed the
shields close to the lamp. The isan (Guru) comes and lights
the lamp helped by his assistant (39). A% this stage all the
dancers come t0 the dancing area, pay homage to the lamp(40),
touch the feet of the Lsan and stand around the lighted lamp.

ﬂqm o
Now the Asan begins the Stutl pagtu o

Stuti Pattu : (Prayer Song)

An example of Stutil gﬁ?gu will be given later while
discussing the themes, As the siuti 2§§§u is being sung by
the Eégn, everyone claps softly . After e while the Asan
noves to the right side, going round the lighted lemp in

different ways and all the dancers follow him (&1),.
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It looks as if a beautiful snake is crawling around the
- Ve
lamp. After three rounds the Asan stands still facing the
lamp while everyone falls in a cirele. Now the clapping is

done forcefully and with the Niruttu Telam the Stuti pE??u

is ended. After the Stuti pavtu everyone picks up the gword
and shield, demonstrate differsnt steps t0 the rhythmic

syllables (sollukattu) of the A8En which are repeated by

the dancers simultaneously with the dence. This can be called

pure dence where skills are demonstrated.(42, 43)

THEMATIC SONGS:

Now the thematic songs are introduced inbto the
performance, They usually begin with genesis and the songs
are from Old Testament to the 1life of Jesus Christ. When
they are tired they place thelir gsword and shield around the
lamp (44) , sit on the floor around the lanp and sing songs
Just clapping thelir hands. When they are fresh, agailn the

dance i3 continued.

Nirubtu pattu : is the onding song. Niruttu patta is

PACODA 1USaG-2.086
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like the mangalam in other dence-forms like Bharata Katyam;
Mohiniattam etco. During the Niruttu pattu they place the
swords and shields a:ound the lamp and they stand around it

in folded hands and sing the ending sonf -Niruttu nggg( 45),

THEMES:

Building uwp of the themes in the Jacoblite Christiam
Pariéumnf?uka}i is interesting and unique. While the Latin
Christians enact the life of the Saints, the Syrian Christians
enact the life emd works of St.Thomas, Tthe Orthedox Jacoblite
Chrigtians have strsssed the salvation history starting with
the Genesis- creation, Adem and Eve, Samson, David and Goliath,
Eings of Iarael, King Baltazar from the 0ld Testament end
Jesus® birth, childhood, public ministry, entry into
Jerusalem, death and resurrection of Christ, all from the

FNew Testament. The Stuti Pattu is written in the pattern of

typical Indien devotlional poetry written by the devotee to
his God. An example is given here below to illustrate the

above cobservation.

PAGODA 10000-2.85
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Mennil paripavansmam Kurichi tennil amarumpszlli

Vanarulum mar Slihsomar tuna vgg&m eceru balarkku

(Boly apostles who live in or rules over the Kurichi Church,
which is a holy place omn earth, please help us young boys.
Patron apostles of Kurichi Church, pleass help us your young
boys.)

Tinnatham tipnai tiznsthem tinned tinnetem tinnai $inns tom
Kargu tatharikita tinthakem tathearikita tinthakem ta

Teyya takks tanka take takina tom.

Nintiru malsvatiyasiyer ninacca nitska vinayameil

Cantemerum pericakalikkorumpetunni sabha fennil

Arivullavar parihasippatum sehajemallitil vanniggm

e -
Kuravagsesham ksemiccu pangale asnugrablikkransmevarum
L

(We your servants humbly present this beautiful Paricakali
before this audience (spectators). Please forgive our
short comings and kindly all of you bless us.)

Piruhpdayas Surannu ventum velive nangalkkelkuvan
2 A

Earunayullorutayavense ni kaninju katterulene.

(Merciful creator, be gracious %o us snd open your Sacred

heart and bless: (£ill) us with your wisdom which we need.)

PAGGLYD el i uk
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Srusti nadhanslaya nammute rakssyamika atlyerkal
—— [ -

Rakggceitita nityam nangale xakgikka mama nadhane

(Creator and leader, save us from our sims and offences and

i

Keep us always safe under your protoection)

Pizba verikil porukka deva parama loka daye

(God @fiall,rplease nake us remember these poems. If we

conmit ény misteke or ngglee% enything, please forgive us,
| -

tke preserver of everything.)

(Beat repoatod.. ggréu'thinggkam tinnai)

| M@%t.éf the s0ngs are written by Vallatto Marcose and
a fow %é ?,P Harayana Pillai. The story of Issac’s sons
Eseavu and Jacob 1s explained in the folioéigg s&nggwhmra
the poet in simple language tells the whole story’in 2
novel way o the people who attend ?Q@ performance., This is
incidently written by‘ToPQR&rayana égllai@
" Pu§yaéani@s$h§kkinm%§agi rantu pakkal

Onneman Essavennrum pinnaven Yakkobum tan

Patanati priti Essevotatupole
Hétavinatiratta valsalyem Yakkobine
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(Seint Issac begot two smons, the first one was Essav snd
the second was Jacob., Just as the father loved Essav more,

the mother loved Jacob more.)

S A2 9 P06 N OT OB OBOIIIBNCOOCOLOOBIEOOCRIOOY

"

Hereo is another exemple where the story of Foah is
beautifully depicted in the following verses.
" Nitimenam Nokayoti-vidham kalpieeiéan
Bhumiyiléksyulla~- jivajalangaleyellam
Hinivarutti bhimi Bkave nasippikkunm
Ve%%attﬁl henippikkan-ulliluraccatinal
(God warned the just Hoek ¥ all the living things on earth
I will destroy. I have decided to destroy them with water®,)
Munnﬁbmmu%am nf%am vitiyampatu pokkam
Muppatu mulamayl pe??&kamonnun?akki
Jﬁvagﬁlanga%ile sarvavuainekalayl
Orordmurikali-1ore varganfialakka f
Vén%avithaméhﬁramwéekh&rikkenamippol
Entennalancettu dinem mari peyyikkum nan .
(Build a ship of three hundred feet long , £ifty feet width

and thirty feet height. Carxy 2 pair each of all living
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things, keep cach gpeocies in a separate room,; store sufficient
food now, for I will meke 4% rain heavily for five %o eight

days.)

PDSOE B e S0 POV LOCEEIDELOLROIOE R

it
Q@B ODOS$ODNODOSOEPIVCOILVOEeVOVPOO0OOQO

From the Neéw Testament also the songs convey the

messahe and story of the Gospel %o the audisnce,

Besifles the Gospel themes they ealso sing soags on the
gsecond world war, shout famine and 50 on. ?rdbably theso
were composed accordipg to the need of the tims. It was
during the II world wér thet most of the compesitions of the
80ngs mere'mad@ end hpnse the eﬁiating problems must have
influsnced tﬁ@m to write on such topice. Besides these have
$remendous appeal to the people. If the Isdn 48 gigted im

composing lyrics he may do it extempore as is dons on

many occasions,

Niruttu pattu iz & thanksgiving somg at the end of the

poerformance. The performaerg: thank God and the people for
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the success of the performence. Most of the time the Niruttu

o9

Pattu 3is on Mother Mary,; however, it can be on Jesus

Christ $00.

NIRUTTU PATTU:

Pava pada teruna tennil certtitum stuti stotrangal

Tava karunyematinale ni keikontitanam
(Mother of God, the lsasder of the world, we place hymns and 5
praises before your feet. Please accept these in your kindness). !

Paraloka r@jiniye paralcka rajni dukhitarkkennum aswdsadeyake

Bhuvil vennitum duritangal nikki psomakal certubon

ParicBEangggahicci?eggum balar pangalilum.

(Queen of heaven, comforter of the affliicted, please remove
the sufferings that come in this world snd £111 us with good
blessings and graces.)

Gunamerum rupsme irul tingitunna bbuvenamennatinneka dIpame
oy —

Iba 10ka jivitemettem nalvazhiyal nayiccavan

ParalSka bhigyamateruvan kikks naongale ni

( Virtuous mother, the only light that shines in this dark
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world, please show us the right path to lead our lives in
this world and thus help us to reach the heavenly blessings
after this life.)

Hilemotu swagatam nllemotu swagatamotbitunnu
[} [ [ 3

Balamodamayi beshumanya sadassinninnum panniyotita

Paricotanugrahiccitane balaer nangalilum ".

(With great happiness we welcome you all, We thank you all
respected gpectators. We ask for your blessings upon us,

your boys.)

The themes mot only serve as the lyrics for the dance,
but also they are a powerful media to instruct the people

ebout the religious truths and Gospsl message.

The ceremonial lamp which they keep in the ceantre is
supposed to symbolise Christ and the dancers are his images
on earth. In the wvery beginning by paying respects and homage

%o the burning flsme, they draw strength from it.

