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1. Theat re Tradition in Keroia

Theatre criticism in Kerala probably dates back to the comments On Meypadu in
Tolkappiyam in the pan-Dravidian days, long before Malayalam evolved as a lan
guage (12th century). To what extent these were influenced by similar treatises

like Bbarata' s Nii fJasastra is not clear . The continui ty of the Kutiyauam presentationsof
Sanskrit plays is some evidence of the early preoccupations of Keralites with dramaturgy.
It is even argued that Abhinavagupta's Abhinavabhiirati is conceived in the form of
answers to questions raised by theatre workers from Keral a who went to Kashmir to seek
clarifications from the great savant. The attaprakarams (stage manuals) and kram adipikas
(production manuals) of Kiiuyartam are an indica tion of self- awareness on the pan of
actors and trainers pf actors. Theatre criticism is internalized in these manuals and the oral
tradition of criticism must have contributed to the growth of this self- awareness. Perhaps
the earliest of available texts on Kerala stage and thea tre is Biilariimabharatam , an 18th
cent ury treatise in Sanskrit writte n by Kartika Tiru nalBalararna Vanna Maharaja of
Travancore. It is an attempt to describe ~e !ec~ue.s .pf stage presentation in the IOUry

atrika style used in Kerala . ,Tbough basically inspired by Bharata's Naryasjjstra, it con-
. tains - many concepts deviating from the original. One of the .imporrant ideas in
. BiiJaramabha~atam c0llf'ems the defmitiofl,£l"JJ'!"!"'t~~.; . " v, . . )

, • _ ~ - _ .:" _ .: ~, .L. i fO' 41' i -' yr . : :; · ~ t'...~ "", ~__ ' '''~- - ~

2. The Definition ofBbarata:t 'am ..c· t. ..." ,..,. , ':~ . .
. Rligasamb3ddha Nlakriy ii parichhedy. bhavan.1Jl»bhftYa!vam Bharatarvam.

(Bharata mea'!L the .experience ·of the imaginat ion regulated by
_~ - ..__·- -·tafakr i)--;;,z to the-accompanim ent of -raga)." ' . \":" . .

Whatever tdlakriya is there accompanied by raga,whatever imagination is there regu
lated by talakriya, the experience of that is Bharata. If Bharata is defined as the experi
ence of the imagination, it is broad enough to include children's natya too. To avoid this
kind of inclusiveness, Bharata is modified by kriyiiparichhedya. Children may have imag
inative experience, but not knowledge of tiila. If Bharata is defined as the experience of
the imagination regulated by tiilakriya, it is broad enough to includ e the insane. The
insane may have mastery of some kind of dance, hence it has to be mod ified as siistrokta
tiilakriya : scientific talakriya. But it does not mention ruga . the definition will be tOO nar
row . Hence rdgasambaddha should be added.

If Bharata is defined as riigasambaddha bha vananubhavatvam, it may have the expe
rience of audi tory imagination. but. since body movements alone have tala as a quality,
tJ lakriyJ parichhedya should be added, otherwise it wi ll not materialize. This will help to

Scngttl NIIU1k Nos. 115 - 1)6 January _ June 1995



TIlEATRECRl1lCJS~llN MALAYA!A\l 43

avoid theinclusion of avatdlaniitya, the violation of tiila. To avoid the over-inclusiveness
of talakriya , it has to be modi fied by kriya . If the word liila is omitted, the definition will
include the use of wrong tala. [f the word raga is omitted, the definicion will i~clude the
useof wrong raga or false notes. If the word bhiivana is omitted, the definition will lead
to rasahinata, the absence of rasa. If the word anubhava is left out. the definition will .
coveruntrained performances as well as merememory of performances, If only the word
bhdvana is used. it may indude parakiya bhdvana such as in so.labhanj ika niitya and
ninya vidambana. Hence the qua lifica tion svakiya should be added. But if svak/ya bhii
vana is mentioned, is it bahya bhiiva na orQmara bhilvana (external imagination orinter
nal imagination)? Bhiivana has to be ubhayiitmaka, both external and internal. Thus the
final definition of Bharata tatvam is

Ragasambaddha talakriya parichh edya parakiya bhiivanii rablta svakiyantarabfihyabhavananubhaval
vam.

3. Classical WId Folk Theatres
While traditional theatre in Keral a consistsof classical theatre forms like KUtiyattam,

Krishnanam , Katba kaii; etc. and non-classical theatre forms such as the ritual theatre of
Mudiyettu, Padcni and Theyyam or folk theatre forms like Kiikkanssi, only the classical
tradition had developed a critical consciousness which led to the creation of treatises on
theatre. Ritual and folk theatre hy and large depended on oral sources. Hence critical writ
ings on non-classical theatre fOnDS are almost absent.

4. The Rise of Modem Theatre
Drama and theatre in the modem.sense.started in Keraj a, it is usually believed, wben

Kerala Varma's translarion of Kalidasa' • Siikun lalam in I 882 ina~i.irai<di",.eriesor
translation s from Sanskrit and English into Malayalam. ,This eventually I~ tothe writing
of original plays , but the cOlJlmercial stage was mostly hinirollell'by tlle'~iformallceof
Tamil musicals and thelt imitations in Malayalam. Foillistince, the Tamil1>lay Sadiiram
was staged in Trivandnhn around 1901'01' 1902 and kc,maYaPillai, the MalaY3lalit
poet and compose r, wro ii:'hisSadiirii;lla:n 1903 un.rerit"Ilflue.,c,,;.A1e~!rn!!~ _
were also formed in KeraJa-like the Manomohanarn Company led by Thiruvanar
Narayana Pillai, Vinodachintarnani under CiP, Ach uta Men on, Rasikaranjini under
Chalhukkurti Mannadiyar and the Pararnasiva Vilasam Company under P.S. Warrier.
However it is difficult to say that this led to any large-scale writing on theatre and per
fonrumce. But the spate of Mal ayalam plays-adaptations, translations as well as origi
nals-<lid produce critical react ion in the form of a parody-Chakki Chankaram-s-ui
1894. It is a vigorous exposure to ridicule all the literary and stage conventions indis
criminately employed . The author Sri Rama Kurup explained his motive in 1895 in a
paper read at the meeting of Bhashaposhinl Sabha:

