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The Chakyars and the Nambiars possessed different texts on Kiltiyattam which
were handed down from generation to generation. Some of these texts are with
them even now. This literature of Kiitiyattam consists of Krarnadipika,

Attaprakaram (both conce rning choreographic directives). Nirvahana sloka (quatrains
describing the anecdote concerned ), Vidlishaka sloka (quatrains followed by Vidilshaka),
Tamil colloquial expressions, Arang utali sloka, Tala prastiiram (rhythm pattern) ard
songs like Akkitta?

Kramadipika and Atraprakaram are books which help Chakyars in the stage
performance of the drama. What is the differ ence between Kramadipika and
Attaprakararn? Attaprakaram describes in Malayalarn how the actors shall move, what
they shall do. in order to perform on the stage the verse and prose of the drama
Kramadipika. on the other hand. narrates the background information not explicit in the
text of the drama but which is essential to be borne in mind by the ac tors. This includes
practical details like make-up. mode of entering the stage and so on. Krarnadipikas are
notes for stage application written by experts on histrionics, the Gurus of Chakyars, in
ancient limes. Attaprakararns, interspersed with portions of Kramadipika, and
Krarnadipikas containing portions of Attaprakarams are common. I have come across
only a single Kramad ipika pure and entire, which has no mixing with Allaprakaram-Ihe
Krarnadipika of Chiidiunani; Pratimii and Abhisheka all of which relate to the Ramayara
story.

The point m.y be made clear by one example. The following is a verse spoken by
Lakshmana in the first Act of Chudamani:

Jyaghosena niriikaromi bhayadan
paryantabhajo rnrgan
Parnai sadrna samapayami, sayanam
badhnarni puspacchadai:

Here Lakshmana says: "I shall drive out wild animals with the noi se of my bow-string,
make a green collage here and make a bed therein with petals of flowers." The
Attaprakararn descnbes how it can be enacted: .

. Laksbmana humbly bows [to Sri Rama: J""thatwere you saying? To make a green cottage here?Yes,let
It be," W~lks ~~t a bit and.relUrns. Turnsand takes his bow and arrow in hand. jumps lowards the lamp,looks
I~~( ~nJ nghl. I shall do like this." He takes a warrior' s posture. tigh tens his bow and produces a noiseonthe
strmg.

At ~al lime i ~ ~e fore<,1 on the bank. of Godavari. wild animals run amuck. frightened by the noiseof~
bow-smog. How 1S It? The elephants stand there fanning their ears. there echoes the noise and they heat It.
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Enacts the frightened elephants running and shows thai they have gone. Then enacts the frightened leopards.
lions, deer running and shows that they have gone . Th en cutting branches of trees and using cl imbers prepares
for making a hut, With his sword cuts big branches . bring them to be used as pillars. From these branches he
makes beams. radial layer. doors, etc. and binds firmly with barks. By collecting flowers a bed and a pillow are
alsomade.

The above description is for the acting of two lines of a quatrain. The Attapraka rrn thus
nanates in Malayalam how the entire text is to he presented on the stage.

Next, an example for Kramadipika. In the third Act of Ascharyachudamani (p. 25) an
old monk is to appear. Th e te xt provides only th is much: "T ara: pravisati
yatrasambhiiravyapflo vrddhatapasa." The Kramadipika describes the attire, make-up and
mode of entrance of the old hermi t in this fashion:

After having performed up to the entry of old hermit, let the old hermit with his make-up go to the hindpart
of the stage. His attire is. a simple white cloth folded and worn like loin clotl:t The waist ornament, Katisutram.
shall be bound at one side slanting. Be low theknee on the leg and all over the body rice po....der shall be smeared
withwrinkles marked. The lines are bent at midd le and elongated both sides. On the forehead hewears turmeric

marks and collyrium on his eyes. O n the face green paint (mana)'oIa) shall be'applied. Hair made of \\ hile
threads are to be tied o n me head and beard 100 with. thesame thread. Red cloth and feather disc aT(' 10 be on the

ear and holy thread poonut sh all be tied . A stick. in me right hand. On the left shoulder ls another Slick wilh
bundles of srvva.juhu, wooden board to sit on.pliduka. wood en cup namedkinti, the holy text. deer' s skin.grass
twignamed camato lied up at both end s. W alk with the help of the right hand stick. Thi s is the make-up for the
old hermit. The young hermit, after Nalparhyarn. shall pronounce and act "na sunyamira" shall walk around to
conclude. Then there is the formal entry of the old hermit. He holds the curtain and reads. sings twice and then
recites the alamasloka:

