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In the very limited range of
literature on the national arts
of the Sinhalese this book fills

an obvious gap; on the one hand -

it visualises the , manifold as-
pects of the dance of the past
—the technique of the art, the
personality of the artistes,
their picturesque costumes and
jewellery, toilette and make up
as well as.the numerous musical
instruments: on the other hand
it provides an elaborate 'exposi-

tion of the many dance forms

extant~today, the classical dance
of the ancient Kohomba Kan-
kariya traditioZ of the Kandyan

Prowinces, the weird sequences -

of Yak:Natum of the Southern
coastal regions, the magical
dances in exorcism in Gam-
Madu, Bali and Tovil, the
numerous folk dances like

Kolam, Rukada, Raban, Kala-
gedi-Natum_, and Li-Keli which

form popular  .recreational
pastimes of the- ® Sinhalese
villages, while little known
tribal dances as those of tie
Kinnarayas, Veddahs and Rodi-
yas find their due -place. ~ Of
special interest to the research
worker is the reproduction of a
number of original Sinhalese
manuseripts hitherto unpub-
lished.

Price: Rs.. 12/=
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. FOREWORD

THE Book “‘Sinhala Natum” by Sri M. D. Raghavan is a
scholarly. contribution to the literature on Dance in general
and Sinhalese Dance %n particular. Evidence of patient
research and careful study of the available literature on
the subject are patent right through. The author has done
a lotof field work. Himself a distinguished Anthropologist
and learned in the art of Kathakalj he has the requisite
equipment for the task. His stay in Ceylon extending over
a number of years has helped him to make an on-the-spot
study of the subject in all its theoretical and practical aspects.

Research scholars of Intlia “will find plenty of material in
this book for the subject of “Vestiges of Indian Mssic and”
Dance in Ceylon.” It is interesting to find ereferences to
Grama-raga, Bhasha and Vibhasha andgto technical terms
like Sthana, Murchana and Laya and to talas like Chach
chat-Puta in’ Sinhalese litegature. The auth.or has shoewn
that the adacu of Bharatha Natyam has its parallel in the
adayu of the Kandyan dance; the Deva-dasi, the dedicated
danseuse of the South Indian templgs has had her parallel
in the Sinhalese Nalangana: the Kolattam or the Danda-
rasa, has its parallel 1sn the Li-Kcl.i of Ceylon. He has also
established that as far as the sacred dance of the mediaeval
period of Ceylon is cencegned, it has an intimate connection
with Bharatha-Natya.

In the sphere of Aharya, an amazing wealth of detail has
been presented in the book. Fascinating accounts of jewels
worn by the dancers are given. Alluring accounts of the
folk dances of different parts of Ceylon are als® given. The
numerous thusical instruments mentioned in the 7hupavansa
and other works have been referred to. There are references
to. Nakula-Veena, Kshudra-Veena and Bhringa-Veena,
Udekki angl Davandai. The sculptures i stone, wood
carvings, metallic images and figures carved on ivory combs
have provided valuable source material.
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The book will be of use not only to those who are interested

in Sinhalese Dance but also to the students of comparative
dancing of other countrigs. The book is exceedingly well
written and sustains the interest of,.the reader from start
to finish. It is an education to go through the pages of
the book. 2

-

Pror. P. SamMBAMOORTHY, B.A.B.L
Professor of Musicology, Sri Venkates-
15-11-"65  -wara University College, Tirupati.
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PREFACE

THE Sinhalese period of the ¢history of Ceylon, may
rightly be termed she age of Sinhalese Civilisation.
It was thg age when Sinhalese life and thought, found
its fullest expressiorr in what was essentially a
homogeneous and integrated . Sinhalese culture.
Pervading the whole course of Sinhalese monarchy
it witnessed the moulding of the pattern of Sinhalese
_ life, shaping the intellectual and aesthetic outlook of
the people from the eaghest recorded historical event,
the ®ming of Vijaya round about 500 B.C. to the
Kandyan Convention of 1815, under which the®whole
of Ceylon became a British Colony Durieng this long
period of Ceylon’s life, despite wars and invasions,
people lived a simple, happy and contented life
which we find reflected in a picturesque variety of
folk amusements, folk %ongs and folk arts, the art
of the common man.

The Dances of the Sinhalese find a conspicuous
place in this heritage of the *past. An added interest
are the links that the studies reveal between the arts
of Ceylon and those of the other lands, India in parti-
cular. The contiguous lands of*South East Asia have
been so much inter- .related over the ages, that this has
left accultural features®and analogous elements in the
arts of the several lands.

To understand therefore the true significance of the
dances of the Sinhalese it is necessary to refer to the
classical Indian dances and their analysis. The English
word “dance” does not differentiate between the
threefold forms of the dance in the East: Nrtta.
Nrtya and Natya. “Nrtta is pure dance, rhythm
expressed in tala or time-measure. Nrtya is pure dance
in eombination with abhinaya, the interpretation of
the emotiops (bhava). Natya is the dramatic represen-
tation of the particular theme or story in the form
of interpretative dances”. This is the classical analysis
reeognised in the Abhinaya Darpana of Nandikeswara
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thus expounded by Ananda Coomaraswamy. :* “Natya
is dancing used in a drama (ndataka) combined with
original plot. Nrtta is that form of dance which is
void of flavour (rasa) and mood (bhava). Nrtya is that
form of dance which possesses flavour, mood and sug-
gestion (rasa, bhava, Vyamgam etc.) and the like.”

Sinhalese dance of the present day is, largely though
not solely, of the category of Nrtta, pure dance. This
is true of the Kandyan dance, as of the rest of the
dances of the Sinhalese. Nonetheless, the story of
the dance in Ceylon reVeals that “the dramatic
representation of a particular theme or a story in the
form of interpretative dances” prevailed in Ceylon of
the Middle "Ages, attaining its summit in the fifteenth
and sixteenth centuries. Evidence of this comes to
us from a variety of sources—historical, literary and
the evidence of the sculptural and metallic arts. This
will becomé clear as we proceed. There is also
the recent growth of Sinhalese dramatic art with the
dance in the form of dramatic representation of a
story. We have toe the backing of Cilappadikaram,
the epic poem of South India of the second century
A.D. with its specific name of Sinhala Natyam. While
all this would support the presumption that inter-
pretative  dances very much prevailed in the Middle
Ages, such dances are scarcely representative today of
the art of the Sinhalese dance in the aggregate.

It would therefore be unrealistic to entitle a
comprehensive study of the dances of the Sinhalese,
such as herein outlined, Sinkhale Ndtya. An objective
view of the field inclines us therefore to favour the
term Sinhala Natum, as appropriate to the studies.

* * 5% ;
An awareness of traditional arts is among the signs

of the times. Kandyan dance is now taught in the State
Central schools, besides selected folk dances. Competi-

tive demonstrations sponsored by the Department of -
1. Coomaraswamy, Ananda K: The Mirror of Gesture.

"
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Education are held in the metropolis of Colombo,
in the course of a.full day’s programme, by pupils,
boys and girls from Central &chools all over Ceylon.

State interest ine.rural arts has been growing from
the dayg at least of the organisation of the Rural
Development Department over two decades ago. Rural
Development Societies and the Community Centres
started under the auspices of the Department are
largely cultural in outlook. The Backward Commu-
nities Development Board, inaugurated in 1951 for
the Socio-economic advaneement of the three groups—
the fribal Veddah, and the Kinnaraya and the Rodiya,
the two groups on the fringes of the Sinhales® Social
System, has had its own role in conserving ‘‘adap-
table values” in the life of thesq three backward
groups. i

State actkivity came to a head with the inauguration
of the Arts Council of* Ceylon in 1952+ Its compre-
hensive character is evident in its twelve constituent
panels — Orientale Music, Kandyan Dancing, Oriental
Dancing, Sinhalese Drama,® Felk Songs and Folk
Dancing, Painting and Sculpture, Handicrafts, Tamil
Drama, Western «Music. Western Drama, Western
Ballet Dancing and Films. That “undue emphasis is
given by this body {o Western Art in comparison
with the meagre interest shown in the national arts
and crafts”, were comments freely made against the
constitution of the Arts Council. Society being what
it is, with Western arts playing a definite role in the
social life of the land, the State could not obviously
be oblivious to the needs of the differen® sections of
the society.