How many plays came into be ing, like thebinh of Raktabijas, in the .....ake of Kerala Varma's BhiUha Sikunta
lam and[OIalhukkuui} Mannadiyar's Jiinakiparinayam! Do you think theseplays were wn nenwithout inteDi
gence? When I say in aU seriousness that plays are written by intelligent people. do l soundplayfuJ? .. . \\-be
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changeof situation has resulted from theburning of the two above mentionedplays in thefierce rue of the CJt

ativity of the tnOdem writers! LikedrY grass in a flaming fireplace, emittingsmoke all around! Thetuskerand
the haystack had been made almost: equal.Thecrowand thecraneareof thewne blue . . . Although many iD leJ.
ligen! dramatic poets continue to produce their works. since there is no other way to redress their defects, I .
myself decidedto take the trouble to suppress them (orthe time being. In short this is memain objectiv~ ofmy
humble CMUi Chanlaram.

Nevertheless. the divergence between dramatic literature and theatrical performanceCOD'

tinued for several decades. The serious writer did not pay any attention 10 the musicals
just as the stage artist did not care for serious plays. For instance it may be mentionedhere
that there was an attempt to dramatize Indulekha, the flrst great novel in Malayalam
(1889). The novelist Chandu Menon himself had apprehensions about its fate. The poet
K.C. Narayanan Narnbiat makes a mention of this in the preface 10 his comic version of
lndulekha writtenwith the express intention ofpreempting the dramatization of thenovel.

I wroee lhis play for tilett fun. The late Chandu Menon, the authorof Indukkha. ina conversation somelime
ago hadtold me, "I hearsomeone is going to dramatize Indulckha. I amafraid it will tum my novel into some
thing OUI of shape. Thatplay willDO( come our if Nambiarmakes a comic version endingwith theproIoguc".1t
wasaccordingly made just then.

(QuotedinG. Sanbra Pillai's MaJayiJla NlJtaka ChoritrQ/ftJ

The prologue and the epilogue seem to be the same. It goes like this:

Good stories aretwistedout of shape andspoilt
Plays areprintedin the form of books and roM
Let the ladies laugbat those who do such dtiags
Let thosebeputto .shameinthe yearsto come

':. ~~~~-:~-~~~~':\ ~ .' .~~ :.~~~~~~.~ <..,..... f.~~in ~._s~~J
3 . BeginniJIgi ofDrama Criticism '. . .
. . The nine farcesore.v.Ra.ma1i Pillai and their imitati~its provided material for theatre
perfonnances. especiiilly tor :uiwetir 'perforni'ances in Trivandrum, Sri Chitra Tirunal
V~l';masal ~.Q!'brary) began ",Put oli board new plays every year bUI they were mostly
intended 10 provide entertainment. It is doubtful whether they could have led to serious
critical evaluation of the plays performed. Some information about those performances
may be gatheredfrom the autobiographiesof playwrights and actors written decades later.
II was perhaps in northern Kerala thatdrama became an instrument of social reform. seri
ous plays first carne to be written and provoked serious responses. Kelappan, more 3

social worker than a critic. wrote about the play AdukJallayil Ninnu Arangathekku(Frorn
the Kitchen 10 the Platform, 1930): .

Youngpeople as I resull opposed thedefective Vedictraining. introduced Paridewznam [marriage of youngt:r
sons inNambudiri familieswithin thecaste], womenbrokeupthetraditional wnbrtllas[s~bob. of purdahl and
came out Women also came forward to receive modem education. widow marriages were introduced. 1bt
Nambudiri community gotready to move forward on a parwithothercommunities. It was V.T. whogave leed
ersbip 10 such changes. AduJduJlayil Ninnu Arangathekh was thesharpest weaponheused.

[Foreword to theplay)
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In Trivandrnm too, a new awareness was in the air. Kesari Balakrishna Pillai was quite
familiar with the changes taking place in Europe . He translated the plays of Ibsen and
became the centre of an ideological ferment . P.K. Vikraman Nair, one of the most gifted
acton in Trivandrum, joined hands with N. Krishna Pillai, the budding playwright This
collaboration resulted in the production of new plays, which were exemplary of the new
kind of social criticism as well as theatre criticism. Vikraman Nair later wrote a seminal
essay on the psychology of the actor. He demonstrated it in the role of the main character
i~ Krishna Pillai's Bhagnabhavanam (Broken House, 1942):

This is how N. Krishna Pillai defines his own ideal of drama as well as his practice in
the writing of plays:

My ideal was to write a play closely analysing anyseriousandfundamental problem of life witha senseof real
ism. usingonly the plot structure, time andspace, characters, situations, dialogues and diction which..t wascon
vinced, wereabsolutelyessential forits unveiling, andfocussing all thoseelements exclusively on the total rev
elation of the selected problem. What impelled me to take up such an objective were"the works of the play
wrightsof thosedays who were indifferent or ignorant about such martenandtheplays of Ibsen whohad suc
cessfullypursued those functions in evert word from beginning to end.Usinga single-lineplot sincethetradi
tional double-line plot often interfered with theconcentration of effect. cutting down the Dumber of scenesto
avoidunnecessary obesity-I tookthese steps ~th thedesireand determinationto achieve lhe' above-mentioned•
objea.ive.