Ni~icaranalh.1i.gamanad

janita bhayascalitagatray stlrasau
YalTa sambharabhara
~anakair3yati tapaso vrddh ab :

Let him lie down the uttariya on his hand. After the sloka . he shall reads and coughs like an old man. and in
the same tune as in the sloka announc es his words of retrea t "ita ita sliagatam3(ithaye". Coughs again. places

his bundles on the shoulder and walks on the support of his stick, bent and faltering. Turns around. ~d at ~~
finale there an: continuous drum bea ts. He leans finnly on the stick, turns. Concludes with the items mrglla, can,

and pari krama ; These are the ritual s for the old hermit behind curtain. Then he sprays water on the face turns

towards stage. His entry on a bent forw ard posture . He coughs. shows an old man's beha,·iour:md speaks out:
"Durgbatam durghatam ho ho !" Afraid of Ravena he nervo usly looks around and walls In hast~ . Afte.~
performing entry like this he hears " Aahama tithi. kc tra bha" and speaks our twice "ita ita svagatarnatidhaye,

shows movement of entering and concludes.

This is the nature of Kramadipika. All important instructions for actors are given he,re,
Attaprakaram has textual meanings and explanations to help the acting. All other tOpICS
are discussed in Kramadipika, especi ally make-up details and different mod~:s of entry.

In our Kiittampalam several Sanskrit plays are being performed. Centunes back rune
plays right from the entry of Sutradhiira upro Bhara tavakya were in vogue in t~e~r fuU
form. The plays are Swapnavasavadatta, Pratijnagaugandharayana. P~atlmanataka.
AbhishekanQlaka. Ascha ryachudamani. Subhadradhananjaya. Tapati-Samvarana,
Nagananda, and Balacarita . Two one-act plays, Dutavii kya and Dllragharo'.~cha , a
vyayoga, Kalyanasaugandhika. two comedies , Bhagal'adajjllkiya and Mattavilii sa and
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ce rta in other rupakas were also enacted . Presumably the Chakyars did perform
Urubbanga, Madhyamavya yoga and Pancharatra too . Each had its Attaprakaram and
Kramadipika, and unfortunately, except a few , they are lost. About those which are now
available, we have no inform ation regardingtheir time and authorship. Fromthe treatment
of subjects and from the style it appears that a few are very old and others recent. But
those which are written within the last fourand five centuries are very rare indeed.

Centuries back, the practice of acting a drama as a whole, had come to an end in our
country. The presentpractice is to stage a portion of a play. upto a maximumof one Act,
often certain portions of one Act. The portions which are in vogue are the first Act of
Subhadradhananjaya, Surpanakhanka of Chudamani, Asokavanikankam, Anguliyankarn,
the first and third Acts of Abhishekanataka (Balivadham and Torana-yuddh a), the First
ACI of Nagananda. and third aCI of Pratijnayougandharayana (Mantrankam). As a ritual,
certainportions of the comedyMa ttavilasa arealso enacted. Till recently. it seems. certain
portio n of Kalyanasaugandhika vyayoga and of the one-act plays Du ta vakya and
Outa gbatotakacha wereenacted at Velloorand Vennimala. It may not be difficult to trace
out their Attaprakara and Krarnadipika, if we try now, To collect them, to ed it and publi sh,
would indeed be a great boon to our theatrical art.

The nature and style of the Anaprakarams and Kramadip ikas, which I have read, are as
follows.

J. Kramadipika ofRiimiiyana dramas
The Chakyars used to perform in ancient times. continuously for months together.a

Ramayana Natakam by joining together three plays; Aicharyachisdiimani. Pratimaniitako
and Abhishekaniitaka. Altogether there are twenty-one acts. A separate Kramadipika has
been prepared for each act. It is found that in the lone case of the seventh act of
Chudamani (Anguliyankam), the separate Kramadipika is missing. The reasonfor this is
presumably that before preparing this Rarnayanam Kramadipika, a very detai led
Attaprakaram including Kramadi pika might have been popular for acti ng Anguliyankam.
The Ramayanam Kramad ipika only gives the advice 10 ac t Angu liyankam as per existing
practice. The practice W3'i there and was well known.