Though Parisusuttukall of Orthodox Jacobite Christians

has a short history of less tham hundred years, it is a
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well-defined art-form with the prescribed techniques
especially with relations $o the basic steps and development
of the gsame., However, it is sad o mote that it has very
1ittle attention from the church authorities. They have %o
some extent failed to see the usefulness of it. The Gurus
who are ay present ¢ld, avre of the opinion that unless and
until the church institutions or Govbt. take active interest,
the form of the Orthodox Jacobite Christian Pariéumu??uka}i

nay die out.
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REFERENCES:

M.D.Raghavan, Folk plays apnd Dances of Kerala(TRICHUR:

The Secretary, Rama ?arma Archasocloglcal Society,1947)
P4 |

M.D.Raghavan, Op.cit. po.44

M.D.Raghavan, Op.cit. p.47

M.D.Haghavan, Op.cit. p.22

Before the coming of the Portuguese, it is generally
believed that there was one church in Kerala adhered to
the Nestorian Doctrine. The Portuguese tried to eradicatbe
Nestorien heresy and forced them to switsh over the
alleglance of the Syrisn Church from Persia to Rome. When
the Portuguese lost the political control, a part of the
Christian community in Kevala repudiated Rome and these
are called Orthodox Jacobite Christlans, Those Caristians
who did not repudiete Rome but followed Catholicized
Syrian liturgy are known as Syrian Catholics. Those who
followed the Latin liturgy are called Iatin Catholics.
According to a survey conducted in 1861, 33.4% of the
Christians in Kerala were Syrian Catholics, 22.5% Latin
Catholics, 20.00% Orthocdox Syrian Jacobite Christlans

and the zest belong to other groups and deneminations.
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6. Chummar Choondal, Theatrical and Folk Traditions of

Eerala Christlapsg, Journal of the Sangeet Natak Akademi-
59, ( New Delhi Ssngeet Natak Academy, Jan-March 1981)
P. 40 \

7. Mathan Kurien, Kuthukallungal, Chingavanam, P.0,686531,

Kottayam, Xerala.

a "o
8. Vailatte HMarcose Arlcad , Parigumutiukall pattu (songs

2
of Parisumuttukali) Kottayam, M.S.Press, 1937, P.1

LIST OF PEOPLE INTERVIEWED OR CONSULIED
INSTITUTE AFFILIATIONS ARE INDICATED WHERE RELEVANT

Syrian (Knensnite) Christiang

Name Place Role/Designatim
1. P.ToJoseph Chamakala Singer and dancer

(Sehool Teacher)

1

2. Thomman Lukka . “ Asan
5. Thomnan Uthuppu e
Vattothuparambil Kaduthuruthy Asen
4, Dr.Jacob Velliyan Kottayem Professor
(Musicologist)

S

s it
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Iatin Christiens

1. Robertasan Fort Cochin

2. Anthony P.J. no

3. Dr.Chummar Choondal Trichuy

Jacobite Syrisn Christians

1. ¥athan Rurisn(Pappiasan) EKuthukellungel

Chingavanamn
2. Hathan Meni ' Chingavanem
3, Kurien Kuriakose w
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~ C) CAVITTUNETAKAM:

The term Caviggnaﬁtakam is made of %wo Malayalam words

* which is self-sxplematory of the nature of the art-form.

Cevittu~ means steps (dance), Natokam -means drama, Hence
Q.

Cavittunataksm 4s a dance drama, laying emphasis on the

o0

foot-work., Cavittunatekam dance drema is found mainly among

the Latin Christisng who live on the coagtel belt of Kerala.

It is an unique ert-form in many ways as it is a by-product
of the result of the inbtor-action between the East and the
West in the sphere of religion, theatre and culture. As a

theatre art-form, ¥“Cavittunatekam shows a happy blending

L2

of music, dance, action and kalarippeyattu (gymnastics) of

ancient Kerala., It is a gana- nrita-natakem in which ,

gana (music) nrtta (dance) and pateka (drama) elements are
harmoniously blended together. The actors sing while they

act the drama and take steps (dance) according to the time
measure o0f the centa (drum) and elattalam (cymbal) and

other musical instruments playing in accompaniment. Acrobatice

is another special feature of Cavittunatekam . Drawing its

50

roots from the earlier folk arts of Kerala, Kutbtu and

Kﬁtiza?tam » Cavittunateksm closely follows the rules laid

- 0
down by Natyasasira, the basic text of all Indian Dramatic
arsa", (1)
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Commenting on Cavittunatakem Moban Khoker says that,

(/,
|
{
é
i

it is " unique in many ways, the form can perhaps best be
described as a fusion between the dance-drama tradition of

Kerala end European opera ”(g)a According to Dr.Chummar

Choondal(s), Cavittunateksm synthesises the religious,

cultural, social and artistic aspects of Christianity in

Kerala, Sabeena Raphy(A) sces Gavigggngtakam as a beeutiful
musical dance-drama akin to Kaﬁhaka%i but also very simlilar
§ to the opera of the West. It is comgidered as the Christian

counter-part of Kathakell by some and by others as an Indisn

i edition of European opera.

ORIGIN OF CAVITTUNATAKAM:

It is commonly umnderstood by many scholars that

Cavi?tunﬁtakam had its birth with the arrival of the
Portuguese., Scholars like L.K.Ananthakrishnan Iyyar,

C e e b

P.K . Parameshwaran Nalr, Dr.S.K.Nair, C.d.Thomas; J.C.Mathur,
V.S.Andrew, A.Sreedbara Menon, Prof.Joseph Mundagsery and
Kasttumsatam Narayenan hold the above poiant of view.
Dr.Chummar Choondal writes, " During the 16%th century,
Kerale Christians witnessed different phases in their socio-
cultural and religious activitles. The post—-Diamper period

provides instances of the direct Western involvement in the

i
\
S
S
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cultural life of the natives. The Western explorers were
chiefly mobtivated by their interest in colonial sxpension
and economic exploitation. The English and the Dutch did not
deem it necessaxry to impose upon the Christien community
their own cultural heritage. The Portuguese, however, due
to a variety of complex circumstances, made their impact
felt in the cultural field also. The Gaviggunﬁtakam , bears

the staunp of foreign influence which opened new vistas of
dsvelopment for the theatrical arts of EKerala “0(5)

Dr.E.M.George, an eminent scholar in the fleld of

Malayalam literature comments as follows with regard %o the
origin of Cavittunatakem , ¥ the Porbuguese who came to

Qe

Kerala as early as the 16th cenbury, were responsible for

introducing Cavittunatakar which is a type of play similar

to the miracld playé of the West. ° Genova' ,‘Karalm@n® ,
and °‘Napclean' are some of the better known plays of this
type. The use of costu&esg masks and cwrtains for the stage
were noveltieg in Kerala. However, the literary quality of

the songs and the dialogues in Cavittundtakem were rather

low. The movements of the actors om the stage arrest our
attention asz that of acrobats. They are more vigorous than

greceful, morepmartial than artistic. Those who did not

e OV

oo et e
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possess enough technical knowledge to appreciate Kathakali

supported and encouraged thls early attempt of dramatic

portrayal in the 18%th and 19th centurles. It was in a way

the Christian counter-pert of Kathaksll which was resared on
SRUASSS S

Hindu purenic stories ", (&)

However, according to Sabecna Raphy(7) " in all
probability these theatrical arts in am accepted form might
have been Introduced sarlier and were popular among the
early Christians of the ports and coasbal areas before the
Synod of Diamper itself, The people of the ports due o
their incessant contact with the various peoples and cultures

of the world, are by naturs receptive of innovations ",

To support her point of view she quotes Gouvea,
contemporary historian and Secretary to Archbishop Menezes
who says, soms plays were performed by the Christians of
Cochin at night to entertain him on his return from
Ddayemperoor after the Synod (Gouvea, Antonio,Jornadacc..”
Coimbara, 1606, p.125). According to Ssbeena Raphy this play

referred to by Gouvea can wvery well be the sarliest foram of

Cavittunataken. From tradition and nown evailable historical

sources, Cochin 1s considered the home of Cevittunatakam

end there is a stronz legend of a ﬁissionary Chinna Thambi

PLGOLE L1500
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Annavi of Fort Cochin , as the 'Father of Cavittunﬁtgggm.ca)

Dr.Chummar Choondal (9 says, Cavittunﬁtaka@ originated
with the advent of Portuguese in Kerala. This is evident

enough from the theme, choresography, music, costumes,

stage-geography, make-up and overall pattern of this art-form.

e

VU ——

Church history and other historical documents clearly
cite that the Kerala Christians were very much Indians in

their thinking, liturglcal services, worship patterns,

[ S Y

‘ social euetoms and artistic life. They were not affected by
the Eurcpean culture at least in their religious and
asegthetic life. There is every possibility that fheatricalu
arts like Kutku , having the Bible stories etc. must have
been in practice, just as the ancient Christian art-form
like Mﬁrgamka%i existed and which is still in existence,

Such art-forms must have dlsappeared with the sanctions of

the Synod of Diamper (1599). Judging from the theme, nature

and pregentation of Cavi??ungt&ggg one could not logically

conclude that such en art-form was in existence before the
Synod of Diamper. The artistic entertainment rendered %o
Archbishop Alexes Menezes after the Synod of Diamper,
quoted by Sabeena Raphy, must have been Mar omkali ,
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Parisumuttukali or some sort of Kattu . So Cavittunitakem
must have teken & definite shape with the Synod of Diamper
(1599).