[Kairaliyude Katha]

6. The First Malayalam Book on Theatre
The forties of the present century saw the birth of innumerable societies which even in

. remote villages could arrange the performance of plays. CJ. Thomas, who was to become
one of the foremost playwrights in the language. developed close associations with these .
societies and he felt that a study of the nature and function of drama on stage was a pre
requisite to the growth of theatre criticism. In 1950 he published his Uyarunna Yavani/w
(The Rising Curtain) which was the first book in Malayalam to focus attention on living
theatre.

7. The Curtain Rises
CJ. Thomas was among the first of Kerala's theatre critics to sensitize the reading pub

lic about the conditions of the stage and about contemporary plays. He was however of
the view that the roots of Malayalam theatre could not be fobnd in Kerala's traditions.

Jwjging by the then available trends and accounts he was trying to argue that drama was
introduced from the West with the arrival of the Portuguese. The Chavittunatakam popu
larized by the Christians under Portuguese inspiration was thought of as a source. He dis
counted the influence of Kiitiyattarn and Kathakati . He was also not adequately familiar
with folk-theatre traditions. However he could appreciate the contribution of N. Krishna
Pillai and could assess the political plays of Kesava Dev and Thakazhi Sivasankara Pillai .
He highlighted the role of the director in the production of a play at a time when this was
.almQst unheard of. In Uyarunna Yavanika he writes about the director:
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The director becomes the dictator when after the rehearsals are Over the performeoce begins. For thoseI'IfO

hours he may not care for the opinions of any other person. There is no job that causes so much headache. The
strength (If his authority comes from the magnitude of his responsibility. He is at that moment responsibleflr
the performance, for the discipliee of the ectors. stage-setting. and in fact everythi ng on the stage. On the 0Ir:

hand he may clear the doubt of an actor. On the other he has to see to the snacks for the actors. He bas to off0'

the explanation if anyth ing goes wrong Ofl the stage. ITthe individual, who has 10 gel so much done within k1

short a span of time, doe~ not have the right to issue orders. it will affect his efficiency.
(U)'arunna Yavanikaj

In his own plays, especially in his later plays such as Crime 27 of I /28 and AMan/lshyan
Nee Tonne (Thou An That Man), C.l . Th omas chalked out his own style. but they
remained closet plays until the stage directors came forward many years later to produce
them . The plays that captured the atten tion of large masses in those days were those of
Thoppil Bhasi and N.N. Pi1Iai. N. Krishna Pi1Iai, CJ. Thomas, C.N. Sreekantan Nair and I

G. Sankara Pillai attracted only the intelli gentsia. They did not ca ter to the interests of
commercial theatre troupe s or of mass audiences . All these playwrights have written the
atre criticism also. Reviews of performances were rare; they were mostly first responses
to first performances. There is no tradition in Malayalam of regular reviews of prcduc
tions. No cri tic has specialized in commenting on theatre productions , Occasionally in
week-end editions of dailies. there may be brief comments sponsored by the playwrights
or the performing troupes . The absence of an enlightened critical commentator has affect·
ed the growth of theatre in Kerala . Kalanilayam Theatres took the initiative to publisha
book on theatre production called Niitaka..edi (1%1) by Madavur Bhasi, It was claimed
to be the first book in Malaya/am on the produ ction of plays. It contains brief notes 011

several aspects of modern stage productions . Bhasi writes more as a practical stage-hand
than as a mere theoretician. The b ook is like an introductory textbook for theatre practi
tione rs containing counsels for rehearsal,make-up, lighting, stage-e ffec ts, etc.

8. Towards a New Concept
The first attempts to educate theatre workers-s-directors, actors, greenroom assistants.

stage-hands, etc-were started only in the 1960s. C.J. Thomas was quite interested in
organizing an enlightened group of arti sts, but he could not do much in this direction. His
famous essay on 'Natakam' (1957 ) publi shed in Gopuram is an expression of total dis
sa tisfaction with the existing stage practi ces. In the sixties, theatre enthusiasts like AI.
Govindan, C.N. Sreekanthan Nair, G. Sankara Pillai and P.K. Venukuttan Nair started a
series of natakakalaris (theatre workshops). C.N. Sreekantan Nair had experimented with
a playreading group at Kortayarn earl ier and the souvenir publisbed by the group kno~~

as Navarangam had created the atmosphere for a new attitude towards the theatre. HowIII
maintain a serious threatre with true profe ssionalism as different from amateuri shness on
the one hand and from crass commercialism on the other was the main concern of the
group. The first natakakalari was held at Sastharnconah and this was followed by the pub
licati on of Arang 1968--4he first of a projected series (but there was no sequel to it). In
that volume C.N. Sreekantan Nairwrote about the birth of a theatre:
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Has the Malayalam theatre come of age? Or. do we see only rbeeagerness to take 10 wings? Is it lime to say it
has £04 a place outside. the labour room? Do we have a modem theaue that is part of ou r life? Thi s is on ly an

enquiry concerning the threatre that has bee n imported from the West and is still aloo f from Kerala' s (and
India' s) tradition . I do remembe r here with the respect they deserve the plays that are imme nsly popular and the

peoplewho crowd around (0 see them. But aren' t they doing their make-up outside the greenroom and per
forming outside the audi tori um? Those who M e knowledgeab le abo ut the tbrea tre can thi nk onl y like that.All
that 1A;e: now have. 10 promote the. g rowth of a thea tre histo ry. are the foots teps o f (hose actors who once in a

while play fOJ a brief time on our empty stage before a mi n auidience. The aim of this article is to look (or those
footsteps. I don't take into account those who play outside the auditorium, however great they might be. It is not
the objective of this writer to make a survey of the past eighty-odd years of Malayalam theatre either; Whenan
attempt is made to evaluate the gains and losses of the efforts calculated to turn Malayalam stage from mere
entert:l.in~ent to something serious, it should help us to see Malayalam theatre in its proper form .