The opening, in recent years, of several schools of
Kandyan dancing in the different parts of the Kandyan
provinces, is a significant contribution of the State
and the, Arts Council to the promotion of national
arts. It was a happy augury that the visit of Her
Majesty the Queen synchronised with the early days of
the Arts Council. The “Gala Performance” produced
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at the Regal Theatre in honour of the Queen’s visit was
a splendid achievement of the Panel of Folk Dances
and Songs, in association with the other panels
concerned.

State recognition of matters cultural adyanced a
step further with the "establishment of a separate
Ministry of Cultural Affairs in 1956.

State interests apart, Society, Sinhalese and Tamil,
is culture conscious. The main organisations in the
social sector are the Lanka Mahila Samiti, the Instituie
of Sinhalese Culture, and, the Kalalaya the last
_devoted to Tamil arts. "

Ruhenu arts found vigorous protagonists in the
Ruhunu Kala Kavaya. To judge from the high
standard of the annual festivals of arts produced in
successive years”in Colombo and. in the Districts,
this organisation, is the spearhead of the movement
for the promgtion of the ancestral arts of the South.

* * *

The material presented in the atcompanying pages
has been steadily aecurnulating over a decade and
half of my field work in Ceylon More than -any other
factor, my love of the.subject has been my main
motivation in the purstit of the study. My work in the
field of the folk dances and plays pof Malabar was an
experience that helped me to appreciate the place
of folk dances in the life of the rural Sinhalese, who
have a good deal in common with the traditional
arts and culture of the Malayalees, the people of
Malabar.

It may rightly be said that my studies in Sinhala
Natum began in 1947, the year in which my mono-
graph on Folk Dances and Plays of Kerala was pub-
lished by the Rama Varma Research Institute, Trichur.

During the past three years, T had the pleasure of
contributing a series of three studies on Ceylon dances
to, the Souvenir of the thirteenth, fourteenfh and fif-
teenth: South Indian Natyakala f‘onference held under
the. ausplces of the Indian Institute of Fine Arts,

-



X1

Madras. These - contributions: “Traditions and
Chronicles of Bharata Natya in Ceylon”; “Society and
the Dance in Ceylon” and “Th® Ceremonial and Ritual
Dances in the Kandyan Kohomba Kankaria, the cult
of the Kphomba Gods”, evoked considerable interest
in India in the traditronal arts of the Sinhalese, and
quickened the final stages of my work in the preparation
of the present monograph.

The presentation follows a twofold analysis, the first
part a classified account of the groups and forms and
the second, originals in Sinhalese including manu-
scriphs, yet unpublished. %

To the late Sir Paul E. Pieris, more than %o any
other, T am deeply indebted for his sustajned interest
in my studies of Sinhalese dances. It was about the
summer of 1955 that the scheme ¢ studies took a
definite shape and I*forwarded to him a copy of the
scheme. Sir Paul prompily sent an ackngwledgement,
with the stimulating message, “Excellent, most
impressive”.

L]

M. D. RAGHAVAN
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Sinhalese Dances took definite shape in the course of a
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him duly informed of the progress of my studies as Hilda
Obeysekern. Research Fellow, and sent him a copy of the
report of my two years’ work which he warmly applauded.
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M. D. R.

L
Colombo.

15.8.65. .
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CHAPTER T
TRADITIONAL SINHALESE ARTS

THE 4raditional arts of%thé Sinhalese are a living part
of the rural society. Their influence spreads %o sub-*
urban and urban centres. It is significant that the first
tovil I saw, in the summer of 1947, was at Colombo
at a house in Fourth Cross Street, not«€ar from Victoria
Hotel, Norris Road’. 1 owed this to the thoughtfulness
of a member of the subordinate staff of the Colombo
Museum, who happened to be interested in the tovil.
He was good enough to arrange facilities to enable me
to watch the proceedings under the best of conditions.
This gave me my first opportum‘ry to observe a tovil at
first hand. It was elaborate in ceremonials which lasted
all night and well into the morging hours. To the right
of the entrance doorway, was 2 decorated shrine of
interlaced plantain, stem strips topped over with the
pattern of a crown in the same material. As my first
introduction to the curative magical rituals and cere-
monials in exorcism and incidentally to the aesthetic
sense of the people, it recalled to my mind parallel
scenes and artistic appliances at exorcist ceremonials
of North Malabar. "

A usual division of the traditional arts of a society,
is in terms of “Useful Arts” and “Aesthetic Arts”.
“Useful Arts” are arts primarily utilitarian, arts
which serve the day-to-day needs in the business
of living. Such are the arts of pottery, basketry,
we%vmg €tc.,, arts more commonly known as handi-
crafts

* Since re-named Olcott Mawata.




1D

SITHALA NATUM

“Aesthetic arts” are products of the aesthetic sense
of a people, arts which appeal tg the sense of beauty.
The distinction cannat be too rigidly applied in
practice, as an object can be at once ‘useful’ and
‘aesthetic’. In the pages of his “Mediaeval Sinhalese
Art”, Ananda K. Coomaraswamy has left us 4n account
of both categories of the traditional arts. The field
covered in this survey volume, calls for monographic
treatment in respect of the more significant of the arts.

“Aesthetic arts” fall into two divisions. On a higher
level are the Fine Arts, poetry, classical music,
classical dance and painting. Of a lower order are the
aesthetic arts of the rural folks.

Among the more dynamic of the motivating forces
that have féstered Sinhalese rural arts, stands religion,
specifically, folk religion, distinguished from the
dominant religion of the land, Theravada Buddhism,
essentially a system of doctrines with & disciplined
way of life leading to ultimate Nirvana, salvation from
the round of births and deaths. The need for a practi-
cal faith which would assuage the cares and anxieties
of material life, surged”in the mind of the villager.
This is amply met in the cult of Spirits and Yakkas—
the cult which was presumably already there on the
soil, from days anterior to the spread of Buddhism.
The Buddhist who observes .the way of life enjoined
by the Buddha, may, side by side, have faith in the
Gods, Vishnu or Kataragama. He may even hold a
Bali ceremonial at his house, as a protective rite
against evil influences. Seasonal celebrations in the
cult of the Spirits and Yakkas, commonly denoted as
demon cuMs, are an inseparable element of rural
society. >~

A rigid demarcation obtains between the two cate-
gories of popular religion, the worship of the Gods and
the cult of Spirits and Yakkas. The abode of the Gods
are the sacred devalayas. The rest of the dgities have
no fixed habitation. Their seasonal cults are held
in temporary structures of bamboo and cadjan, the
Gam Madu, erected for the occasion at rural centres.
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Each of these two divisions of popular religious system
sustgins a priesthood,and a dance category of its own.

The priests of the High Gods are the Sinhalese
Kapuralas well versed in the sacred liturgy of chants
and songs. Kapuralas come of hereditary priestly
families of the Middle. Ages.

The shamans (priests) of folk cults are the Katta-
diyas, a word obviously derived from two Tamil terms,
Kattu or Kettu, literally denoting, disguise, in the
appropriate make-up and costume; and adi, the dancer.
Two well marked shaman groups of Ceylon are the
Berayaya, the community in whom vests the highly
evolved art of the Kandyan dance, and the Oli, an.
interesting community of masked dancers exorcists
and astrologers of South Ceylon.

Side by side with the dances, sagred and magical,
developed a pmturesque variety of dances and dance-
plays, of amusement and recreation. That a number
of these have had their rise in a spiritual background
in the distant past, sustains the principle of the devo-
tional roots of Natyam in Ceylon the one common
strand that runs through thetraditions and chromcles
of the dance in Ceylon as in India.