" WESTERNIZATION OF THE CHURCH TN KERATA:

The Westernization of Kerala Church sterted vigorously
with the successful end of the famous historic Synod of
Dismper in 1599 under the leadership of Archbishop Dr.Alexius
Menezes. "™ To realise this task a moral crusade, more
vigorous than before, was launched. Schools, seminsars, study
centres, press, publications, preaching; charitable
institutions, hospitals, churches, music, meditation camps
and the like were started. Besides these, the theatrical arts
were also taken up &2 they were the most effective =zmd
patural medium of appealing to the people at large ".(10)
This movement of Westernlization by the hierarchy backed by
the political Loxrds, the Portuguese Govt., for their ouwn
advantage, gave rise 10 a complex situation in the life of
the Kerala Christisns regarding their religious, liturgical
and theatrical norms. The Church authorities who alienated
the new Christians of Goa from thelr own culture by crude

and suppressive methods, tried similexr tasctics $0 alienate

the Kerala Christians from their owan cultural sphere,

e e e 2 e e s o1 e e e et e ¢ e o e < vtin re s nn e oo amine eaan om am e e o
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In Goa the Church authorities succesded to a great extent
in thelr attempts but in Kerala thelr success was partial.
Their attempts were counter-acted by £iram opposition from
a section of the people who vowed not to submit to the
authoritarianism of the hierarchy. These Christians are
called Jacobites. A section of the people submitted to the
Portugusse led Church, but they stuck to their own liturglcal
and worship pattern. They are known as the Syriam Christians,
. Another se@tion of the people who congisted of anew Chrigtians
and a section of the Syrian Christians adopted Iatin rites
and are called Latin Christians. This group 0f people adoptved
the Portuguese cust&ms and culture %o a great extent. The
use of Indian art-forms were prohlbited for them by the
Church authorities. So, the Portuguese-backed hierarchy
tried to £ill in this vacuum with the Eurcpean type of
theatre-art like dramas, Megi plays, passion plays etc.
They successfully imposed the themes canneéted with their
own culture and history, i.¢. EKaralmen Natskam, Roldon

Hapolean Natakem etc. Costumes and meke-up were also btaken

from the West, However, the language, technique and music
could not be changed completely. It was hard for the local
artists to give wp their tradition and technique in which

they were rooted. Hence the music and technique took a new

-
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form and shape blending the Indisn and Westerm theatre-~
tradition. The failure of the Portuguese to achieve complete
success in their attempts to alienate the local Christians
apd the attachment of the lccal Christians to their own
traditional art-form gave rise to & new and unique art-form

which came to be called Cavittunatakam.

Gavi??unﬁtakam developed and became a heritage of the
Latin Christians of Kerala. Soon ' there were many dance
teachers and troupes performing all over the coastal region
of Eerala, Many plays were written on various topics. However,
the names of the early authors are not known., Many of the

manuscripts are signed as Cechuthachan (servaﬂt of Jesus)

and Mariathachan (servant of Mary). Nearly for the last

300 years Cavittunatakam has developed into a stylised form

having its own technique , presentation, choreography,
system of training etc. In the followlng pages efforts have
been made to get into the intricacies of this art-form.

TRAINING:

Performers of Cavittundtakam ere trained in Kalaris ,
L% T
the local gymnasiums. The training period goes on for many

months , sometimes for many years depending on the role &

~
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particular performer will play., The martial element in

Cavitgunﬁtakam is very dominant. Years ago each performer

had to umdergo training in sword play, fencing and other
exercises., The swords used were real and sharp. Now-a-days
the swordcraft training is given only to those who do the
scenes involving sword fights. Also ome notices that the

sword display now is minimised.

After aeéemoniously admitting the disciples by the
teacher for training9 the students are taught basic steps
in different rhythms. Earlier the body-massage and physical
training was also given simultameously. In the second stage
of the training, the pupils are assigned differanﬁ roles
in the play by the %eacher, In the third stage the rehearsal
proper tekes place where each performer lésrns his role with
the singing and with corresponding gestures, choreographic
movenents and expression. There is no fixed tuifion fees
raid to the Teacher. However, the expenses during the
rehearsal are pald by the pupils or by a donor from the
village. |

Annavi s
W

The teacher of Cavittunatakam is called Apnavi, He is
L3 ADDAY.

"m o
also called fAsan. é%navi is a pure Temil word which denotes

FPAGODNR feuid-L.05
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instructor. According to Dr.Gundert the term Apnavi is used
in Temil as well as in ancient Maleyalam t0 denote a teacher
or the head of a company of actorg. Anunavi plays a key

position in the process of training and staging Cavittunatekem

-~ Mk B N e ftwd e ot T 4 e W Mmoo D e e e e f e

dance -drama. He must be well-versed in music, languages
like Tamil (most of the plays are written im Temil) and
Malayg%am s dance, actving, literature and stage-geography.
He also must be an expert in martial arts like sword-play,
fencing, gympastics etc. The training ls imparted in the

Kalaris.

Kalari is made of a thatched roof under which the
Cavittunatakam is practised and taught. It is in line with

> €

the anclent Kalari of Kerala where martial arts were practised,

In the Ka}ari of Cavittunatakem ome will fimd the traditional
Nilsvilakku and a Kurisu (cross). Mostly in the evenings and

at night the practices for Cavittunabakom goes on under the
guidance of Annavi . The period before the performance of a

particular play is called Colliyattem , meaning the rehearsal
period., The acceptance of the disciples is done on some

auspicious occasions.
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ACCEPTING OF THE DISCIPLES:

On en auspicious day selected boys are brought by the
parents and elders to the Apnavi into ¢the Kalapri . Before
CX) G
selecting the boys an aptitude test of their voice, capaclty
t0 dance and march is teken. Phyeical lecks and physique
are also considered. These selected boys take an oath of

dedication to the art of cavitgunﬁtakam in front of a Cross

(Kuriéu) end the traditional lighted lamp (Nilavi}akku)
bafore the Aggﬁvi end the local dignitaries. Now the
ceremcnious admission of ths'boya takes place according to
the age-old Gurukulas systems. The boys come forward one by
one and place ten putten (old coin used in Cochin state)
i.e. one rupes, in three dbeetlse leaves and present it to the
master, He than‘touches the nmaster's feset and touches hise
own forehead end chest. The master blesses him. He iz made
a disciple. After pledging ail@giance to the master, the
boy pays his respect to the Texb. Zsdn opens the first page
of the book and holds it out to the boy who in turn places
4 putten on the book and kisses it in reverence. The boy is
admitted formally to the ;x;g;%g_gie”") The text is called

o -

ngggi o Absclute obedience to the é@%&g@ is expected of

a disciplee @here are alsc a few stories prevalent among

the people that certaim talented éréists were doomsd because

PAGODA 1000U-£-86
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of the curse of an Annavi.
Apnavi

MODE OF PERFORMANCE3
Cavittunatakem 1ike other performing art-forms of

India has a systematic code for the staging of its dance-
drames.Intensive Colliyattem (rehearsals) go on for many

months before the Natakam is ready for araangetram or staging.

The staging of the Gavif?unétakam tekes place usually
in the rural areas., It is performed during Christmas or
Easter seasons. Somebtimes the performance also takes place
after the harvest. It is also performed on the invitation
of a particular member of the village to fulfill the vow he
has made., All the village folk gather together %o erect the
stage and other necessary preparations. Wo admission fee 1s
collected from the aundience for the performance, The expenses
are met by the Polikkal or donatioms.

.

EBELIL:
W‘

In the evening the first EKeli begins. Xeli is an
ennouncement made about the Cavitbtunatskem by playing the

Centa o By this the village-folk are reminded snd some come
to know about the performance at night. A% the first Keli

the performers enter the green-room for make-up and to

W n s e e
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wear thoir costumes. Preparation for the performance by the
caviggunatakam artists sterts in the morning, The fnmavi

or LsTn tekes his pupils to the Church to participate in

the services, like Holy Mass, Communion etc. All the artists
approach the parish priest and the elders for their blessings
and good wishes.

In the evening when the first‘géég begins, the
inauguration of %hs mzke-up is dome by ths Ts8n himself.,
é%gézi holding the Cuvatl (text) in one hand makes a sign
of the Cross mark on the fore<head of each performer with
white powder (manaydla) . After this initial ceremony,
everyone gets busy with make-up{ 46 ) and wearing their
dress (47). At sbout 9.00 p.m. the $hird gé%; is played.
This is the signal that the play will commence in a short
while,

A sclemn playlng of the cymbals anncunces the opening
of the performence, This 1s followed by Stutl, Viputtam

e B et e o e oee e ——

mg%a19 Tutlydgar, Thodayattam (it is also called Totayappenkal) .

the appesrance of the Ka??igakkgran who introduces the theme
and then the stoery is unfolded by singing , aschting ,
expressing through gestures etc., Bafore the end of the
performance Polivu gﬁytu is sung. Then with the M&ng&}am

‘\\\
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the performance comes to an end,

STUTI PATTU:
e o

A A e St 0 g i B B B i

After the solemn playing of the cymbals Stuti PEt?u
or prayer song is sung by the Annavi , joined by all the

performers (48).

"Atiyum arutiyilla jasiyum matabhetemilla

Ajnatamaya Srati "
3 ( There is no beginning so also nc end, no difference of

caste or creed, an unknown ¢reation cc..)

- g )
"Paramatiru guruvaransm Yesuve

Dherayilatl karunayote kakka dhanya "

(The Supreme Master (Lord) Jesus, Mercifully protect us in
this world (eaxth).

|

| The prayer song is very long. In it, they pray to God,
% invoke the Holy Spirit, praise Jesus Christ, Mary emd all

; the Saints. They also thank the Gurus (Aﬁfgvis) and author
of the text to be enacted. Stuti PE??& is followed by

Viruttam Mulsl .

| VIRUPTAM MULAL:

In this part of the performence the story to be
% enacted is sung in brief with the orchestral music. Viruttam

\
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Milal is just like the ° prologue’ of Greek drama snd Nandi
of Sanskrit theatre. Its duration wvaries from place to place.
Upto this juncture the slnging is done from behind the
curtain, Now,; the curtain opens and the next part of the

performance is called Tutiyomgar .