This marks a trend which Jed to a search for roots. The theatre of roo15-1anal lJ nataka

vedi, as it came 10 be called-ewes at that time the concern of theatre people all over India.
In the symposium on 'The Crisis in Indian Theatre' published in Theatre India (1977) this
search for a national theatre became the focus of atte~tion. T.R. Sukumaran Nair, a veter
an Malayalarn stage actor, comments on thi~ question as follows:

In my view it will bejust a waste of time and energy to blindly transplant the so-called indigenous theatreprx·
nces of the past on the modem stage. Imitating the past is as bad as, if not worse than, imitating the West.
Instead, what is desirable or necessary is to absorb the best in our tradition'along with the best elsewhere and
achieve a proper fusion . How can genuine progress in any field he possible without inter-cultural interaction?

9. Nataka kalari and After
In Arang /968, G. Sankara Pilla; had laid down the basic requirements of this new the

atre based on the concept of natakakalari :

Drama has a vast universe to itself that includes within its range the gifted playwright. the expert director. the
well-set stage, talented actors and an audience capable of appreciating every subde nuance of the performance.

.We.can assert thai drama is fully grown only when all these clements are equally strong and weU...:kveloped.
How Can we bring such a situation into being? Thebasic requirements for this is that those who are engaged in
the field should have clear idea of what drama is. The inspirational source of a play may be the irresistible usage
of the power of genius. But when it has to be channelled through the medium of drama, he has to yield to cer
tain controls and regulations. The question "What is drama?" comes up before him, and this begins to control
his writing even without his conscious awareness: the play is the thing for the director-the base. His medium
is the stage. The medium includes the moving actors and actresses, their costume and make~lJp , ibeir move
rnents, the light on the stage. and the sounds from the greenroom. What a complex medium! Body movements,
controlled actions and trained voice are all instruments for the actors. What the audience of a play really appre·
c;ates is the happy harmony and cooperation of the trinity, pla.)'\~,right, director.and actor. A reader can enjoy a
playonly ifhe kl'lOWSthe possibilities and limitations, strengths and weaknessof the tlRefold unity in the wort.

The basic tru th that emerges from all that has been said above is just one thing: that hot only to write and
r.lage andenact a play, bur even fa epprecisze it. we need training. This is 00 new mnn. Practical knowledge is
a p~mary reqciremem that any art demands. It may then be asked, why it has to be Mated here like a principle.
Onecan only point one's finger at our theatre world in answer to that To our theatre of today which has to bear
the burden of so-called theatre specialists who wear the overcoat of ignorance: squat on the throne of stupidity,
make hoarse throats sing to its glory, and spell our the magic formula of sheer lack of knowledge. From the time
drama came into being, we have never refused to recognize the importance of training in principle. Are literary
discussions about the technicians of drama unknown 10India? Haven't dramatic presentation and other related
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\oplc!. teen toubjectt:d \0 discnssion'! Rut \bose diWl\ \ \On!o and \n'V~ti.gation'l. judgements and argwnents. lie
asleepon the pages of NiiryaJiistra and attaproJW.ro. whileour dramatresspasses anywhere and grazes Like . co.
that has gene astray. That is out story today'; the tragic SJ.ory that we ought to take into account, (Arang 1968)

10. New Ramifications
G. Sankara Pillai's assumption of office as Director, Calicut University School 01

Drama, provided an academic status and recognition to his past organizational efforts in
theatre training and workshops. The introduction of university-level courses gave theatre
training a respectability. The starting of the Journal Ruch; (alternate issues in Englishand
Malayalam) gave a further backing to serious and informed theatre criticism. Sankara
Pillai's posthumous collection of essays on the theatre called Niitakada rsanam is evidence
of this untiringefforts to establish not only a viable theatre but also an articulate response
to the problems of Indian theatre today. He has written elOquently about the open-ail
Theatre as well as other new forms. His book on Samvidhiiyaka Sankalpam (The Concept
of a Director) shows him as a conscientious interpreter of plays by other authors. His
commentson 'Theatre Under the Sky (1988)' (the street theatre) shows how broad hispel'
spective on theatre criticism was:

The street play becomes something special not m~IY because the stage here becomes the sky. It is notmerely
presentingon the open-airstageof the streetcomer the play meantfor the closed prosceniuminside a hall. The
changes in the sky that seem to support and envelopthe play affect the meaning, structure, and style of repre
sentation. No street play presented without keeping this in mind will really suit that concept. H only theele
mentary meaning of something presented in the open-air theatre of the street is taken into l£CO'Jnt. then
Mudiyettu and Therokoothu willall be street plays. But it should not be forgotten that we are using that term

todayto get established a certain specificconcept, At the same time we should take into accountchangesin the
structure and form of the stage trinity (play. actor. spectator) and their interrelationshipsince at the sameIimt
the street becomes the stage. its sky-line and the entire performing area. [NarakadananamJ

KavalamNarayana Panikkar too has espoused the cause of the new theatre-theatre of
roots-knowing very well that roots are not everything-.His knowledge of music and
dance informs his theatre criticism. His experience of performing Sanskrit plays in his
own style-specially those of Bhasa and Kalidasa-acts as a spur to his speculations on
theatre. He has not so far collected his essays and speeches on theatre-but the scattered
articles indicate thedirectionof his thinkingin favourof the convergence of the traditional
with the contemporary, of the classical with the non-classical, of the ritualistic withthe
rural folk elements. It is an indication of how far we have come away from what theatre
and theatre criticism had been a hundredyears ago. But we do bmw we have miles tG go.