Different deities serving different needs and func-
tions, we may recognize in *Ceylon, a hierarchy of
functlonal deities. , The making of the several accesso-
ries and apphances ifl the rituals and ceremonials of
folk cults, stimulated the aesthetic sense of the villager.
ConSpicuous in the rural aesthetic arts are the statu-
aries in the Bali and other rites in exorcism; the
numerous decorative objects, the toranas in a tovil
or gam madu; the mal yahan, the flower altars and
altars fqr food offerings. Plantain stems, tender
leaves of the coconut palm (gok-kola), coconut and
arecanut inflorescence, are the composite elements in
the ceremonial decorative appliances seen at folk
cults.

Besides the decorative objects seen in their setting
in folk ceremonials, a specific contribution of folk reli-
gien te aesthefic arts is the Sinhalese mask. Masks fall
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into two categories; Masks used in the several Yak
Natum and the Daha Ata Sanniya, the pageant of the
eighteen Sanni demons,.are of the first category. In
the second category are masks worn in the colourful
masquerade of South Ceylon, the Kolam which, in its
earlier stages, has had a good deal in it of th®e charac-
ter of the spirit cult.

In the folk religion of the Sinhalese, we have an
apt illustration of the elementary definition that “all
socially recognized relations with the unseen, is reli-
gion”, that “religion is the cult of the sacred, consti-
tuting something separate”. ” Magic enters so much into

~the cult of the spirits that the term magico-religious
best expresses the complex of rituals and ceremonials
in the cult of the spirits. Far from being primitive in
any sense, or illiterate, the society among whom these
cults prevail is an educated society educated in Sinha-
lese, with a rich background of cultural heritage going
back to almost two thousand tive hundred years.

The phenomenon of the folk cults, finds an explana-
tion by Christmas Humphreys in the course of a paper,
“On Buddhism” in the Wesak Number of Ceylon Daily
News, 1947: “The world of Buddhism is organised,
if at all, on a national _hasis and no one nation takes
much interest in the aifairs of its brothers on either
side. All virtues have their corresponding weakness
and the Buddhist virtue of tolerance can appear as
laziness and apathy. This is the reason why Buddhism
is nowhere pure. Wherever it went, the Dhamma
adopted and took into itself, the indigenous religion.
There is much Shinto in Japanese Buddhism. In
China it is difficult to speak of Buddhism, of Taoism
or the followers of Confucius, for all alike axe eclectic
and synthetic and most Chinese are content to believe
and use a combination of the principles of all three.
In India and Burma, the Dhamma is heavily involved
in the ancient worship of Nats and the same applies
to some extent in Ceylon. It is useless therefore for
a Buddhist country to point a finger of scorn at
~another’s impure Buddhism and such energy can be



SINHALA NATUM ; 5

better spent in studying the Buddhist history, the
spread of the same eternal doctrines from an Indian
centre in all directions through the Buddhist East.
True, it is difficult to recontile some doctrines and
practices of the Mahayana with the Buddha’s dying
injunction, “work out your own salvation, with dili-
gence”, but it is equally difficult to reconcile with the
teachings of the Buddha much of the belief and practice
of Ceylon.

A process of adjustment, if not of reconciliation, has
been a feature of folk religion in practice. Austin
Jayawardhana gives us an insight into this in the
course of a paper reall at the International Seminar
on Traditional Cultures in South East Asia, deld in
Madras in November, 1958, under the augpices of the
Institute of Traditional Cultures—UNESCO:! “If the
original settlers ofsour Island were prone to believe in
demoniacal, powers,” the introduction of Buddhism
three centuries later snade them morg rational* in
their outlook on life. The beliefs of the early era were
either abandoned in full or were modified. An
interesting example of the effect of a subsequent cul-
ture on the beliefs and supersfitions of the people,
is the complete change in the fundamentals of the
exorcism cult of the Sinhakese. Before Buddhism
gained its control over the minds of the people of this
country, the magitiam with his incantations, charms
and dances, promised redemption from misery and
promotion of welfare. He invoked the deities and
demons of his day and believed himself potent enough
to control these invisible powers. But when Buddhism
came and afforded little encouragement to such rites,
the people began to revise their attitidde towards
them. The magical powers attributed to their charms
were now transferred to the Buddha and the same
magician invoked the same gods and demons and

1 Internatignal Seminar on Traditional Cultures in South-
East Asia—Published under the auspices of UNESCO.,,
Orient Longmans, Institute of Traditional Cultures (Madras,
1960), pp. 138—139.
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sought to control them by reference to the stiblime
virtues of the Buddha. His charms were partly or
wholly replaced by passages frone the Buddhist Canon.
This tendency grew arid with each successive wave
of foreign ideas, was accepted ard integrated into
the existing mass of beliefs and superstitions. For
instance, when the gods and gcddesses of South India
came to be worshipped by the Sinhalese Buddhists, they
merely accepted them -into a loosely formulated Bud-
dhist pantheon. The god or goddess was considered
to be either a devotee of the Buddha or one aspiring
to be a future Buddha. TRhus, Vishnu, in the eyes of

_the Buddhists, is the guardian deity of the Island, who
had received his commission from the Buddha himself
through the, king of gods, Indra. The Sinhaiese, like
their forefathers in India, were always ready to borrow
any cultural trafts of another people and adopt them
as their own. This phenomenon caused a swift change
in the life and the attitudes of-the Sinhalese right down
the ages. We could, in spite of twenty-five centuries
of recorded history, find immense difficulty in tracing
the gradual evolution of our culture, if it were not
for the faithful records which human memory has
preserved for us in the form of folk-tales. Therefore,
the preservation as wel as the intérpretation of these
tales has become a vital necessity for the correct
understanding of the cultural devetopments of the Sin-
halese race.

Similarly, the customs of the by-gone days, which
are gradually being over-shadowed by more modern
and westernized attitudes, indicate the true traits of
our traditional culture.

The arts of a people reflect their personality. Sinha-
lese arts in general have a_marked indivituality, no
less evident in the folk arts than in the fine arts. Fore-
most of the qualities of folk arts, is their simple charm,
a subtle quality that appeals to the aesthetic sense of
the spectator. Seen at a gam maduwe, are~a number
of altars. Dominating the whole scene is the high altar,
the main torana, a multi-storeyed structure of plantain
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stem sfrips, the making of which follows a traditional
pattern. In the style of its structure, as in its well
proportioned and symmetrical gutlines, it is a thing of
beauty.

Behind the aestheflc effect, is the sense of mystery
~ that pervides the cult,as a whole, a mystery and a
feeling of obscurity, that are inseparable from the cult
of the spirits. In the seasonal harvest ceremonials of
the Sinhalese, customs which are steadily losing ground
under modernization trends, we have a group of tradi-
tional arts which for ages gpimated the life of the coun-
tryside, colourful arts which brought the participants
in harmony with Nature. At the back of these customs
is the objective, more implicit than explicif, of conser-
ving the food supply. Ceremonies for the productivity
of food supply ané the propitiation “f the gods, go
back to the early days of humanity.

The present study is®limited to but cne aspect of
the traditional arts of the Sinhalese — the dance,
Sinhala Natyam—either related to the spiritual life of
the peoples, spiritual in the wldest sense of the term,
or unrelated to the religious scene.

At the back of tlese arts, whether spiritual or non-
spiritual, is the extensive field of folk literature, the
collection of which® loams large in the cultural field
today. This aspect of traditional arts found emphasis
at the Madras Seminar on Traditional Cultures, of
November 1958 :— “ This Seminar: holds that it is un-
critical and incorrect to imagine that traditional cul-
tures and ways of life (including those of trijal peoples)
are necessgrily outmoded or retrogressive while equat-
ing what is usually described as Western Civilization
with ‘progress’.”