TUTITOGAR:

Tutiyogar means the venerators of the sudience. This is
a pure dence item performed by the young boys about 12«14
years, dressed ln soldlers attirs. They come Lfrom two sides
of the stage. Thoy are also called Balarpartkkar (young
actors). These roles sre also common in Terukkutbtu . Similar
roles are also found emong Christien Natakems performed in
the Palghat district by the Tamil spesking psople. These
two performers comeé to¢ the stage execubting powerful steps,
they bow fo the audioence and kneeling on one leg, pay their
respect to the Kalari géég or Ann@vi end Cuvati(text) and

s o9 TE—

glve presents to the Guru. The present ususlly consists of
a fow rupees and a ghoti . This is the Gurudaksina each
performer is expected to give. Especially when a pupll makes
his dpbut on the stage for the first tims he is expected to
observe this custom. After this, the disciple touches the
foet of the gégg and pays respect to him. Besides the Guru,

-l
the cogtume Asan is also given a present. Scmetimes the
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family members of the performer and even the audience gives

presents. At times Katbtiysakkaran acte as the master of
ceremony during this function. The ceremony of glving
presents is still in practice in the rurel areas but not in

the urban,

After this above ceremony the two performéers get on
to the centre of the stege end perform intricate and difficuls
steps under the direction and guidance of the éégg , Who
stands right on the stage and plays the cymbals. After the
performance of this Nrtta (pure dance) the performers sing
the condensed version of the story that is to be enacted,
Finally saluting the aundience ( the actors have to salute

the audience on entrance and exit) they make their exit,

TODAYATTAM

After the Tutiyogar, half a dozen Todaya dancers enter
the stage. They are all boys dressed in female attire. They
make soft and graceful movements to the accompaniment of
the melodious tunes. Thege performers alse sing Psalms snd
Hymns in honour of the Madonna and other Saints. Their dance
movements and actions resemble Kerala's traditional

Mohinivattam o
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KATTIYAKKARAN:
After Todayattam , Kattiyakkéran or Kattiyan appears

on the stage. The role of the Kattiyakkaran is 1ike that of
Qe

8 Jester in Weatern dramas. It can be also compared to the

Property man of the Chinese stage. He moves about on the

stage freely, makes comments on everyone including the
audience, imitates the performers, picks up a cap, sword or
any other thing on the gtage. One can even find him at times

carrying a dead soldier to the green~room.

Kattiyekkéran has to be well-versed in the (Cavittu

-

(steps), music and other technigues of Cavi??unﬁtaggg R

His task is also t0 smuse the audlence and thus acts the
~role of a Joker. Coming on to the stage with a milk-white
beard, artificial teeth, 2 masgsive or protruding stomach
etc. he amuses the sudience, Hies antiocs like trembling
during a war scene, seriousness duriag a Lighter movement
on the stage, all these become a part of the performance.

At times the zéég will ask him to perform a Kavitam or other
steps which he will first do in s funny way, then p@rfectlyf
In both cases if he does well, he is applauded. The

Kaftiyakkﬁran also should be an extempore poet. When the

occaslon arises he should be able to connect a particulax

PARGERIL giurr 8
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incident with the audience, the story of the performance om

the stage etc. together and compose some original,

interesting verses.

Eattiyakkaran has the freedom to enter the stage at any
&"D
time without the directlon and sanction of the Asan. He is

like the Tozhan (companion) in the Sanskrit drama, who is

intimately connected with the king. In the Natakans prevalent
in the Palghat district of Kerala among the Tamll-gpeaking

Christians the buffoon or clown is called Sevakan .

Begides these works, an imporbtant function of the

Eattiyakkeran 48 to glve a commentary on the play. He enters

into direct conversation with the Anndvi ., In a Durbar scene,
he asks ¥ A§§§vi , who is the imp@r;;nﬁ personage on the
stage?" Aggﬁvi - " He is the great Emperor Charlemagne of
France seated om his high throne ", The Jester bows before
the great " Emperor" and rejoins: ¥ A§§§vi s What does the
great Emperor order?" A??avi s % The great Emperor is

giving orders t0 his ministers to ﬁrepar@ for a humt",(qe)

Such running commentexry helps the audience to follow
the story very well. Hers, one should be reminded that most

of the Cuvatis (texts) are im Tamil and the audience consists

ol ’:‘x!;‘\ O FPR T Tty s
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hof those who speek Malayalam . Hence, the Kattiyam in the

Cavittunétakem is like a shadow of bthe play, who follows

o

and is present throughout- the performence, explains and

interprets the story in Maleyalam and thus helps the audience

to follow, understand end enjoy the performance.

DURBAR SCENE:

Usually the play proper starts with the Durbar scene.

The musicians sing Varavu Viruttam (entrance song) signalling

the entry of the king. The Varavu Viruttem praises the king
end his great qualities. After this, the great king enters

the stage escorted by a dozen soldiers. He is dressed im
colourful garments and is seen carrying a gceptre in his
hard and wearing the royal crown. He also executes forceful
rhythmic steps. The soldiers élse dress themselves in
attractive Greco-~-Roman dress and feather caps. They all
together sing the praise of the Emperor. When they finish
their part, the emperor starts to sing Koluvil Taru extolling

his own greatness. While EKoluvil Taru goes on, all the

soldierg dance together in keeping to the rhythm of the song
which the emperor sings. This song coansists of 12-18 stanzas.
After this, the emperor rests on the throne. (49) He then

SR S A A T
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orders one of the soldlers to inform his minister to report
immediately. The soldier steps forward, salutes the emperor

like anyone in the army and exits.

MANTRI: .

Meptri or the minister has am lmportant role in the
play. The chorus announces the coming of the Minister. The
first stanza of the song is sung by the minister from bshind
the stage. Then, all of a sudden he mekes his entry onto ths
stage in dance-steps holding a sword im his hand, The soldiers
Join bim in the dance. When the entrance song is over, the
minister salutes the Emperor and stands nmext to him.(50)

He then asks for the reason for summoning bim. The empercy
enguires with the minister about the well-being of his
gubjects. While ¢the Manirl gives a debailsd repoxrt, the
scldiers Join him in making graceful movements known as
a?anta - After this, they set out either for war or for

hunting.

PORTARU (WAR CRY-WAR SCENE)s

The fighting scene in the Cavittupdtekam is very
interesting. Usually the kings do not fight., The minister is

the coumender-in-chief of the army and leads the battle.

N A R O T STy
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Before going for the fight, the emperor or the king prays

to God knmeeling cn one leg. The soldiers together with the
minister kneel down and Jjoin him in the prayer.(51) Before
setting out for war, the minister is blessed by the

smperor (52). The opposite parties enter the stags from

two ends and march to the centre of the gbags. They stand
in two rows with drawn swords and shields. Bveryone is
ready for the fight. Then, onc of the soldiers comes out
from one party and challenge the other side.(53) At égg@vi‘s
signal, the f£fight beglns, FNearly 30-40 people fight om the
stage with real swords and shields. (454, +55). The
movements and rhythm are as per the direction of the Apnavi.

The fight goes on for nearly half an hour.

Begides the Partaru , the hunting scenes are very
interesting. Here the dancers imitate the gelt of different
animals. A% times a few romantic scenes ape enacted where
& commander of Charlemsagne félls in love with a beautiful
deughter of the enemyl(se) These scenes are also very
thrilling, (56a, 56b, 56¢ ) |

POLIVU PEITTU:
Polivukal means donation. Before singing the Mangaleam
(-]

the Kattiyekkaran sings Polivue pettu which is a signal

N
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for the generous people in the avdience t¢ give a donation

towards the expenses of the performance. Staging Cavittunatakam

is8 very expensive and hence donations are collected. When

soneone gives an amount, the Kattiyakkgran anpounces the pame
to the audience and the donor is applauded by all. A similar ,

custom can also be found in Terukkuttu where they sing

Valuppattu which ie 1ike the Polivupsttu of Gaviz;?unﬁtakam .
Dr.Chummar Choondal, & folklorist from Kerala says that
Polizggﬁt?u is a common feature in almost all the folk-thsatres
of Kerala and Tamil Nadu.

MANGALAM:

As in other performing art-forms of India, in

Cavittunatakem too Mangalam i3 sung as the concluding pilece

of the long dance drama. For Manga%am all the actors come

to the stage and array themselves in different rows. The

é%ggzi starts the thanksglving song and all others recite

in chorus. The theme of the song consists in thanking God, :
and the Patron Saint for the successful end happy ending of

the Natakem . Saluting the audience , all the performers

march off to the green-room.
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Cavi?funétakam is performed in the open-air theatre.
The stage is put up by the join%.efforts of the villagers
who not only contribute in cash but also render their services
in the construction of the stage. The venue will be either
the Church premises or the vili&g@ maidan. The stage 1s
constructed about 8 feet high with less width and more length,
approximately 30 feet and 100 feet respectively. The planks
on the stage are fixed in such a way so that while dancing
they produce a drumning sound. Nowadays the size of the
stage has been reduced considerably. However, a'bigger stage

is essentlal for the Cavitbtunatakam , mainly because of the

war-scenes where 30 to 40 actors snact the mock-fights.

I

On both sides of the stage there will be a Hebta which .
is an upper chamber, well-decorated, at @ height of 6 to 8
feet., These Metas are connected to the stage by ladders.
asLasg
They represent the palaces of the opposite kings. It is also
used as a resting place for the king and their retinue,

War is a nust in Cavibtbtunatekam , because of which Metag are

built facing one another.

At the centre of the back of the stage there is a
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casement, rectangular in shape. A lighted lamp is hung in
front of it. The bell-metal lamp (Nilavilakku) is placed

on the stage before a c¢ross. There is no curtain. The stage
is open. At the farthest ends of the stage there sre two
doors for the entry end exit of the actors. Annavi with
cymbals in his hands takes his place mear the Nilavilskku
and other musicians take their places at either sides
Whenever the performance is given in the cities, all these

technicalities are overlooked because of the ready-made stage.