II. Conclusion
The publication of two bibliographies of plays on the occasion of the centenary of

modern Malayalam drama and theatre marks an important stage in the history of theatJt
criticism. The Encyclopaedia of Malayalam 'Theatre published by Madavur Bhasi
(Malayiilaniitakasarvasvam, 1990) contains not only information about drama as lilera
ture but also detained accountsof actors, directors, theatre troupes. publications, periodi· ..
cals, etc, lts publication indicates an advanced stage in the theatrical consciousnessof !be
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Malayalis. It includes a series of appendices in the form of articles on Sanskrit theatre in
Kerala, the growth of Malayalam drama, foreign influence on Malayalam theatre. radio
drama. etc. The publication of biographies and autobiographies (P.l. Cherian,
Kalamandalam Krishnan Nair, etc.) is another important landmark. Books like K.S.
Narayana Pillai's Drisyavedi (1985) raise questions such as the search for a national the
atre. Theatre criticism in Malayalam may thus be seen to have come a long way from the
days in the 1930s and 1940s when people like E.V. Krishna Pillai and C.J. Thomas
lamented that the popularity of Kathakali was a hindrance to the growth of drama and the
atre in Malayalam. 0
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Gop inath. Vellakkal. Naiakakrithitue Panippura (The Dramati st' s w orkshop). Based on a series of intavic'illS
with a few playwrigbts.

G. Sa nkarQ Pil layum Kurrikalwk Narakav ed iywn.. (0 . Saukera Pillai and the Children ' s Tbutlt}.

Rangaprabbath, 1983. The first section con tains details about discussions organized by RangaprabhaJfl.
Children' s 'Theatre. Venjarammood.TrivandnJm. Thesecond is a collection-ofreviews ofSankata PiUai' splays
for chijdren,

Guru Chenga1}Jlur JaJaruhi SmaranJca. 1982. Pablkuri, Kerala: 1982. Contains ankles on the Kathahli artiSl
Chengannur Raman PiUai by K.P.S. Menon, on Jreyimman Tempi by Aimanam Krishna Kaimal. on Ka.rtib
Tirunal and AswathiTlI'llIl3.I by M.K.K. Neyer, etc.

Iyer. K. Bharata, Kathakali. 1955.
Jones, Clifford Reis, ed. The Wondrous Crest-Jewel in Performance. Delhi : O.U.P. 1984. Text and ttanslatioo
of Ascarya Cudamani of Saktibhadra with the production manual from the tradition of Kiitiyattanl Sanskrit
drama . .

Karunakaran, Kampisseri. Natakathilekkoru Kairhiri (A Guiding Light to Drama). The book contains an argu
ment against the dominatinginfluence of the Westover Ketala theatre.

Karunakaran, Kampisseri.Abhinaya Chintaka l (RCnectioll.'l on Acting). 1972.Foreword by C.I. Paramesweraa
Pinai. The book is a useful introduction for stage artists to learn about theatre and stage.

Menon. K.P.S. Chengannur Raman Pillai . Konayam: s.p.e.s.1968. rpt 1983.A biography of the distinguished
Kathaka li actor Chengannur Raman Pillai. Contains an account of several troupes and great performers. Also
gives information on different schools of Kalhakali.

Menon. K.P.S. Kathakaltrangam: Rev. ed. Calicuc Mathrubhumi, 1986. A reliable account of the originand
spread of Kathakali as a performing art. Also contains detailed accounts of major actors, troupes, institutions
and directors. Plenty of rare photographs.

Nair. C. Padmanabhan, Katnakativesham Pan 1/. Cholliyarram (Kathakali Cos tume and Make-up). Contains !he
stage manuals for three plays: Subhadraharanam, NaraktJsuravadham, BakaYad1u.zm.

Nair. K.a1amandalani Krishnan. Nalm:haritam Anaprakaram. Tnchur KeraJa Sangeet Natak Abdeini. 19M.
nus is a stage version of Unnayi Warier's famous anokatha, a dramatic rendering of the story of NaJa and
Damayanti. Theauthor was one of the most distinguished Kathakali actors ofaU time and had taken tile roleof
Naja thousands of times, Foreword by Cbengarapalli Narayanan Poui. 'Ibere is. the full text of the ana.tadta.
along with the author"'s elaborate account of what: should beenacted on the stage. 'Ibe se performancenotes art

a guide to at10n as well as audience.Thesubeexr is brought out at every stage.

Nair. S.K. Km:d41hiJeNadtxli Natakmtgal (The. Folk Plays of Kerala), 1961.

Nair. valkkam Chandrasekharan. Rangapro lleJDm Ontroduction to the Stage), Kerala Sangeed1a NataU
Akademi. 1981. A student's guide to Indian and Western drama and play production according to tilt:
Niityaiiinra.

Nambiar, A.K. KeralrhilJ! Naran KaloJcaJ (Ibe Folk Am of Kerala).

Nambiar, P.K. Narayanan. MaJtrrankam. Trich ur: Kerala Sangeet Natal: Akademi. 1980. This is a detailed
account of how Act ill of Bhasa's Sanskritplay Prarijna Yougturdharayanam is staged in the Kiitiyauamstyk:.
FOreword by Mani Madhava Chakyar. TheApPendices contain various texts which are usedin theperf~
of the pla y proper.