Specific recommendations were made by the Seminar
for the establishment of folklore societies on a local
and national basis in South East Asia, societies which
should have inter alia the following functions:
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1. Recording ballads, songs, tales etc. to be pubiished!
in folklore journals;

2. To establish museums and prganise festivals and
exhibitions of folklore amd folk arts and crafts.

3. To encourage study and research in Folklore and
Folk Arts. >

In the direction of the collection of legends, and folk
songs, there has been rather intermittent efforts in
the past by various workers. Perhaps the largest of
these collections was by Hugh Nevill in the eighties,
collections which have been acquired for the country
by the personal efforts of Sir Paul Pieris over a decade
ago. These collections have been published by the

~Directer of National Museums in three volumes, the
“Sinhala Kavi”, 1956.

In these “volumes we have a visualisation of the
vast range of the legendary lore. We are indebted to
Nevill as much for the collectione he has made, as for
their interpretation. With these as a background, it
should be possible to plan a programme of collection
work and implement it by the co-operative efforts of a
team of competent workers. Left-to their own fate,
many of these chants-and verses in folk cults may soon
get submerged and lost.

The country owes much to the rural folks who have
kept alive the traditional cultural heritage in the
numerous folk compositions. Sinbalese rural society
is anchored in a bed-rock of traditions, which have
been gaining vitality in the last few decades. Coupled
with this is the circumstance that modern westernized
higher education, has barely touched the fringes of
the two shaman groups of the Sinhalese, the Berawa
and the Oli- As things are, these groups still pursue

* their traditional vocations of a wide variefy of folk
cults and ceremonials, and while the going 1s good, it
is opportune to gather all that has to be collected, of
their liturgical chants and songs.

1 Resolution, 1—International Seminar on Traditional Cultures
in-S. E.  Asia. p. 192.

Resolution, 3—International Seminar on Traditional Cultures
in S. E. Asia. pp. 192—193.
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Research on these lines opens up a vast vista of fruit-
ful studies and will reveal much that remains obscure
of the legendary past. A number of these legends seem
to have a background outsidesCeylon, in the Tamil,
Andhra and Kerala gegions of South India.

An interesting example of an interrelation of this
sort, is revealed in the ceremonials of the Punava,! in
the legend of Seraman Yadinna, related to the life of
Chéraman Perumal, the most spectacular of the
Perumals of Kerala, a line of Kings in the dawn of
Kerala history. The legend unfolds what reads like the
early days of the Punava of the Sinhalese cults. The
study js worthwhile follewiig up, and may shed more
light on the ceremonials, as on the traditions ef the
Oli, a very interesting group in the social landscape of
South Ceylon.

Traditional oral gongs and chants that accompany
the cults, will obviously enable us to view the cere-
monial dancés that accompany the rituals, in their
correct perspective. Without correlating the dances to
the legends, an intelligent interpretation of the dances
is not possible.

The cults may be viewed both as phenomena of
social life, of interegt to the rural society as a whole,
and as dealings with the supernatural, called for in the
passing crises in the life of an individual.

First to claim odr #tention in a comprehenswe
approach, are the cult objects. In an An-Keliya? in the
cult of the goddess Pattini, attention is primarily
directed to the Sambhur horns, which are temporarily
housed, each in a separate shrine room. At a gam-
maduwa, the cult objects that matter most, are the
insignia of ghe goddess Pattini, the sacred anklets. The

1 Gunasekara, U. A—The Punava, or the Scape-Goat Idea in
Ceylon. Spolia Zeylanica—Vol. 27, Part I, 1953.

2 For an illustrated account of the An-Keliva and Gam-maduwa
Sée Raghawan, M. D. Ethnological Survey of Ccylon. Neo. 3.
The Pattini Cult as a Socio-religious Institution.

Spolia Zeylanica, Vol. 26, Part II, 1951.
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several objects and appliances, receive individual pro-
pitiation accompanied by appropriate ceremonial
dances. i .

Inherent in the functioning of the cults, are certain
practices whose meaning or motive is not obvious. One
such is the custom of the ribald jokes. Instances of
these are conspicuous in a (Gara-Yak natuma and
in the episodes in a gam maduwa. A certain element
of frivolity, even of obscenity, has been inherent in the
folk cults of early societies. In the ribald jokes of the
Sinhalese folk cults, we may well see a mild survival
of such customs. Incidents of this character now
appear as “dramatic interfudes”, which Saratchandra
discusses in the course of his studies.! '

Another element that pervades folk cults, is “ the
conditional “curse”. This invokes unpleasant conse-
quences, to the god propitiated, if the latter does not
accede to your entreaties. ‘ Conditional curse’, as a
means of compelling benediction, may be found
featured in the folk songs and cults of Malabar. How
far this is a factor in the Sinhalese folk cults is one of
the aspects that needs exposition.

A category altogethér of a different order is the
worship of the High Gods, distinguished from the cult
of the spirits. Apart from the Hindu temples of Kones-
waram, at the extremé North-East, Tirukketeeswaram
in the North-West, and Munneswaram in the West, the
ancient devalayas of Ceylon,” are mainly the Maha
Saman devalaya of Ratnapura, Maha Vishnu devalaya,
reputedly known as the shrine of Upulvan, the ‘lily-
coloured’” God, of Dondra, the southern-most point
of Ceylon, and the shrine of Kataragama, God Kadira,
in the jungle setting of South Ceylon. The ceremonial
worship of these gods has contributed an art on a
higher plane, the sacred dance, the dig-fle natuma.
Literally ‘ the long-hall dance’, it was a specialised art
of the dancing girl, the art which finds graphic descrip-
tion in the Sandesa Kawvyas of the fourteenth and

1 SARATCHANDRA, E. R. The Sinhalese Folk Play and the
Modern Stage, 1953—Chapter II, pp. 25-50.
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fifteenth centuries. Indeed the dancing girl figures
through the corridors of time from the days of King
Dutthagamini (101-77 B.C.) to the later ages. This
chapter in the history of the Sinhala Natya is of such
interest that it is dealt with in some considerable
~ detail, sefarately. s

In early Ceylon history, we aré told of a threefold
division, the Pihiti, the Maya and the Ruhuna; Pihiti
or Raja Rata, the North; Maya, the Central, and
Ruhunu, the South. The fgadition of these divisions
persists, in a cultural sénse. Of the three, Raja Rata
had priority as the division within which® were
situated the ancient capitals of thee Kings. If
legend speaks true, the ceremonial dances in
exorcism to cure King Panduwas, of his incurable
malady of *divi-dos were staged at what is now
the Mahanagavana of Anuradhapura. Cf these old
divisions, the name that resounds today in the con-
text of the present cultural renaissance, is Ruhuna.
The political upheavals of the Middle Ages that so
much disturbed the sereme life of Raja Rata, left
Ruhuna largely umtouched. Ggverned by the Yuva
rajas, Ruhuna enjoyed over the ages, a life of compara-
tive peace and plenty, Uninfluenced by extraneous
factors, the aesthetic, emotional and spiritual life of
South Ceylon expressed itself in a wealth of folk arts—
the ostentatious and satirical masquerade, the Kolam;
the group play of Raban; the uppet dance-play, the
Rilkada ; the Tovil, rites in curative magical ceremo-
nials and agvast range of folk cults of spirits. The heri-
tage of the past and the rural environment have com-
bined to foster the Ruhunu traditional culture. Despite
traditional values, priced in the South, theirs is not a
traditional Society, in the sense of a stagnant society.
It is really a progressive society with considerable
urbanisation in ways of life. £
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Advancement in traditional arts, is today particularly
marked in the ancestral Ruhuna and in the Kandyan
Zone, the two areas each of which sustains a distinct
school of dances and dance-plays. These two regions
may be better visualised in terms of a two-fold division
of more recent times, corresponding to differences in
traditional culture and ways of life—the Uda rata, the
Kandyan hill country and the Pata rata, the Plains of
the South. Nevertheless, a growing sense of integra-
tion, of oneness in life and thought, is evident today
between these two cultural zones.