About seventy years ago, the stage-lights were arrangsd
like this: A row of plentain trunks were pitched in the
ground Jjust before the stage. Om the top of these trunks
copper cans, £illed with coconut oil in which thick wicks
were fixed and were 1lit. Begldes these lights, huge torch-
lights were also fixed in the plantain trunks.(13) The
stage designer, the costume maker and the make-up artist

is the game person in Cavitvtunataken,

-

COSTUME AND MAKE-UP:

In Cavittunatakem the fharys Abhinaya is considered

to be very importent., Great care is taken by the costume
u'u
Asan regavding this aspect of the play. The costumes are

one of the main attracting features of this art form.

sy s it
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¥ The costumes are noted for their artistic excellence. Since
the playz are mostly of great emperors and medieval kings
and Imights of Eurcpe, the costumes are glaborate as beflts
those pergonalities., There is a profuse display of colourful
8ilk, velvet and brocades studded with dazzling pserls,
glass chips and the like materials. The soldlers usually

wear the Greco-Roman uniform. The helmet and breast-plate

I of the soldiers and the king's crown are first modelled in

clay. Till todey there are still a few village artisans who
make these costumes and émbellishments with a mesterly hand.
The costumes and make-up are realistic in CavitbupBtakam.

K]

Masks and symbolic representations are not used. Kings are

dressed as Kingg, soldiers as soldiers and sages as such

in accordance with their age and place., The emperor and kings
in thelr rich royal robes and dazzling crown and sceptire,
eacorted by soldiers in their Greco-Roman uniform, helmetd
and armour indeed meks am unforgettable sight ", (1)

To repreasent the palaces, different kinds of thrones,
are prepared. They make the structuré of the chairs with
carved wooé or metal casbtings. On 1% they work oubt with
Jewellery, paints, glitter etc. The emblem of each king is

also prepared carefully. They also uge Alavattam , a circular

PR g ey o
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fan which is made of peacock feather; Vénkﬁgfakkuﬁg@ - a

royal umbrella decorated with pearls, This speclally-made

unbrellass are used even now in the church processions,

St .Thomas Christians traditionally used this sort of decorative

umbrellas in their social and religious functionse(q5)
The above meatiomed items are stvill used by the Gothuruthu

Cavittunatakam troupe.

ﬂﬁe attire of the performers is ornamental and wolle
studded with coloured stones on a silk or velvet cloth. The
emperor and other characters playing the rolss of kings,
queens and knights use costly velvet and silk, All the
characters wear a jacket-like garment which stretches Just
below their waist. There is a long silk cloth fixed to the
collar of their Jacket extendlng to ths shoulders. This silk
cloth almost touches their heelg. (57) For their legs they
use tight-fitting hose or at times full stockings.Costume
Kégn P.A. Bruno in an interview said that in the olden days
the performers used to have their hands and legs painted
white(16) and for their feet they used only cloth shoes.
In the present day they use white stockings or tie their
white pants in such a way as to give the impression of tight-
£it stockings. For their hands they use gloves. The cloth

shoes are fast disappearing and in their place canvas shoes

ICI . .
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are (58) being used. This custom of using shoes which is
not found im the Indian art-form must be the imitation of
the West to matech the other Greco=Roman attire, Hence

breast-plate, armour, Helmet (pataccatta) are used by the

soldiers,

KIRE?AMQGROWN!

Kiritam is another important item of the costume.
Practically all the characters adorn their heads: kings
andinohle men with crowms, soldiers with helmets and other
characters with caps of different kinds. The crowns are
beautifully decorated with stones, gold glitterings etc.
They also use real feathers of the cock or dove (59) to
decorate the crowns. The royal Cenkol (Sceptre) is a must
for kings and eack king has a Cenkol of his own. A Turkish
emperor has the symbol of a half-moon and star on his
sceptre { 60 ), a Christian emperor hag a Cross on his

sceptre ( 61 o

Colours vary from territory to territory., Each king
hes his own choice of colour. The Turkish king uses mostly
green colour, significant of the Muslim religion. Red,
golden, rose, shamrock , yellow , white ,emerald, saphire

etc are a few colours to be mentioned. Black colour is used

Pl
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on the occasion of death, sorrow or misgery. White is used

on joyous celebrations,

Make-up in Cavittunatakam is very simple. They apply
powder on their face and use lip-stick. Beard, wigs and
moustache are also used. Eye-brows are touched to the

ninimum,

Costume, stage-gstting and make-up to a great extent
are influenced by the Western tradition spnd very little of
the regional influences are visible as narrated earlier,

This srt-form has given great accent to the Zhafrya Abhinaya

aven at the expense of Hther factors like {echnlgue etc.

THEMES s

Cavittundtakam texts are called Cuvatig. " There ars

about £ifty plays in the Cavittun8bakam repertoire. The
earliest of these, written about 300 years ago, is the

Karalmin Caeritam, This recounts the heroic deeds of Enperor

Charlemegne who, around 8th century A.D. led his troops to
Palestine, defeated the Turks and converted them to
Christianity. Karlaman Ceritam , which is the important play
in the cavi§§nn§takam tradition; takes fifteen nights for
its full presentaticn and reguires nearly 100 performers.
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The langusge of the plays in Cavmgunﬁmkam is Tamil or

Mealayalam with a high seasoning of Tamil. This is explained
by the fact that the first few plays were written by e
reputed Tamil scholar end poet Chinnathambi Pillai, a
Roman Catholic who settled down in Cochin and by Vedanayakam
Pillei, snother Tamil poet, and it is the work of these

two that get the tone for the plays that followed ",(17)
ériginally the Cuvasls were written on palm leaves. Quite
a few of them are imitations or coples of the o0ld texts.
This bappened because the Lsins would not part with the
Cuvati which were in their possession and secondly some
manuseripts were either lost or damaged. So different §é§g§
wrote what they remembered and added their own literary
contribution to it. The result is that we sometimes have

many versions of the same story i.e.faralwan Natakem has

four versions.

Many of the namesg of the authors are not known. It was
e custom among the Portuguese lMissionaries to sign a work

of literature as Chenchuthachan (servant of Jesus) or

Hariathachan ( servant of Mary). The purpose in introducing
these foreign themes was to teach the people the Portuguese
history, culbture, geography together with Christianity and
its noble principles, in and through theme story forms,

e Wb A % T TP W



It was only in recent times that stories based on Indian

history, mythology and social themes were introduced,

The themes of Ceavittunatakem can be divided into the
following categoriesscﬂs)

1. Historical

i 2, Biblical

3. Religious

4. Social Themes

5. Based on Indien History and Mythology.

HISTORICAL:

Karalman Natakem, which is commonly considered to be the
first Gaviggunﬁtakam play was based on Eurcpean history.
Subsequently meximum number of plays were written on European

e r S Yo W b 3 Ao © AR oS AIAAY A WA M Ao bt 8 AL+ e LD L e T B NG e e S0 BXe £ MM RTeAe SR e R % s ek Sase e e e e e dew e e e

history.

Schedule -I Historical plays

Sl.No. Title of Play No.0f Actors
1, Robert Caritam Not known
2o Peregruese "

3. Tucina Natekam (Princess Iumcina of Hungary) “

4, Karalman Natakem 42

5. Napoliyan Natakanm 32

i s e
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60 Clovis Natskem

7o Ancelikke

8. Roldon

9. Alphons Natakam

10. Fabiyola

1. Junena Sundarl ,
12, Riccardinre Dhigakfutyam
13, Vietoriya Natakam

“%, Stanley Vijayam

15. Nabilon

16+ Alexton

17, Jemeslar

18, Sanjiclos

19, Bales

20. Jenova Natakem
BIBLICAL:

Bt e e pripe— . et

PAGOIN §8.00-3.80

L P

34
21
28
26
30
26
24
26
20
21
Not kmown

i
5

i

58

The second main stress was laild on Biblical stories
which were effective way of teaching Christian doctrines,
Many themes from the 013 Testament and New Testement were

selected and adopted for the Cavittunatakem dance-drama,

7
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Schedule I Biblical

- kst R szt

S1.No. Pitle of Play No.of Actors
1o Yakkob Natakam ’ Not known
2, Abrahan Natakam "

3. Tirv Vastranm "

4, Ko??ﬁra Rehasgyam "

5. Barabus ! 51

6o Istakki Fatskam ' 48

7. Puarva Auseph Natakam r 41

8. Gabriel 32

9, Tobiyas 29

10, David Vijayem 42

11, Samson Not knowm

Schedule -III On the life of the Saintsas

S1l.No. Pitle of Play No.of Astors

1. Alphonsa Natakam ' Not known

2. Cathrina Natakam W

30 Nicholas Natakan "

4, GIvarghese Caritam, Givarghese Patayali,
Givarghesum Perumpambum ° 28

AN
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5. Allesu Natakam, Mar allesu natakam 32

6o Brasina natekam, Brajina natakem Not known
YL Saint Sebastien 24

8. Lilly Not known
% Plamens Natakam "
10. Martin Xatha "
11, Anastaéiya "
SQCIAL THEMES:

In the 20th century besides these foreign stories, themes
connected to society were introduced. It was a leap from the
royal and religious themes. The Church authoritiss did not

show any resistance to this new dovelopment.

Schedule =IV Social Themes:

S1.No. Title of Play Bo.of Actora
1 Kanakabalan Not fixed
20 Komalachandrika "
3 Dharmasten ” "
4, Valsakumari "
5. Virakumaran "

6, Vanabalsan ; "
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BASED ON INDIAN HISTORY AND MYTHOLOGY:

R PN N B 2 A i,

In the last 3 decades sbtories from Indiaa Hisbtory and
Mythology were also effectively introduced into Cavi?gunatakam .
As the war and fighting scenes are the main abttractions in
Cavi?funﬁtakam the authors of these new themes have chosen

such stories where there is a lot of <fighting.