~ambudiri. APP . Nara!athildk.oru NrJtappmha. (A Guide to Drama). 1967. In addition to plot.~
uo u, language and humour in drama, the book contains brief accounts of epic theatre. absurd theatre. tra1lsJatjoD
of drama and Mal3yalam drama loday.
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Nambudiri, A.P.P. Natakadarsanam (A View of Drama), 1988. Contains a description of different kinds of
drama and evaluations of six Malayalam playwrights.

Naml»diri. CX ChattinwnJuvn. Trichur. KeraJa Sahitya Akademi. 1980. 'Ibis isa studyof lheperfonningancalled
Quttirankam followed by the text Thenatureof the performanceis describedalong with itshisrorical origins..
Nandi (Prologue ). Trichur: Kerala Sahitya Akedemi, 1974.•

Narayanan. Karrumedam. NataJcaroopacharr:1u:J (A Discussion on Dramatic Form). 1913. Contains a detailed
account of the different elements of drama as a visual art ..

Narayanan. Kerrumadem. Malayala Natakathiludt: ( A Journey through Malayalam Drama). A critical intro
duction to the history of Malayalam drama.

NQ/~ri( Theatre WoTksbop). Ed. CJ. Smaraka Prasanga Santin. Koothattukulam: 1972.Contains 10 ani 
cleson different aspec ts of drama and theatre , basically about leadingcontemporaryMalayalamplaywrights anti
their works. Of special importance is C.N. Sreekantan Nair's article on 'thea tre of the fOOU' ,

NaraJ:am Oru Palilnam (Drama: A Study), Ed. CJ. Smanka Prasanga Samilhi. KoolhaUllkulam: 1962.
Cor.tribu.tioo; include N. Krishna PiUaL M.K. Sanu, Sukumar Azhicode. A.P.P. Nambudiri,T.N. Gopinathan
Nair. The articles deal with different aspects of drama in general and Maleyajamdrama in particular.

Paniker, K. Ayyappa. 'C.J . Thomasinte Natakangal' (The Plays of C.J. Thomas) in C.l. Smarakagrantbam.
Koo<hattukulam,: CJ. Smaraka Prasaaga Samiti , 1961, pp. ISH 62.
Paniker, lC. Ayyappa. 'Prekshakan' (The Spectator) in Rangavararan4nL Trivandrwn: Stale Institute of
Languages. 1979, pp . 539-560.

Paniker, K..Ayyappa. ' Kut iyertam, Keralattinte Vacikakbyna Panunparyarn' (Kutiyanam, Ketala's Heritageor
Oral Narration) in KiJlakdi ( S.K. Nair Smaranika). Kortayam: D.C. Books, 1985, pp. 32-40.

Paniker, K. Ayyappa.,. 'Kavyanatakangal' (poetic Drama) in Vailoppilli Kavita Sameeksha. Trivandrum: State
Institute of Languages, 1986, pp. 100-120.

Paniker, K. Ayyappa. ' Katbakaliylle Natakiyata' (The Dramatic Elements in Kathakali) in Drisyavedi (1976),
pp.4-0.

Paniker, K. Ayyawa. 'Anushthana KaJakulamMalayala Drisyavediyum' (Ritual Ans and Malayalam Stage) in
8luulwp,,,hini, 2,4 (1978-79), pp. 24-27.

Pillai, Cbengannur Raman. TheHanchittayilulld Kathakali Abhyasakramangal (Kathakali Training Programme
in the Southern Style). Trichur: Kerala Kalamandalarn, 1973. This is a comprehensive introduction to Kathakali
training dealing with body exercises. dance sequences, the prologue, introduction, specialacrobatic effects and

'methodsof actingor abhiJulyu, followed by the stage manuals for 11 popular stories. The author was a great
performer. The book: carries a Foreword by MK.K. Nayar,
Pillai, O. Bhargavan. Kakkarissi Naiokam (Minstrel Play). Kottayam: h"BS, 1916.Tbetext of a {o1k.p[ay known
as KaUarissi Natalam.performed by wandering minstrels known as K.all-alas. with a knowledgeable historica1 .
account or the performance and its significance.

Pillaj, G. Sankara, ed. lJIt Theatre of the Earth is Never Dead. Introduction by Kapila Vatsyayan. Trichur:
Universityof Calicut: School of Drama (Traditional Arts Project), 1986. This is basically a collection of essays
on the traditiooal arts and rituals of Kerala, It contains contributionsby G. SankaraPillai ('The Theatreof the
Earth NeverDies') , K..Ayyappa. Paniker ( 'The Mask: Dance oftbe(;odof[)eath in Patayani ' ), C.V. Narayanan
Nair ('Fencing in Ancient Kerala') , KoB. Iyer ("The Shadow Play in Malabar'), Prince Kerala Varma(~
A ppw1enances of KathakaJi'). G. Gangadbaran Nair ('Kaliyurtu-A Riru.al Fmn of Kerala '), A.lC. Nambiar
('Structure of a Magical Rilual').and M.N. Krishnan Namboodiri(interViews wi th perfonners), omd a Reportof
villagefestivals. Theappendix is a source of informationabout tribes, fOIlIL$ of arts, and artists. lkn: are many
illUStrative photographs.

Pillai, G. SankBta.. NataJ:adarsaMm(A Perspective of Drama). Kortayam: D.C. Books, 1990.

PIIlal. G. S<mkan. B"cluUuc NaJ4Wonkalpam (B""hl'. Coocq>l of D<ama).