T



CHAPTER II
THE FIELD OF THE DANCE

THE, conventional classifitation of the dance into two
categories, the Classical Dance and the Folk Dances;
finds general application to the dances of the Sinhalese.
Within the range of folk dances, are®nevertheless
dances distinct in character from gances and dance
plays of amusements Such are the ceremonial dances
in the cult’of the Yakkhas and spirits, certain features
of which have been presented in the foregoing chapter.
It will be more proper to give these, a category of
their own — the Ritual Dance.

Ceylon indeed has a wealth of*dances. The modern
and the traditional exist almost side by side. Ball-
room dance is th® social proguct of the Westernised
section of society, evident particularly in the social
life of the city of Golognbo. The pace of Westernization,
the influence of over forty decades of European occu-
pation, has nevertheless witnessed a restraint in the
last one decade. A dynamic national revival has
awakened society to a sense of its traditional values,
and national arts are advancing in rapid strides all over
Ceylon. In point of time, dance and music go back .
to a far ®distant epoch. As Vijaya landed (543 B.C.,)
he heard sounds of music and the dance. A wedding
 was in progress in Yakkha society and there was much
merriment.

; ]
13
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It is significant that our first introduction to
Sinhala Natya is from the Cilappadikaram, the
South Indian epic poem of the second century A.D, a
source book of value fer the study of the dance.
Assimilating the wealth of data,. presented in the
pages of the chronicle, we recognise two main divisions
of the dance — Santyam and Vinedam.

Santyam falls into two classes, Cokkam and Me:.
Cokkam is pure dance, composed of 108 Karanas, a
number which agrees with the analysis presented in
Bharata’s Natya Sastra. Mei is a large group of three
constituent units, Dési, Vadygu,!and Sinhala. These
three terms are regional. Deési"is obviously the indi-
genous, the dance of the Tamils. Vadugu is the dance
of Andhradesa, and Sinhala, the dance of Ceylon. The
co-existence of different forms and styles of dance in
South India of tke far off days is-an index to the
harmony of social life and cultural relations of the age.
Speaking of the dance of Madavi, the courtesan, we
are told that “she also danced the Vadugu da=ce.
Then it appeared as if the five beat mode of each of
the two styles of dancing. Desi and Vadugu, was con-
centrated in one style; so captivating was her dance.”
Of Sinhala, we have nothing in Cilappadikaram more
than the name. It is nonetheless of supreme interest
that the specific term Sinhala should occur in the
South Indian chronicle. Implicit in this is the inter-
relation of the arts of South India and Ceylon, amnd
an integrated approach is vital for a fruitful study
of the dances of the Sinhalese.

In Ceylon, as elsewhere, the distinctive attributes of
folk dances are obvious, more impulsive and instinctive
_than the classical dance. Nevertheless the distinction

1 Vadugu—“the Country of the North”, in relation to the
Tamilnad to the South, applied to denote the modern
Telugu country, the country of the Vadukas” (Kanakasabai,
V: The Tamils, Eighteen Hundred Years Ago, Madras, 1904,
p. 29 and 104). =

The term Vaduka, generally signifies the Telugus, the
peotple of Andhradesa. It is not a name for a particular
caste.
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between classical and folk dances is less thin in Ceylon
than in India. The status of a classical dance is some-
thing that the Kandyan dance has acquired, possibly
in the last few decades, by ¥irtue of its refined tech-
nique, which bespeaks its growth over a long period
of timey attaining its present standard of perfection
in its field of pure dahce, Nritta, sustained by a highly
developed system of tala. From sources in Cilap-
padikaram we are indeed tempted to identify Sinhala
Natyam mentioned in the South Indian epic poem,
with the art of the Kandyan dance, an aspect of the
study, which we have eccasion to revert to as we
proceed. 2 5

The two principal forces that promcted the dance in
-the Middle Ages were the Royal courts ornsthe one hand
and the sacred devalayas, the shrines of the High Gods
on the other. Though the one wd secular and the
other religious, an undercurrent of affinity obtained
between the two, all through the long.course of the
Sinhalese monarchy. As the head of the State, the
responsibility of the King extended to the welfare
of the society as a whole. Not the least of these royal
obligations were the celebrations of the Buddhist
festivals and the seasonal festivities of the devalayas,
the shrines of the high divinitsees, to the accompaniment
of the sacred dance, the dig-ge natuma, referred to
already. oocole

Culture changes with time. This is true of Sinhalese
dances, as of other aspects of Sinhalese culture.
Except for vestigial remains, the sacred dance, the
dig-ge natuma, has altogether disappeared. A lost art
today, it has left its trails in its passage over the years,
in the plastic arts of the Sinhalese and in their poetical .
literature, the Sandesa Kavyas. Such studies as have
been conducted over these and other vestiges of the
art, lead us to conclude that the dig-ge natuma, the art
of the Nalangana of the Sandesa Kavyas, is one with
the art of the devadasis of the South Indian shrines, at
about the same period of time—the classical art of
Bharata Natya.
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Bharata Natya is the art expounded in the Natya
Sastra by Bharata Muni, a comprehensive work on
Natya, ascribed to the Second Century AD. In the
different parts of India the dance developed under
various influences, social, historical and environmental,
inspired directly or 1nd1rectly ,by the basic art of
Bharata Natya. In its pristine purlty, in its spiritual
background, and in acsthetic expression, it retains its
original charm in South India. That this classical art
found its way to Ceylon and influenced the dance of
the Sinhalese, becomes increasingly evident as we come
to know more of the history of the Sinhalese dances
.and their technical background. This is true of the
Kandyan dance which as an art, in its technique as in
its expressien is the foremost of all forms of the
Sinhalese dance.

Among the mo&t elementary of the pomters in this
direction, is the term adavu of Bharata N atya, the adau
or adavu of the Kandyan dance. In the technology of
Bharata Natya, adavu is a dance unit, “a synchroni-
sation of gestures and footwork true to rhythm and
pose”. Adavu in Tamil ~corresponds to the Sanskrit
Karana, “a combination of sthana (static pose) and
chari (footwork): and Nrita hastas, hand gestures”!
In Kandyan dancing, the term adau primarily meant
the same, though the term is extended now to refer
more specifically to spinning ~anG jumping dances
featured as the finale of the Kandyan dance.

At a performance of the Kolam, the masked play of
South Ceylon, nothing of the finer points of technique
can be seen. Nevertheless, that something of the
essentials of the Bharata Natya has been basic to the
- equipment of a competent exponent of the art, was
revealed at expositions of the_dance poses by the well
known exponent of the Kolam, Gurunanse Aryapala of
Ambalangoda — dance poses that harmonised with
rhythmic movements of the neck and the eye, with
hands in hasta, in Bharata Natya technique. -~

1 Ramaswami Sastri, K. S., Indian Dance as a Spiritual
Art, Madras, 1961, p. 47.
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Dances and dance plays of the Sinhalese have kept
pace with their ways, habits and customs of life over
the ages. The dances are of bbth classes, the individual
dance and the growp dance.

in thg field of dance, new forms are occasionally
seen under present tfends, national and cultural. A
few are denoted by traditional -names. Of this class
may be mentioned the Kumaran Natuma, a dance
reputedly of Sinhalese princes. New dances are gene-
rally the product of the creative impulse of the masters
in Kandyan dance, traifing in which is now given
systématically to boys and girls of the Government
Central Schools. The dances are seen displayed by
children individually or in pairs, at shecial social
occasions, at receptions of welcome %o a distinguished
visitor, or public exhibitions of national arts. Mention
has already been made of the annual dance festivals in
the last few years, presented by the Ruhunu Kala
Kavaya at the open air theatre improvised for the
occasion, at Campbell Park, Colombo. The dances
maintained a high standard of production from year to
year. Three of the new dances were particularly good.
One was the solo dance, the Giridevi Natuma, the
tragic story of Giridévi, a narration of which will be
found elsewhere. *The passions and emotions surging
in the mind of the heroine, were skilfully rendered in
the technique of the dance-play.