Schedule -V
'
Si.NMo. Title of Play Qmmiéuégo;wmw“‘“
i 1e Akbar -
% 2, Andrkali " -
? 3. Chandraguptan
! (King of Maurya Dynasty) V.G.John
4, Dharmaputran V.G.John
5. Dharmigtan V.G.John
6o Bharata Yudhattinte Nandi

(Adaption from Mahabharata) Thottagan
Joseph T.E.

V.G.John who lived in Fort Cochin is the first one to
introduce stories from Hindu Mythology. He died in the year

1979,

\.

e,
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MUSIC:

Cavi?§un§tak&m is a musical dance-drame where every
performer is expected to sing. Practically not a single line
of prose is to be found in the presentation. The actors sing
while they act and da;eeo The music has a blend of alien and
Indien musical traditions. According to Kabavanadu, one of

the artecritics of Mathrubhoomi paper in Cochin, the

Cavittunatekam music at times resembles the local marriage
songs. Dr.Chummar Choondal says, the influence of Terukubtu
songs is seen in Cavittunataksm in the corrupted form of

Ragas and Talag of Carnatic music. According %o Dr.Justine

Panakkal 19 the music of Cavi??unétakam has a closs
association with polyphonic music. Polyphonic music is sung
in different voices i.e. Tenor, Suprano, Bass etc. Sabsena
Raphy says that ® Cavi??unﬁtakam songs are composed in the
vast and varied Esal of the rich Tamil musical literature,
RKerala has inherited a rich legacy of Tamil music of the

Sangha Poems, the classics of Tamil, It is from this vast

Tamil music liverature that Kiitiysttam snd Kathakali
developed their music. It is in this sweet familiar Tamil
Esai (song) that ‘cavi§§un§takam plays are composed by a
master-mind ; 80 &g to depict the various rasas, msinly
sentiments of valour, as most of the plays parade deeds of

bravery and thrilling fights ", 20)
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One cannot rule out the influence of the Tamil folk-

songs like Kavati , Cindu , Eumml, Kolattem and ammenai -

In some songs the influence of Malayalam folk-gongs called

Maveli Pattu is found. As already mentioned earlier the

)

influence of Terukuttu is seen clearly. E.g. In Karalman

Natakam , the song deseribing voyage of Charlemagne %o
Rome, song of the Minister, Ship song of Charlemagne and
song of the birds.

The Portaru (war song) in Karalman Natalkem is not in

the Yudha Vattannal of Kathakali . The music here 1s in

clear staccato of the Western style of singing., The war song
between the Turk and Charlemagne, war song between the Turg
and Oliver etc. clarify the abcvé conclusion. Certain
distorted version of Carmatic ragss like KamboJji, Ananda-

bhairavi, Sankarabharanam iz found in many places.

All thesge sbove-mentioned factors, styles and traditions
of music have immensely influenced Cavi??unﬁtakam music in
attaining a style and nature of its own. The play-back
singers in Gavi??unﬁtakam are allowed only to accompany the
actor. The actor sings in the higher octave, the accompanying
singer repeats the same in the lower octaye or in the higher

octave. The chorug is sung in many voices. Choral music

PAGEGERS 070y
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(singing in many voices) is a special feature found in
Gavi??nngtakam which iz an influence of the Western style of
singing. The repetition of the same tune is also seen, which
is another common feature of Indism folk-theatre. Songs start
in a slow tempo and end up in fast vempo which is a common

characteristic of EKaethak or Bhajan style of singing.

MUSICAL INSTRUMENTS:

Musical instruments used in Cavittunatekem are both

Indien and Western in origin. Traditiomally, during the
performance the géég and other musicliens stood in the centre
of the back-stage and the singers took their place near the
cesement of the back-curtain as explained eavrlier. At presgeunt
in some places, they sit to the right side of the gtage. In
Gavi??ungtakam there is a lot of stress on rhythm becauss

of the nature of the art-form which is basically vigorous

and forceful (Tandava) and hence the rhythmic instruments
&

like Centa , Elattalem , Maddalam , dolakku and Jalra of
Indian origing Kettle drum, Cymbal and Tambore of Western
origin are usged, Besides‘th@aeg &triég end wind instruments
like Fiddle, Clarionet, Harmonium and Bulbul are also used.
Some troupes like North Parur, Pallipuram, Fort Cochin,
Arathungal and Veduthala use more Western instruments(kettle

drum, Clerionet, Fiddle etc.) than the other groups.
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The role of Centa end Elattalam is very promined 1‘“3;4ﬂ

the orchestra. Before the play commences , Kellkottu is

*a

performed, announcing the play. This is a common feature in

many of the classical and folk-theatres of the South. However,
Kelikottu 4is not so elaborate as in Kathakali » There are
g

thres KG%lkO??ﬂ - onnam keli r&ntam keli and munnam keli .
The play begins at the end of Munnam k@%i » The music and
instruments make Gavi??unatakam more vigorous and forceful,

The Eastern and Western traditions can be seen clearly both

in music and in the use of the instruments,

TECHENIQUE:

Gavi??ungtakam as a dance-drama form has developed a
technigue of its own. When the students are admitted to the
Kalaris by the A§%§vi for lsarning Cavittunatakeam , in the
beginning various body exercises are %auéit t0 them in the
line of the ancient Ealari tradition of Kerala. The trainees
are also gilven body massage to make their body supple and
ready for the strenuous dance. After this, the Isan (Agggvi)
teaches the basic steps (Irattipvkal) which is followed by
the teaching of the ccmplica;;d and intricate dance-pleces
like Kavitams, Kalisams , Etakkalagems end Atenta . Principles

of acting and singing are also taught simultaneously.

PLOTN TR 2.3
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FPOOT-WORK s

The outstanding feeture of caviygunatakam technique
lies in its foot-work. The name of the damce-form itself
is derived from the two Malayalam words-Cavittu (step),
Natekem( drama) means a drama with steps or stemping of feeto
Hence, more stress and importance is glven during training

to the foot-work.,

Steps (Irattipukal)
The basic steps are called Irattipukal . There are

twelve basic steps, however, they vary in number from 12 to
- -noq,.
16 from one troupe to the other., Annavig 1like Asan Georgs

from Gothuruthy and a few others teach the sbteps systematically

before theﬁ start the Coll@gﬁ??&m (rehearsals). Collukabtug

of the steps include meaningless syllables (as in other art-
forms like Bharata Natyem, Kathakalil etc.) and a few verses

of a populsr songs of the play. 12 baslic steps as taught by

Asan George of Gothuruthy troupe are given here below with

2 short explanation and their carrespogding particular

Collukattus -

1772 Beb -
1) Te Taiyum Taiyum

(0

A 2 1 2

Tai  Fai fTPaita Dhintakas -
(o) - ()
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The right foot is forcefully stamped in the fromnt in
ggggg (where the full sole of the foobt touchzs the floor)
fo; the first beat, the left foot is stamped at the same
position and on the third beat the right foot is brought

back and gtamped at the original positilon in gtand at ease,

and the left leg is sbamped on the 4th beat. For the first
two beats the right hand is kept in Ardhacandra hasta

facing out-ward, a little away from the body and for 3rd

and 4th beat the hand is brought close to the chest. However,
the left hand 1s held in Qggg hasta to the left side for the
first two beats and on the 3rd and 4th beat 1t is kept in
éikara resting on the performer. The same pattern is

repeated on the left aide.

1 2 3 4
ii) = Thedl Mitba Hibtta Ginu Tegl
(1)
1 2 1 2
Ta - - Ta Taiya Tailym
(o) (o)

The right foot is gtemped behind the left foot in Egggg
for the first beat and brought back to the original standoat
gage position. The right hand is held in Ardhacandra_hagta,
facing out-ward and the left hand is held in Sikara close
to the chest. The body turns at the %orsd towards the right
side and the dmmcer looks from right side to the other
diagonally. The same movement iz done on the left side to0.

[l U PN B T T
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1 2 3 4
1i1) Ta - Tadhi Tata Tataiyum
(1)

The right foot is stamped on the ﬁormal basic position,
on the second beat’again the right leg is placed behind the
left while body is turned towards the right, On the third
beat the right leg is agein stamped in the original position
and by stamping the left foot in the same place, the movement
is completed. Here the Avrdhacandra hastg Qs kepf palm facing

towards the dancer and the left hand is kept In Sikara as

in the previous step.

(M __ (o) (e)
iv) =~ Varuminke patekaluntrai patekaluntrai Ta dhin
(1) ' (o) (o)

Taka Porjayittu vanta kappal vanta kasppal Ta dhin taka

Turning the body to the left side, the right foot is
stemped on the first and s%cond beat to the right side, on
the third beat the same right foot 1s stamped behind the
left and on the fourth beat the dancer comes to the normal
gtand-at-ease position striking the left foot. The right
hand is held in Ardhacandra hasta throughout, but the left
hand is in Dola hasta for the first two beats and for the

9
3rd and 4th beat it is held in Sikara hasta close to the

chest,
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(1) - -
v) Varum Sahodarare viryabhatare
(o) (o)

Marana velayil mayankitamal

Turning to the left side, strikes the right and left
foot one after the other, thus by moving to the right ,he
completes the 3rd and 4th beat. The ultimate outcome of this
dance movement is a semicircle. The hands asre held in

Ardhscandra hagta in opposite direction. This step is done

by starting only from the right side,

vi) For this step the COLluka??u is same as that of the

iv step.