PiUai, G. G. Sankara, lbsente Nata1mtJnlwlpam (Ibsen's Cooce~ ofDtama). Containsobservations on Ibsen's
influence 00 Malayalam drama.
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Pillai , G. Sansara., Mala)'alanataka Sahitya Charithram . ( A History of Malayalam Dramatic Literature).
Trichur: Kerala Sahitya Akaadml, 1980. Publi shed on the occasion of the centenary of Malayatam drama ani
the silver jubilee of Sahi tya Akademi. It is the most comprehe nsive his.torical survey of Malayalam threatre and
stage till date . .

Pillai, G. Sankara, Sam vidhayaka Sanka/pam (The Concept of the Director). Konayam: D.C. Books, 1990.

Pillai, Kainikkara Kumara. Narakuyam (On Theatre). 1978. foreword by N. Krishna Pillai. It is a collection0(

thirteen essays and has won the Kerala Sah itya Akedemi award.

Pillai . K. Raghavan, ed. Afhlapadi Anaprakoram . Trivandro m: Manuscri pts Library, 1964 . This is a compos i
tion by Rama Varman adapting Jayadeva' s Giragovinda to dance sequenc e around l SOI. It gives the Malayalam

rendering of the Sanskrit original.
Pillai, K. Raghavan. ed. KaJinalakam Adha"QDariknsuravadluun, 1960.
Pillai. K.S. Narayana. Drisyavedi (The Stage). Kottayam: D.C. Books, 1985. Mainly critical articles OD thecur
rent situalion in Indian and Kerala rheaee,

Pillai, Mekkolla Parameshwaran. Noveena Natakadarsam (The Concept of Modern Theatre). Foreword by A.
Balakri shna PiUai. Amongother things the book deals with Western influence on Malayalam drama. ()oe of the
first attempts to introduce Western dramatists like Ibsen. Checkov and Sbi ndberg to Malayalam.
Pillai, N.N. Natakadarponam ( A Mirror to Drama) , 1971. This book received the Kerala Akademi award in

1972. It is a comprehensivedescription of playwriting and play-production and covers both Western and Eastern
techniques of acting, and is meant for students of drama.
PilIai, N.N. Curtain. 1983. This book by a major Ma laya larn dramatist and actor is a sprawling account of the
multifarious aspects for world theatre. Contains comments on life and drama, ritualistic theatre. the psychology
of the actor. voice culture and Brechtian theatre in relation to Kerala theatre.
Pillai, N. Krishna.Anubhavangal Abhimatangal (Experiences and Opinions). Korrayam: SPeS. 1988.A series
of interviews in which N. Krishna Pillai, the playwright and critic. expresses his views on life. literatureand
theatre.

PilJai, Vayala Vasudevan.Rangabhasha (Theatre Language). A study of modem Western drama based on a tour
of Europe.

Pisharod. K.P. Narayana . Kutiyattam, published by the author, ]954. This is a descriptive account of theper
forrnance of Kufasekbara's Sanskrit play Subhadra Dhananj ayam.

Pisbarou. K.P. Narayana, ed. AshcharytUlumdamaniby Shaktibhadra. Trichur: Kerala Sangeel Nalak Akadeini
1967. The Sans kn t text with its kramadipika: and anap7ak4,.am: .

Raghavan, M.D. FQ[J; Plays and IJaMes of Ku ala, 1937.

Rangavatarannm (Play Production). Kerala State Institute of Language. 1979.1be most elaborate account of
play producnoe covering play analysis, d irection, acting. rehearsal and appreciation. Contributions include G.
Sankara Pill~. Kavalam Narayana Paniker, T.R. Sukumaran Nair. D. Appukuuan Nair and K. Ayyappa Paniker.
Raphy Sabeena, Chavitru Narakam (Dance Drama).

Sanna A.D. and Re.Sarma. NarakDpraveshikD (Introduction to Drama), ]922 Mainly aboutancient Sanskrit
dramaturgy. '

Sharma, VS . ed. Balarama B~ratam by Kartika Thinmal Balai-ama Vanna Maharaja, Korteyam; NBS. ]982.
18th-century Sanskrit~xt 00 dramaturgybased on Bharata' s NOtyaSiurra as applied (with special refereoce) to
Keralathea tre . Contains~s1ations into Malayalarn and commentary by the editor.

Sukumaran. T .P. Kanninte Kala (The Art of the Eye), 1985. This boo k on thea tre and drama deals' with stage
desi.gn. theatre of poverty, montage and abstraction, background music. audience. stylization. etc. .

Thampuran,Kerala Varma Ammaman. Koorhwn Kudl,anavWfl (Koothu and Kudi yattam)

Thi1.kodiyan. Arangum Ani)"aray lU1l (The Stage and the Greenroom).

11Iiruvarang '78. Ed. Rossccee Krishna Pillai. Trivandrum Thuuvarang, 1978. 1bis contains a briefarticlebyS.
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Nararajan on the theatrical activities of the Thirovarang troupe which was started in 1964; an ankle on produc
tion from script to stage by K. Ayyappa Paniker; an essay On folk songs and dance of Kerala by Rosscore
Krishna Pillai: a note on contemporary Indian theatre by Sure sh Awasthi; the English Translat ion of the play
OttoJon (The Lone Tusker) by Kavajam Narayana: Panil1::ar; sa t'Ssay on Sop.masangeelam by Leela Omcbem
an essayon Kafarippayet, me martial art of Kerala, by C.V. Govindankutrty Nair, a note on Krishnanarram by
Kavalam Narayana Penikkar; Kavalam Narayana Panikkar's article on 'Indian Theatre-s-Search (or Identity";
theEnglish translationof G. Sankara PiJfai's play Three Pdants (1M a Deceased liM ; G. A13vindan's .arricle
on film and othe r art forms and D. Appukuttan Nair 's note on 'Abhinaya in Kutiyenam ' ,

Thiruvarang' 79: Bhasa Smaranika. Trivandrum: Thiruvareng, 1979.This was published on the occasion of the
Bhasa festivalin Trivandrum in 1979. Contains a note on koothambalams of Kerala and another on Bhasa and
Kumyanem, both by D. Apyukuttan Nair, production notes on Madhyama~yayogam by Kavalam Narayana
Panikker; a note: on aharya (cos tume and make-up) in MadhYCU7lilvyayogam production by G. Aravindan; an
essay on Samagranatyemby M. Leelavethy and 'From Revivalism to Recreation' by K.S. Narayana Pill ai.