Two others, were group dances, the Chamara Natuma
and the Puja Natuma. In the Chamara Natuma, 2irls
in colourful costume, dance in graceful movements
harmonising with the gentle waving of the chdmara
held in the hand. Puja Natuma as the name signifies,
is a devotional dance, invoking divine grace and
guidance, in a series of graceful movements, artistically
danced by, a group of girls in effective costume.

The spirit of the play and the general enthusiasm in
folk arts today find vent in a new genre of plays best
seen at the annual demonstrations held at Colombo by
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pupils of Government Central Schools — plays based
on paddy cultivation processes, the sowing of seeds,
transplanting seedlings, and reaping the harvest.
With sickles tucked at the waist, seven girls enter
in the garb of peasant women. Swaying their lithe
bodies, and tripping about in short steps to the tune
of their singing of the Goyam Kavi, they wield the
sickles in the act of “‘reaping the ripened paddy. As
the field is all harvested, each girl removes the talappa
(cloth wrapper) wrapped over the head to shield them
from the heat of the sun; and presently leave the field,
something of a conventionafisation of the lines of the
~poet: '

“I watch the mowers as they go,

Through the tall corn, a white sleeved row;
With even strokes the scythe§ they swing
And toss the thick swathes in the sén”.

Of this class too, is the play of the transplantation
of seedlings. Girls in cloth and jacket, enter the field
with a handful of geyam paddy plants, hands in the
act of holding the bunch of seedlings. To the singing
of songs and invocation of the Tun.Saranaya, Buddha,
Dhamma and Sangha,” the players move about in
rhythmic steps, mimicing the act of transplantation.
One of the girls stepping abotGt with a pot of water,
offering betel-nut and water to the peasant girls,
heighten the realism of the scene.

Against the paucity of plays inspired by tasks of
daily life is the vast range of Sinhalese folk songs
singing away the cares of life and lightening the daily
round of work. Such are the boatmen’s songs, carters’
songs and the songs of harvesting.



CHAPTER III

DANCE AND MUSIC IN THE SINHALESE ROYAL
B COJRT

OUR®*main source of information of the court life of,
Sinhalese royalty is the sacred chronicle, the Maha-
vamsa. Such evidence as we have from this and other
“ sources leaves us in no doubt that in their personal
life Sinhalese royaity lived a life of *regal splendour,
in the best. traditions of the oriental potentates. A
handy summary is what Saratchandra! gives in these
. words:

~ «“ As would be natural to expect, the culture of the
Sinhalese Court has been entirely Indian in the early
period, but it is interesting to note that it seems to
have continued to be so right through the centuries,
the difference being that in later times, the influences
come more from South India than from the North. The
fact that kings became Buddhists and actively patro-
nised the religion, made no change in this state of
affairs, for in his lay life the king was as free to adopt
Hindu culture as the villager was free to adopt the
non-Buddhistic folk culture.

The king was installed as a ruler according to the
Hindu custom of abhiseka, and in respect of his
paraphernalia, such as the White Parasol, the State
Elephant, the State Carridge, the State Horse, dancing
girls and harem, he was similar to an Indian king.

1. SARATCHANDRA, E. R. The Sinhalese Folk play and the
Modern Séage, p. 14-15.

19
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The King had the Brahmin as chaplain (Purohita) and
very probably, Brahmins were responsible for at least
the secular education of princes. Hindu rites were per-
formed in the court in addition to Buddhist rites such as
pirit, and kings held up before themselves the ideals
of dasarajadhamma and the laws of Manu. ,

In view of occasional statements made in the Maha-
vamsa, it is not unlikely that Sinhalese kings although
they embraced Buddhism, continued to follow the
tradition of Kshatriya princes in most of their non-
religious activities. They enjoyed water-sports and
hunting and in some cases, «celebrated Hindu festivals
_like the Spring Festival and the Rain Festival (asclha).
Wickramasinghe ! opines that the description of
Kshatriya life found in Kawsilumina is based, not so
much on books as on the personal experience of the
writer himself. If we accept this view, on the impres-
sion of genuineness which, he says the -description
leaves in the mind of the reader, we can obtain a
fairly detailed picture of the life of the court of Sin-
halese kings from the Kawvsilumina. It is not at all
unlikely that just as kings enjoyed water-sports and
garden sports, they occasionally held a bacchanalia of
the kind described in this poem. In other respects as
well, the court-life depicted in the Kavsilumina is
Indian in character. A number of technical terms cur-
rent in practice in Indian music, are referred to in the
poem. The literature of the thirteenth and fourteenth
centuries also make reference to terms in Indian
classical music. The Mahavamsa mentions instruments
like the mrudanga, the Kahala, Maddale and Vina
which are still in common use in various parts of
India. Two exhaustive lists of musical instruments
occur in the Thupavamsa ané Dalada Sirita, which be-
long to a period roughly between the thirteenth and
fourteenth centuries. Most of these instruments are
of Indian origin, some of the drums being identified
with South-Indian varieties .” =

1 Wickramasinghe, Martin—Sinhalese Literature, p 38.
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This epitome gives us the right perspective to an
understanding of the, place of music and dance in the
life of Sinhalese royalty, andsincidentally, of the con-
tribution of the kings to the promotion of the arts.

The earliest mention of dancing in the Mahavamsa
goes back to the time.of king Pandukabhaya (377-307
B.C.) when on festival days  having gods and men to
dance before him, the king took his pleasure in joyous
and merry wise”!. It is, however, only when we turn to
the annals of the great king Dutthagamini (101-77 B.C)
that we find sufficient evidence to conclude that dancing
and dancers had become #n established feature in the
normal life of the royal court. The king, after his greate
victory over the Damilas, sits in his royal chamber “in
the midst of dancers and ministers”.2 TRese dancers
figure prominently both in his court and in his religious
activities. In the many festivities connected with the
constructiont of the Ruwanweliseya Dagoba in ‘his
retinue are “many dancers richly clothed like to
celestial nymphs”.? According to the Pujavaliya there
were 12,000 dancing girls. At the enshrining of the
relics of the same dagoba he 1s “surrounded on every
side by all his dancing women¢. And finally reference
is made to them aé the time of his demise —: “ Even
where the dancing women who had come hither laid
off their head ornagnents there was a hall built called
Makutamutta sala”.? :

The place of dancing in sacred Buddhist ceremonials,
finds emphasis in the passage which speaks of
“ diverse mimic dances and concerts with the playing
of all kinds of instruments of music in honour of the
Great Thupa.”® This takes us to the reign of king
Bhatikabhgya (38-66 A.D.). :

A more sumptuous reference lets us into the court
life of the great king Gajabahu (1137-1153 A.D.), “when
he had thus made peaceful the province of Malaya,
where owing to its inhabitants there had been no peace,