The pattern of the dance movement gives the form of a
triangle. On the first beat the right foot 1is stamped
parallel to the left foot by turning o the left-side,; the
second beat by the left foot on the sauwe place, For the
third beat right foot iz stamped diegonal to the left foot
on the right side. For the fourth beat the left is stamped
on the heel behind the right foot. The hands kept in
Ardhacandra hasta both facing outward move like the wave

with the movement and on the fourth beat both are kept in
9

Sikara hasta, the right above the head to the right and
left on his left thigh. The dancér looks at the right hand

in the final pose., The same is repeated on the left side.

g e, ) -
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vii) Collukattu is same as iii o

The right hand is kept in Ardhacandrs hasta palm

towards the face; left in éggggg pointing to the chest. In
the four beat rhythm, the right foot is stamped in the front
for the first beat, second beat by the left foot on the same
place, but the third and fourth by the right leg. The
movement gives a gquarter circle form. The right hand moves
from the original pesition ﬁowarés his right side above the
head level,

viii) Collukattu is game as 1ii

Striking the right foot in the front both hends are
held in Ardhacendre hasta , palm facing inwards. Second beat ,

the laft leg on the same place, For the third beat right leg
is stamped behind the left foot and the 4%th beat by the loft
foot. Then for the 5th and sixth beat he moves to the left
side and for the 7th and 8th beat, takes é pose to the right
s8ide where he looks at the éikara hasta held in right hand

and the left hand also in Sikara hasta held close %o the
waist striking the left leg behind. o

ix) Collukasttu is same as Jii.
o e .
The hands are held in Mrgasirsa hasta but the middle

e
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three fingers touch the palm, stamps the right foot for the
first beat and for the second beat strikes the left foot,
raises the right leg almost to his chest level while raising
the right hand above his head pointing the fingers upwards,
fixes his glance orn it, the other hand points to the chest.

This is also done alternatively on right snd left side.

x) Collukattu is same asg i.

On the first beat the dancer Jjumps in front landing on
both the feet in Aramandi (half-sitting) position, on the
second beat the handsg are kept in Ardhacandra hasta facing

downwards. On the 3rd beat the right foot is stretched to the
front by striking the heel and at the same time maintaining
the Aramandl position. Here both the hands are kept in
M€gas§r§abheda as expalined earlier where the 1little

finger of the right hand is pointing upwards, the left thumd
is held at the right hand elbow, and this pose is kept for

the fourth bezt where there is no movement of the body.

xi) Collukattu is same as i or .

The movement for the first two beabs is same as the
18t two beats of the stsp. For the third beat he lifts his
right leg bending it at the knee, keeping the Aramandi

PATLNE g AR



position. The left hand is stretched above his head to the

q .
left side in Mrgasirsabheda hasta and the left is kept

stretched down towards tvhe raised right leg also in

] ] '
MrgesIrsabhéda hagsta . For the fourth beat the dancer keeps

uvp the seme poses

xii) Manimakuté mufiyara;an mu?iyaraéan ta dhintaka
Manimé?ayil etirslikave ebtirélkkave ta dhintalka
Parinalavisana tailafgalskave
Purana mullappu malliks malayum
Torana ptpantal nalsmotalankeyil
Pazhikayayitu kervaniyeka ‘

Strikes the right foot in the front, the left hand is
1 t
kept in Sikara hasta pointing to his chest and the right

hand is held in Ardhacandra hasta facing the palm oubtwards,

for the second beat moving to the right sids strikes the

same right foot and here both hands are held in Ardhacandra

hagta facing the palm inward. Bending a little forward
strikes the left foot in the front for the third beat holding
sane hand gestures. For the 4%h beat left foot is stamped
bebhind in ggggg (striking on the front portion of the sole)
The hands are kept in Ardhacandra hests facing it outward.

5th beat strikes the left foot in the front bringing the
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direction of his palms to his chest and on 6th beat he
brings the left leg behind the right Just as it is done for
the 4th beat. For the 7th beat, takes a pose to the right
side stamping the right foot and looking at the right hand

. -y
which is in MrgasIrsabheéda hasta. The left leg is stretched
to the left side resting on the front portlon of the foob
and the left hand is held Jjust below the waist.

EAVITTAMS

Kavittam means a rhybthmic choreographic piecé of pure
dance (Hlrtta) performed at the beginning of a song. It is also
performed at the first entrance of an important character
or a% the starting of e Durbar scene where soldiers stand
in a row, Each talented Asan could choreograph his own
Kavittam combining the basic steps and other movements.
However, it is said that traditionally 16 Kevittams were
taught of which only 8 are in operation. Thore &re a few
Kavittams traditionally used for particular characters liks
Mantri (Minister) King etc.

Example for Kavittams:

(1)
Eitatakza Tat bari takstari teka tallanm

(o) (o)
Tat tarl tom tari baka tari ta -

FHRGT A 10000 2.0
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(1
Timrutat thadhl ghina tom
(o) (o)
%i?ataka tat tari taka tarli ftaka tallam
1 ,
Tat tari bom baci taka $ari ta - .
(o) (o)
Fimrutat ?h§dhi ghina tom
1
Ritataka tet tari +teka ¢tari ¢a

(o) (o)
Timrutat thadhi ghina tom kitatak thom tari

(1)
Take tari ta~ timrutat thadhl ghina
(o) (o)

Pom - kitataka +$at tari tem tharikita tom
égﬂa tari banm tharikita ton thom tarl tam tharikitathom

(o) (o)
%%ga tari tam therikitathon ta-- kitataks

Tat therikitateka $eka tharikita thomtharikita
Taka nam tharikita teka

Tganda thinta +a thimrubtat tathinghina éggm
Thimrutat tethinghine thom tathinghipa thom .

ETARKATESAM :

-l
Etakkalagamg are vigorous steps performed in the middle

of a song. Sometimes the song is sung in faster speed and
neaningless syllables (cclluka??us)’are used elaborately.
They are 12 in aumbex,
KATXSAMS:

Kalasans are vigorous steps executed at the end of a

) K . - ¥
song. They are very similar to the Kalasams performed in

PAGOQDA 10808-2.00
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Kathaka%i . However, the Kaldsems of the Gavi??unEtakam
are of a simpler nature than Kathaka%i, but close to the
latters §§%§ system and style of reciting. An example of
Kalisam in Adi Ta}am is glven below:

(1
Katir tam katir tonkattarikits takaterikitas tinginam taka

(o) (o
Pittittail ~ timruta tarikita seketarikita takatarikite

(1)
%i%ln&m teka tittittal taka tattaﬁta(tikkitu takkitu
o '
?aglkwta kitutai tarikita kitu tai tinam kritom tinem kritom tom
1 I

%1nakru karikinattai-krita tatta ﬁa%k%tu tikkitu
Tarikita kitutai btakikita kitutai tinam krits tinkanan tom

ATANTAS:

Atan?as are performed by the female characters in
Cavi??unatakam . They are a combination of a flowing steps
performed very gracefully (lasya) and softly which resembles
the Mohiniygyfam dance style of Kerala (61a). An example of
Atanta in Adi TE%am is given below
(D (9) (o)

?%%utaaam farikuta jemdhani ?a%utajam ga ri %a ma pa da ni sa

Takutajam tarikutajandhami takutagam sa ri ga ma pa da ni sa

1) (o o)

%%%i tantena tana tana Hananal t?n% tantéana ?a?a tana tananai
o o

?3§1 tantZna tana tana ta?a§ai tani ‘tantana ta%a)tana tansnai

Tutekrita-~ tarikitatitta - Tutekrita tarikita tom tadhintaka tom

\

"~
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HAND-GESTURES ¢

Many hastas are used in Gavi??ungtakamg but there is
no exclusive treatise written and used for its hasta-language.
These hastas are not necessarily as meaningful and precise
as the gestures in Kathaka%i or Bharata Natyam . At times
they are rhythmical gestures that follow the words and
dialogue (61b). On a closer observation one realises that

the hand-gestures are also used in & Natya Dharmi style,

for example the saying of the king was demonstrated in the
]
Bse of the hasta Mrgasirsa (62) by stretching the hand

from the mouth, one foot towards the front. Since the songs
are sung by the performer, the use of the hand gestures is
not very stylised and systematic. However, many hastas like
Suci, Pataka, musti, §ikara3 Ainjall, Kapoka etc. are very
frequently and meaningfully used.

During the pure damce, Ardhacandra is in most frequent

1) ¢ [
use. Sikara eand Mrgasirsabheda that is, commonly used

[
Mrgasirsas with the three middle fingers touching the palm

are also used., The students learn these hestas and hend-

movements together with the basic asteps.

BASIC POSITIONS:

There are mainly five positions which are frequently

FAGO LY (HNG-2.08
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geen during the performance.

1. Stand at ease position (63) . The dancer stands erect

keeping his two feet apart; leaving a gsp of about 4" from
one to the other. Hands are rested on the hips in Ardhacandra

basgta facing downward., Chest is held uwpright. The head is
kept in sama position. This is the most basic position.
Here, one ghould note that this art-form is of a martial
nature and the movement resembles the basle standing position

of the soldiers (63a).

il) Kneeling Position:

Soldiers kneel on two legs when they pray to God and

iii) Eneeling on One Ieg: when greeting somepne respectfully

i.e. the emperow (51). Also when asking for pardon (63),
receilving blessing from the elders (52) during the sword
fight (54) etc. the position of knseling on one leg 1s very
popular,

iv) Aramandi Position:

This is found especially when they perform the ‘10%h
and 11th basic steps.

v) Standing on One Leg:

Where the left leg is firmly placed on the floor and
the right leg is raised to the chest height is found in the
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9th step. This step is performed to demonstrate anger, pride

etc.

Most of the foot-work isg done by raising the legs in
front of the body in a marching movement. The entire foot
is gtamped against the floor, Certain movements are done

by dancing on the heels by the female characters.