In.the above Krarnad ipika, all matters that a veteran guru is supposed to deal with are
descnbed followi ng the dictates of Bharata Muni's Natya Sastra. These incl ude tools for
mak~ up and costu~e, special feature of each vesham, gait, posture of sitting, style of
look ing at, exp ression of mood and sentiment. tonal effects while uttering each word.
speech patterns including stammering, frolickin g, elongating, structure and form of dance,
etc. It al~ mc~udes remuneration and other rightsof artistes. In brief, this is a document
of the baSIC science of Kerala 's theatric al art.

Z. 171,Attaprakaram far Anguliyankam

This c~ be . called the Veda of the Chakyar . Anguliyankarn is the six act of
~hW:ama",. II IS based on this drama that Chakyars learn their Irad itional art of
h~s~omcs. Its expressions are very elaborate. Hanuman is the sole character of me act
~llJ IS supposed 10 be there, bUI she is not presen t on the stage. The few words that Sita
IS 10 say are narrated by the Nangiar in the background. Hanuman, having crossed the
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ocean and reached Lanka, searc hes everywhere and finally locates Sita sitting below a
simsapa tree at Asoka vanika. Hanuman intimates to Sita incidents suchas theagreement
between Sugriva and Rama and pre sents the ring of Rama to her. Only this portion of the
storyis dealt with in this Act. But the acting would take days together. Its Auaprakararn
is prepared for such an elaborate performance. The plots and sub-plots suggested in each
word are described at full length. The past story of Kishkindha Kanda. which is not there
in the text of the drama, comes hereinful1. Surasa is overpoweredinHanuman's crossing
of the ocean. Dialogue with Mainaka, the killing of Simhika and other encounters in the
journey towards Lanka are enacted. 1I0w Ravana conquered the Heavens is shown. How
Ganga was brough t down 10 the world. how Hanurnan was born. and such other anecdotes
which can be related to the textual words, of the drama in some way or other are
performed by the sole actor Hanuman in this scene. As conclusion, the verses of the first
five acts of Chudamani too are usuaJly enacted, Even now in many temples an item of
festival is Atiyant ira-Kuttu (ritual performance) and Anguliyankam is taken for his
purpose. A minimum of 12 nights are required for this. Verses numbering about five
hundred which provides related anecdotes which are interspersed in the acting have been
collected and compil ed from epics such as Ramayana The Attaprakarams of all these
verses too are written and thus the Anguliyankam Attaprakiiram is very comprehensive
and elaborate. To have a satisfac tory performance of the Act. at least forty-one days would
be required.

3. The Allaprakaram of Mantrdnkam
Mantrankarn is the third act of Pratijnayaugandharayana: The Vidushaka has the key

role to play. In the acting of Sanskrit drama by Chakyars, the Vidushaka makes speeches
in Malayalam, Mantrankam is speech-oriented.

Just as many related anecdotes are presented through angika abhinaya in
Angufiyankam, in Mantrankarn we see many an anecdote is narrated through spoken word
by the Vidushaka. Th e Chakyars Jearn the an of narrating stories by practising
Mantrankam. Epic stories such as Birth of Vyasa, Incarnation of Vamana, Burning of
Tripura, Rarnayanam, Swayarnvara of Draupadi, subnadraharan arn, Burning of
!{handava, Kiratam, pastoral stories and narratives of even the pornographic brand s~ch