1. Mah. Ch. X — 87. 2. Mah. Ch. XXV — 99,
3. Mah. Ch. XXIX — 24—25. 4. Mah. Ch. XXXI — 37.
5. Mah. Ch. XXXII — 78. 6. Mah. Ch. XXXIV — 60. °
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he dwelt at ease in his town and passed the time with
games in the garden and in the water, with dance and
song and the like, fulfilling the duties of a king ”.2 In
the words fulfilling the duties .of a king”, we re-
cognize that the kings harmonised royal patronage to
the arts, with their own relaxation and amusément.
The chronicle gives more pointed reference of royal
patronage to the arts during the reign of King
Parakramabahu the Great (1153-1186). The great
king’s early education consisted, among other accom-
plishments of perfection “in dance and song”.? The
king’s own deep knowledge of the subject is revealed in
“the line “he tarried there harkening to the singing
given by numerous songstresses, feeling out the
underlying motif as one who is first among those
versed in the knowledge of moods’.? That this great
king extended his full patronage-of the arts is clear :
“With the wish that people skilled ...... in dance and
song, in court service should increase in number, the
Sovereign brought up many of the sons, brothers and
grand-children of distinguished families in his own
palace. Of the mény groups such as ...... Sihala
gandhabba...... he supported several thousands of each
of them at the royal,.court.”’* Such skill was not
confined to the males of his court. His own consort
Queen Rupavati among her many other accomplish-
ments “ was skilful in dance and song.” 2
Amid such royal patronage a close association
steadily grew between the sacred Buddhist ceremonials
and dance and music. Thus at a festival for the wor-
ship of the Tooth Relic—‘“Round about the mandapa,
he (the king) placed splendidly attired dancing giris in
many hundreds of (other) costly mandapas, each of
these being accompanied by people bearing lutes,
flutes, drums and the like in their hands and by bands
of female musicians who were like unto the heavenly
musicians, to do honour with their dance, their

1. Cul, Ch. 70—31. 2. Cul- Ch. 64—4,
3. Cul. Ch. 72—94, 4. Cul, Ch. 69—22—26-
5. Cul, Ch. 73—141.
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songs and their music (to the relics).! Decades later
in the reign of Parakramabahu II more abundant
testimony is found. The variety of dances and charac-
ters is the central “idea in he description that the
“festival was ravishing by reason of the many ex
quisite dances and songs of the dancers who on
splendic®® stages erected here and there performed
while assuming different characters, diverse dances
and sang various songs’.? 2

In the subsequent centuries singing and dancing
continued to play an all-important part in the religious
ceremonies. In the great festival for the Tooth Relic
and the Alms Bowl held By king Vijayabahu IV (1270-
1272 A. D.) dancing and singing to the accompaniment
of the fivefold music is thus described: “It was
filled with the songs of praise of the ba*ds who sang
festive songs, making thereto on thg five instruments
fine music whicl® gpread abroad and charmed the
hearers, aiso with the songs of the minstrels who
again and again let thefr praises resound. In devotion
there surrounded it the dancers and the actors who
performed dances and sang songs delightful to see
and hear”.? The devotionai aspect of the dancing
and singing is quite clear. There was undoubtedly
great solemnity in their execution.

A similar festival held by ®ing Parakramabahu IV
(1303-1333 A.D.) is “beautified by the reverberating
sound of the five rhusical instruments, far through the
dances and songs performed by the dancing girls
and the actors, preparing delight for the world” 4

In more recent years during the times of the
Kandyan kings, the Kavikara maduwwa and its depen-
dent  institutions, the Vahala ilamgama, the
nayitum ilamgama, and the piccamal ilamgama were
regular features of the Kings’ Court.> These provided
relaxation for the king with their songs, mostly in
praise of the king, and dancing. Often the king was

1. Cul. Ch. 74—215—17. 2. Cul. Ch. 85—43.
3. Cul. Che 89—33—36. 4. Cul. Ch. 90—74-76.
5. Dolapihilla P. — Some Aspects of Traditional Sinhalese

Culture: A Symposium — 1956, pp. 41-42.
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accompanied by the Queen and sometimes by his
chief ministers. Sometimes the kmg hlmself joined
in the dancing.

The honoured place ziven to dance and dancing
women, is manifest in these severak passages. We may
visualise too the essential elements of a theatre as an
institution in the court life of the Slnhalese monarchv
in the pointed references to ‘mandapas” and
“ splendid stages”. Altogether the data abundantly
testify to the regal life of splendour the kings lived
and their patronage of the arts of dance and music.

Recent studies by Deraniyagala! have made a signi-
ficant contribution to our kirfowledge of the dittle
known field of the personal life of the Sinhalese royalty
with particujar reference to dance and music, glimpses
of the techmque of the dance, with details of the
dancer’s costume, the make- -up and the jewellery:

“The Manika Mahagala also known ~as Alath?
Ammala, were women dancers who performed as
feudal service before the king or at the temple when
they would dance in the drumming or preaching hall
known as the Dig ge’

Tradition affirms that king Parakg‘amabahu I in the
twelfth century A.D. kept a team of 24 dancing girls
to dance and sing to him until he fell asleep after an
arduous day’s circuit or Uyan Keli by chariot or on an
elephant’s back. This team was subdivided into
Katana or groups of four or five each with its leader.
While one group danced, another sang and Kkept time
with the cymbal or talam potaval. The men drummed
upon the davul (drum) and if the performance was in
. the king’s chamber, they remalned outside, while those

1. P. Deraniyagala: Sinhala Ivory Carving: Spolia Zeylanica,
Vol. 27, part II, Page 308; note 1. Jana Sammatha Kaviya,
a book which contalns 3 dlg -ge songs was published about
six years ago, Note 2. Pieris,P. E_Sinhale and the Patriots,
p. 254 mentions the dancers of Maha Saman devala whirl-
ing in the Bahum Ranga.



SINHALA NAJUM : 25

in attendance within the chamber were the queen, the
Prime Minister or Maha Nilame, the treasurer or
gabada mohottala and two equaries or amathiyo.

The dancers would sing their petition to the guard
to be permitted to enter the palace and after this was
granteds they begged king’s permission to perform
and in doing so, ascértained whether his mood was
gay, tired or angry and danced to suit it and the
Samaya, i.e, whether he was after food, after
sport or about to sleep. The dancing ended when
the king fell asleep when a pair of virgins would fan
him. ” °



®

CHAPTER 1V

DIGGE NATUMA, THE SACRED DANCE OF
THE DEVALAYA

~IN the preceding chapter has been briefly ocuflined
the available data from the Mahavamsa, of the role of
the arts of "dance and music in the personal life of
royalty,, linked with the participation of these spec-
tacular arts in the sacred BuddhiSt ceremonials and
festivals. More could not possibly have been expected
of Mahanam4, the author of "Mahavamsa, a Buddhist
monk of the orthodox Mahavihara fraternity, under the
rigid code of conduct of Theravada Buddhism, a code
which governed the Zlife"of the monks, with its reper-
cussions on the laity of the Middle Ages. We are
indeed grateful te the Mahavamsa for the insight it
gives into the early stages of a most significant chapter
in the cultural life of the Sinhalese.

An elusive factor, is the interprétation of the art of
the early ages, in terms of modern dance terminology.
Nevertheless, we have something of the elements of
the framework, from which we may attempt a recons-
truction of the probable lines on which the art evolved.
Such terms as “ diverse mimic dances”, *“the know-
ledge of the moods ”, and “ feeling out the underlying
motif ”’, are pointers to the type and technfgue of the
dances of these dancing women, ‘“bands of female
musicians who were like unto the heavenly nymphs”.
In these suggestive references, it is more the per-
sonality of the dancer, than the art of the-dance that

26
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stands prominent. The phraseology of the references
to the dance is such that it rules out the art of the
Kandyan dance, as fve know jt today.

Apart from, and supplementary to, the descriptive
passages to dance®and music in the pages of Maha-
vamsa> we have a body of sources which aid us towards
-a definite understanding of the art of the dancing
women, the danseuse, who figures in the pages of
Sinhalese literature of the fourteenth and fifteenth
centuries, under the name of the Nalangana. On a
chronological approach to the studies, we may easily
visualize a progressive development of the dance from
‘the %early to the later ages, reaching the zenith of its
attainment during the specious times of the Kotie
dynasty of kings of the fifteenth century*

The sources which are basic to the study of the
dance, may be grbuped under five main heads; stone
sculptures®, wood carvings ; figures carved in low relief
on ivory combs ; metallic images recenfly revealed in
the course of explorations by the Archaeological
Department of Ceylon, and §inha1ese literature.