Their facial expressiong tend to be more reallstic

thﬁn stylised (63b). It is more lOkadharmi than Natyadharmi.
There ére no gpecifically termed movements for the eyes,
however, the use of the eyes by the actors is seen very much
on the stage. Besldes being a good dancer the Oavi??unﬁtakam
performer should be a good actor and singer as well, The
actor expresses himself by singing and acting. He sings with

gestures, expressions, movements and modulation of the voice.

After being taught the preliminary exercises and basic atépsg

the student learns his role by singing, acting and dancing

simultaneously.

The art of sword-fight in Cavittunf@takem is another
special and attractive feature. The swords, spears ebtc, used

mq-u e
in the play are real, The Assng who teach Cavittunatakam

o

are also expert sword-fighters. The art and principles of the

PAGODN 10000-2-83
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sword-fight in Cavi?i:unﬁtakam is a blend of the Western
gladiators and Ka}arippayattu of ancient Kerala. At present
experts in gword-fight among the performers are fast
disappgaringo Also very‘nominal training is given to the

present-day Cavittundtakem studeﬁta,

o e

CHOREOGRAPHY

In éhoréographyg together with the steps; the body
moveasnts are glven equal importance. The movements of the
body or parts of the body or a retinue of soldiers; the use
of the space (direction and level), the timing of the
mnovement; (fést or slow) , the mode of the movement (strong or
ligh@)'and pattern of the movement (bound or free) are

meagured and carefully chorsographed,

Chorsography in Cavittunztakam can be divided into two
categories: A) Choreography during peace time, entry of a

character, dance of the soldiers etc. which consists of the

Kavittams, EtakkalBsems, KalBsams and Atantas, Here the
© )

choreography is attained mainly on two principles,
s) Line ss the basic principle: Here, the actors, mainly the

soldiers dance in a xow., This type of choreographic pattern

can be in one line, parallel , diagonal or in many lines.

o s e A A B S s et e

For details refer the sketches given at the end of this chapter.
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V. CHOREOGRAPYY IN MANY LINES
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CHORIOGRAPHIC PATTERNS IN' CEMICIRCLE

1. SINGLE SEMICIRCLE BY A S0LO DANCER.
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6. SINGLE SEMICIRCLE BY THE GROUD.
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b) Semi-Gircle:

The movement of the feet snd the body will effect the
formation of a semlcircle in different patterns. The basic

steps No.4, 5 and 6 also have this choreographic pattern.

B) Choreography for the Fighting Scenes:

The choreography for the fighting scenes is based on
the principle of sttack and defence., These patterns are very
interesting, There are group fights and individual fights.
While attacking, the actor stands erect, however, the knees
are slightly bent, the left hand is held high behind the hesad.
The defender kneels on his right leg and the left hand is
beld high behind his head. Abttack and defence goes on
alternatsively according o rhythm and the direction of Agg&vi .
A few striking choreographic patterns are given at the end

of this chapter.

CAVITTUNATAKAM TODAY:

This art—-form was very popular in the 17th, . 18th and
19%th centuries. In the 20th century it suffdéred a set-back.
In the 19508 to cater to mess appeal, Asans like V.G.John,
Thottagam Joseph wrote plays in Malayalam on Indian History
and Hindu Puranas. Kerala Kala Samiti introduced the plays

TR e R ST N
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H. FIGHTING W TWO SIRCLE TORMATIONS,

A = DEFENDING PARTY . THE 1WNER CIRCLE FORMATION.,
B s ATTACKING PARTY - THE QUTER CIRCLE FORMATION.
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of Harichandra and Akbar in Malayeslam successfully. However,

Cavittunatakam is still struggling to rise out of its slumber.

According to Sabeena Rephy, in 1969 there were over
fifty centre where Cavi§§un§takam was performed at random.
By 1984 many of these groups have disappeared. The existing
troupes are not very well organised due Vo lack of finance
and patronage. The artists of Gavi??unﬁtakam are financially
very poor and as a rule not paid, and even if they are paid,
it is a very meagre amount. There is not a single organized
centre that imparts systematic training as we have for the

other art-forms like Yaksagdna , Ottam Tullal etc. It will

be a great service to the art of Cavittumatakam if the

Government or Church organizatlons take an active interest

in developing and promoting this art-form.

Cavitbtunatakam Troupes:

During the field work conducted in May 1984, the
following troupes were found to be stlll asctive and had their
performances regularly inspite of all the financial difficulties.

S1l.No. Place No.of Actors géﬁn (age) Play
1.  Radamaklkudy,Cochin a7 Thomas M.C.(55) Alphonse
Natakam




—,

. anoema— s v pat

274

et i o RN Y S a4

2o
30

56

6o

Kadamakkudy,Cochin 21
Kothadu/Kandanadu 16
Kerala Kala Sadanam

Palluruthy/Veli,Cochin 6

Ochanthuruth 11
Pallipuram 7
Gothuruthuw Yuvajan

¥ala Samiti 34

WOMEN IN CAVITTUNATAKAM,

o8

Varkey K.V (75) Jnanagsundari
Pius Annavi(95)
Joseph (50) Karalmin
Jossey V.4.(52) Karalman
Michael V.M.(58) Alphonse

Natekem
Antony
Charamkulath(51) Karalman/
Ancelika

Paulose Pilothu (63)
Georgekutty (40)

Traditionally Cavittundtakam, like many other folk-arts

of Kerala is performed exclusively by men including the

female roles in the play. But for the pagt few years, women

have ventured into this ert-form,

Umavatl from Cochin is one

of the successful artistes. It is interesting to note that

m?—:
this lady is a Hindu and hed training under Asan George of

Palluruthy for 15 years. At present she is performing in the

P
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°°a
Kerala Kala Sadan troupe, Palluruthy led by Asan Jossey A.
Vadakkeveetil. Other names to be mentioned are Mittl end

Celin also from Cochin and Jessy Varspuzha from Kadamakkudy.

In the academic field there are a few eminent scholags
who have worked for the promotion and development of this
art=form. The contribution made by Sabeens Raphy and Dr.

Chummnsar Choondal cannot be overlooked.

Sabeena Raphy did her M.A. in Economics from Madras

University in 1951. By profession a teacher, her interest

in social welfare and the arts led her %o mske study of
Gavi?funﬁtakam and to form a drama troupe to revive the art,
Her troupe has perforwed st State Festivals and im 1959
sppeared in the Rgpublic Day Festivel in New Delhi. Mrs.Raphy
has written several articles snd has published a bock,

"Cavi??unatakam " one of the substantial works on the subject.

She is the first one to draw the national attention towards
this art-form. At present she is engaged on a comparative

study of the Mahabharata and the Bible.

DroChunmar Chocndel is one of the most eminent folklorists

in Kerala., He toock his Ph.D from the University of Kerala

for his dissertation on " Foreign Influence on the Theatrical

st o e o e
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Arts in Kerala with Special reference to Cavi??unﬁtakam ",

He is at present Professor of Malayalam , St.Thomas College,
Prichur, He is the founder secretary of the Kerala Folklore
Acadeny, He has meny remesrch articles and bocks to his credit.
He has also made exhaustive studies on rars folk art-forms

such as Kummati, Margemkali , Xrvam@ls Natekam , Iver Netakanm,

Mavarasu Nateksm » ¥annyarkali , Mublyettu etc. He writes,
enacts and directs pleys. In the field of Kersla folk arts,

he has also made a valuable contribution in assisting research
scholars both in and out of the country. Though an academician
by profession he lives with the villagers and identifies
himself with their life,

In the 306 years of existence of Cavi??unitakam , this
dancewdromsa has attained a special form of its own. The unique
agpect of this art-form is that it has a blend of Indlan and
Western theatre tradivion sgpecially in its technique, themes,
cogtume, choreography, stage geography end presentation. In
th@ sphere of theme and costume the Western elements dominate,

but the technical asgpect is dominated by the Indian theatre

tradi#iane In the area of music there is almost equal importance

given to both Indian and Western music.

PAGUDL 1RLGG-2.00
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The Terukltbu and Natakems performed in Tamil Nadu and
also by the Tamil speslting people of Palghst area are quite

similar to C&vi?ﬁun§takama The Sinhalese Nadagsma performed
by the Catholic villagers of Sri Lanke also have a lot of
similarities to Cavi§§un§takamo The language, themes,
characterigation, presentation and other aspects of the

theatre are very similar to Cavittunatakem, The roles of

Annavi, Kattiyekkaran etc. are almost the seme in both the
art-forms. The music also resembles esach other, The involvement
by the Portuguese in both areas in the cultural life of the
people could be the explanation for these similarities,

In the middle of the 20th century, Cavi??unﬁtakam ag an
art-form was fast dying out. But in the 1960s onwards & few
scholars like Sabeena Raphy and Dr.Chummar Choondal have drawn
the attention of the natiom by their writings on this uniqgue
art-form of Kerala., Howsver, only an organised effort by the
Government, Cultural academies and organizations could help

make this art-form popular and alive among the people.

s TR i R Ry B B T
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LIST OF PEOPLE INTERVIEWED OR GONSULTED

INSTITUTE AFFILIATIONS ARE TNDICATED WHERE RELEVANT

Name Place Role/Designation
1.Dr.Chummar Chooxdal Trichur Secretary, Kerala
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Folklore Acadeny,
Eminent Folklorist

and research scholar,
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Mrs.Sabeena Raphy

Ponjikara,Cochin

Berno Parithussery Kerala Kala Sadsnom

Fort Cochin

Jossey Vadakaveettil " w
Varghese V.A. " "
Tazar N.R. " "
Devasgsy N.A. " "

Georgekutty Konath Yuvajan Kala Samibli
Gotlmruth
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