as Paramangalam story . the story of Ummikunnathu Bhatia. the story of polished nee
being sawn instead of paddy. the story of ringing the bell by Kizhkkantala. the
experimentation of cold hath for high-fever. the story of thc dinner given to Bhava-Sarma.
the parrot story. the story of the merchant Cheniyar, the stories of the danseuse
Anangalekha and lovers Unyaranan and lttiaranam. etc. are to be narrated in Mantrankam.
It is considered that Anguliyankam provides all the necessary training for a Chakyar for
miming and Mantrankam all the skill of words. The Mantrankam Attaprakararn is very
old. Moreover, my Guru Au oor Krishna Pisharoti once told me of two or three various
Auaprakiirams of Mantrankarn thai he had seen. I have seen certam porucns of
Mantrankam written in Sanskrit beginning: "Mantrankasya Prayogartham .upad" a
Kramagatam." Th is Attaprakaram gives much information on the political condition and
sociallife of Kerala in those days.
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4. Asokavanikankam Attaprakaram,
Asokavanikankam is the fifth Act of Chudamani. Next to Anguliyankam, this is the

most important in regard to angika abhinaya. The act was performed in 16 days and the
attaprakararn was written accordingly. TheManuscript Library atTrivandrum hasprinted
and published it. This too is not available now, it seems.

5. The AttaprakaramofBhagavadajjukiyam
This fine comedy (Prahasana) was performed here in about 40 days. A detailed

Attaprakaram, including Kramadipika, was found by me in the coll ec tion of my teacher,
Attoor. It co ntains broad commentaries of all philosophic systems from Charvaka 10

Vedanta. Also described here are all ritualistic practices right from the birth of a child 10

the death of a man, and all religious rites like Yaga . More than hal f o f it is Sanskrit and
the rest is Malayalam. There can be no other Attaprakaram which has give n so much
importance to philosophic theories. The daily rites of Buddhists are also described. On the
basis of linguistic study we may conclude that the oldest among the Attaprakarams are
Mantrankarn and Bhagavadajjukiyam.

There is a guidebook giving details of miming in respect of Subhadra Dhananjaya and
Tapati Samvarana. It is called Vyangya Vyakha. It is written to help the actors, and is an
actual description of the performance of poet Kulasekhara Varma who himself took the
role and acted. As directed by the poet, an old schol ar had written this book which is
useful to artistes, like an Attaprakaram. The Attaprakaram now available in respect of
Subhadra Dhananjaya and Tapati Samvarana have no relation with this Vyangya
\'yakhya. A Malayalam translation of this Vyangya Vyakhya is very essential.

There is no practice of Vidushaka singing a 'counter-quatrain' (pratislo kui in dramas
like Dhananjaya. Somvara na, Nagananda, etc. The Chakyars have many slokas for this
purpose. There are also many slokas which are sung in the mock-Purushanha narrative.
It is believed Tala Kavi is the author of all these slokas . A few years back , Kottakal P,V.
Krishna Warti er collected and published many quatrai ns from Purushartha, and counter
quatrains from Dhananjaya and Samvama. Thereare many more slokas to be collected in
this field.

There is the practice of speak ing Tam il in Kii!iya!!arn. It means to narrate the story in
Malayalam language. Tamil here means language. The sec tion of the audie nce which does
not know either Sanskrit or gesture language should also follo w the story. For this pUlJ'05e
Narnbiars used to make speeches along with Kfitiyattam. This is known as Tamil-speaking
and IS compul sory for all Kutiyattam. Many prose works in Malayalam were made for this
purpose . They are Anguliyankam Tamil, Dutavakyam gadyam, etc . Nowadays this
practice of Tamil speech has more or less disappeared. "For all purpo ses, the lex!
renden ng should be followed by Tamil speech and only afte r the Tamil speech should
~here be furth er aCling. Th is is the custom. a hundred panarns for Tamil," it is mentioned
In the Krarnadipika of Chudamant. In othe r Krarnadipikas too it is stipulated that
Narnbiars should be remunerated properly for their Tamil speech. Nowadays, only for
Anguh yankam there is the pract ice of speaki ng Tamil. All other Tamil in Kii!iya!!"!llhas
disappeared .

Briefly, it may be staled that Attaprakararn and Kramadipika are the source-texts for
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the Chakyars to peform Kutiyattam, Among the Kramadipikas available now, the most
useful one is Ramayanam Kramadipika and among the Attaprakarams. Anguliyankam.
Mantrankam and Asokavanikankam are the outstanding ones. The Attaprakaram of
Bhagavadajj ukiyam is also an excellent one.

From Ashcharyachudamani. Kerala Sangeetha Nataka Akademi. Trichur, / 967.
Translated from Malayalam by P. Narayana Kurup.