Thomas., CJ. Uyarun1U1 Yavanika (The Rising Curtain), 1950. Oneof the first historical and critical surveysof
thestage in M.1byaJamwith studies of specific topics like the rootsof the Malayalamdramatic movement. the
stagebefore and after Karuna, drama and other arts, dramatic, perspective propaganda in drama. the dramatic
technique of Kesava Dev, political plays in Malayalam, the Ibsemte movement and comments on plot,identifi
cation in acting, stage setting, director and audience.

Thomas.CJ . CJ. Tbomasinie NalakmtgaL Trivandrum: Sreeni Printersand Publishers. 1970. A collection of
eightplays by CJ. Thomas with an introduction to the dramatic writings of CJ . Thomas byP.K. Balakrishnan.

D. Theatre Periodicals

Arallg1968, C.N. Sreekantan Nair et al, eds. Natakakalari(M.S. Book Depot.Quiton). 1968.Compiled by an
editorial committee consisting of C.N. Sreekantan Nair, P.K. venu kurtan Nair. K. Ayyappa Panicer, S.
Savitrikutty, Kademmanitta Ramekrishnan. M. Govindan . M. Gangadharan. G. SankaraPillai,published after
die firstruuakakalori (thea tre workshop) was held at Sasthamcottah. Intended as I series of annual. Pul:tlications
containing texts of plays, write-ups on the theatre situation in different States, and reviews of plays. Only the:
issue for 1968 was published. This boo k contains three plays, 12 ank les on the theatre in different pans of
Kerala and other Stales. a bibliogra phy of Malayalam plays, and two articles on a newconcept: of the theatre,by
G. SankaraPillai and C.N. Sreekantan Nair.

Keli (Play). Quarterly in Malayalam published by Kerale Sangeetha Nataka Akademi. Slatted by Kavalam
Narayana Panilkar as Secretary in 1964.

KeraJakavita (Malayalam)started in 1968 as a quarterly;since 1989. an annual. Publishesplaysalmost in every
issue. Discussions on poetic drama. Encourages performances of plays.

Margi. D. Appukuttan Nair was the spirit behindthis periodical. Only a few issueswerepublished Triedto pro
mote traditional arts like Kathakali and Kiitiyanam. Located in Trivandrom.

Nataka Seminar, ed. C.N. Sreekantan Nair. Navarongam (New Stage) NatakiJ Semiltar. Published from
Kottayam since 1960s. Contains articles on theatre, stage, performances.
Ruchi. Pounder-editor G. Sankara Pillai. Present editor Vayala Vasudevan Pillai. Trichur: Calicut University
School of Dr.:una. Two issues a year, .a}lernale numbers in English and Malayalam. Contains inlef\' ~ews, arti
cles, playlets, theatre notes, etc. 1be F.nglishissue tries to present the Kerala stage (0 non-Malayalis and the
Malayalam issue tries to interpret foreign theatre to Malayalis. D1ustrations included,

T'k a'rt India <English.19n), Trichur: KeraJa SangeerNatak Akademi. ]917. Published OIl the occasionof the:
All India Theatre Festival at Ccchin organised by G. Sankara PiUai as Ol~, K~a S~geelha Natal~
Akademi, Trichur. Contents include the following: Habib Tanvir: 'The Indian gxperunenr; C.J. Thomas.
'Crime 27/1 128' (part of the play) D. Appukuttan Nair. 'Abhinaya in Kut iyartam': V.I<. Narayana~.enon: 'The
Placeof Music inIndian DanceDrama' ; KavalamNarayanaPanikkar: 'Thouryathakam on the Traditional Stage
in KeTala' . Also a symposium on "Crisis in IndianTheatre'; plentyof illustrations andsynopses of plays.
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PUBUSIIING HOUSES

l. Sahirya Pravanaka Cooperative Society, Konayam, Kerafa (abbreviated as SPCS). The biggest pubfishen
in Kerala today, SPeS have published the works of almost all the major playwrights during the past 40 years.
Their distributing agency is theNational Book Stall (abbreviated as NBS) withbranches in all district centresas
weUas subagencies.

2. D.C. Books, Kortayam, Kerala. The biggest publisber in theprivate sector since 1975. Pubticariccsinclude
plays. theatrecritici5>m. 8utobiogrnphiesof performers, etc .

3. Poorna Publishers. Calicur, Kerale. A major publisher in northern Kerala. Original plays as well as trans
Jations of plays are among their publications.

4. Keral a Sangeetha Nataka Akademi, Trichur, and Kerala Sahitya Akademl, Trichur have also published
books on theatre. A translationaf the NQryaihiistra into MalayaJam.IDe stage manual for Na/acharitam. etc . are
among their publications.

5. In the 19408. Mangelodayem, Tncbcr, was a major publisher.Their publications included plays as wen.

6. In the 1960s.. M.S. Boot. Depot. Qui~ published a few books as well as the special. a-umber of Arang
1968.

7. Current Boots.Trichur, has also made its mark as a publisher.

8. Mathrubhumi, Calicut, Kerala, is an important publisher of many books, including books on Kathakali.