Among Stone Sculptures, is ‘the frieze of dancers
from Polonnaruwa Vishnu Devalaya, No. 2, now in the
collections of thé Colombo National Museum. (Text
Fig. 1). The figures are in sharp outline. The move-
ments are vigorous and vibrate with swinging and
swaying action. One of the figures has a long drum
slung from the shoulders, possibly the drummer
accompanying the dancers. He is also footing a
measure, along with the drumming. Right top, is a
striding dancer, hands in haste. This dancer has a
dwarf squatting figure on either side. From the
suggestive wings of these little beings, they seem to
symbolise the Kinnari minstrel of mythology.

The frieze from the Gadaladeniya temple in the
vicinity of Kandy, shows three dancing figures. Worn
and weathered as they are, the figures depict dancers
in different dance poses, which recall the art of the
Bharata Natya.
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More fully illustrative of the art, are dance sculp-
tures on the balustrades flanking the steps of the stair-
case (Plate 2) of Yapahuwa,! the capital of the
kingdom for a few years in the reign of Bhuvaneka-
bahu I (1271-1282). Early in his reign, he re elled a
Pandyan invasion, and for reasons of security shifted
his capital to Yapahuwa southward, with a natural
escarpment of rocky hill. At the base of the hill was
built a palace and on one side of the palace, the
Temple of the Tooth Relic, the Sacred Relic which
accompanied the Kings who shifted the capital from
time to time to suit the changing fortunes and gstate
traft. A high stair-case in a succession of three flights
of tiered steps, leads to these structures. The final
stage has a flight of thirty-five steps, on either side of
which is a balwestrade profusely _ornamented with
sculptured figures of dances. In the entrance hall on
either side is. a window (Plate 3), “ perforated into
forty five rings or circles, of rare and exquisite
carving...... In each circle is a sculptured figure and
scarcely two figures arge alike. The circle of the
lowest row contains” grotesque bacchanalian figures
which represent  jolly, laughing fellows and are
executed with great kumour. Above them are
nautch girls all slightly different in attitude. They
occur again and again in four circles near the centre
of the window and in a row near the top.” These
observations from the writings of John Bailey, C.C.S.,
1864, convey a realistic idea of the richness of the
Yapahuwa sculptures of dancing women.

1 “Yapahuwa is certainly the finest specimen of exquisite
work. In point of architectural beauty and ricbmess of de-
sign, it far excels all the anciént capitals of the Island”.
JR.AS. (CB.), Vol. XIII, No. 44 (1893-94); and Codring-
ton, H. W., A Short History of Ceylon, 1926, pp 78-80.

Thirty two miles North-East of Kurunegala, Yapahuwa, is
767.5 feet above sea level. The proper Sinhalese name is
considered to be Yasapauwe, the “grand mountain” S and H
being interchangeable, Yasapauwe became Yahapauwe,
mutated in course of time to, “Yapahuwa”.
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The figures on the balustrades are more conspicuous.
In their exposed condition, they appear weathered
and worn. An examirfation of the figures reveals the
bare upper half of the body, as generally in the wood
and ivory carvings bf dancers. The lower half is
obviously*draped, though at a glance, some of the
figures may give the impression of the nude, which
evidently, they are not. -

Noted for its impressive series of fine wood carvings,
is the Embekke Devalaya at Gampola in the vicinity
of Kandy. The wood carvings of dancing women (Text.
Fig. 4) are remarkable forsthe wealth and precision of
detail® well proportioned figure, expressive face, appro-
priate jewellery, attractive drapery, with its central
feature of graceful frills and folds and braided coiffure.
The costume in details as in ensemble, is pleasing from
the elaborate hair-de to the disposition®of the frills and
folds. Ove® her shoulders, the danseuse, sports a
shawl the ends of which spread fan wise om either side,
— may be a stylisation of the two ends of the shawl.
It is equally indicative of speed in movement. The
personality of the dancer presents a picture altogether
of gay abandon which we may well compare with a
Bharata Natya danger of the present day. The scarf
indeed makes a difference. = :

Almost of the same period as the Embekke Wouod
carvings are the catvings of dancing figures, on ivory
combs, an art distinctive of the Sinhalese art in
ivory.! The motifs are practically the same in both. If
a distinction may be pointed out, it is in the face, more
graceful and round in the ivory combs, than in the
wood carvings. The scarf is a common feature.

The dancing figure on the ivory combs is labelled,
“ dancing goddess ”’ in the picture post cards at the
Colombo National Museum. The shawl has a signifi-
cance of its own in relation to goddess Pattini whose
birth seven times in this world, sung in Ceylon legends,

1 P. DeraniYyagala: Sinhala Ivory Carvings, S. Z. Vol. 27, Part
II. Raghavan, M. D. : Souvenir of the Fourteenth South
Indian Natya Kala Conference; The Indian Institute of
Fine Arts, Madras; “Society and the dance in Ceylon”, 1961.
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includes her birth in the “shawl”. The shawl has
thus a ritual sacredness in the cult of the goddess
Pattini. The presumpfion is strong that the figure is
of a dancing goddess, eloquent of the dance in the
cult of the gods, and the dance i$S very much the same
as the dance of almost the same age in the Ttemples of
South India. 2

And now we come to the recent finds of two metallic
images discovered by the Ceylon Archaeological
Department, finds which open a new chapter in the
story of the dance in Ceylon. These are the three
bronzes of small size (Plate 5) discovered in excava-
tions of the stupa of Dedigama in Kegalla district.?
“In the four corners of the relic chamber were found
four bronZe lamps, evidently placed lit when the
chamber was closed, as was noticed from the soot and
pieces of burnt wicks which were found in their oil
containers,”—in the words of the Annual Report of the
Archaeological Survey of Ceylon, 1951, para 151. The
two images are strung in a chain interlinking one of
the lamps called the Elephant Lamp, from the
ornamental design of the lamp. The stupa of Dedigama
has been proposed by Codrington to be the Punkha-
gama of Culavamsa.?2 = “In the province (Dakkhina-
desa) of the Yuvaraja (Manabharana), the discerning
sovereign Parakramabahu I -(115341186) had numerous
works of various kinds constructed at a number of
places. On the site of the house where he was born in
Punkhagama, he erected the Sutighara-Cetiya, 120
cubitshigh. ”

The figures are definitely in dance poses typical of
Bharata Natya, particularly the more conspicuous of
them (Plate 5) in pose which reflects the c¢smic dance
of Siva as Nataraja. The costume has remarkable
affinity to the attire of a Bharata Natya dancer of the
present day.

1 Bell, H. C. P.— Report on the Kegalla District, p. 83.
2 Culavamsa (Ch. 79, 60-62); also C. J. Sc. Sect. G. Vol II,
-pp. 135—136.
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The second figure has an abbreviated and unusual
costume. The hands form a hollow with the fingers
bent, recalling the haste generally employed to denote
a blossoming lotus in Bharata Watyam or Kathakali.

These three miniature bronzes go a long way to a
reaiistic ainderstanding of the dance art of medie-
val Lanka. The discoVery holds out hopes of more
finds of metallic images of this class, coming to light
in later years. Incidentally, these have an additional
interest in the story of the growth of the art of
bronze casting in Ceylon.

- Sinhalese literature besrs abundant testimony to
the dance as an institution vital to the social and
religious life of the land. Favoured and patronised by

royalty, it was a source of delight to all levels of
society. It is particularly from the Sjnhalese poetical
compositions sucl .as the Kav-silumina, Guttila
Kavyaya and the Sandesa Kavyas that this data are -to
be gathered. ; >

Kav-silumina, a thirteenth century composition
by the royal poet Parakramabahu II of Dambadeniya
is particularly interesting for ~the life it reveals
of the royalty of the middle ages. One of the cantos
pictures a bacchanalia in the King’s Court in the royal
presence. Though such scenes are a necessary ingre-
dient for the Mahakavya,most critics! are agreed that
this particular drinking festival bears the stamp of a
genuine description from the personal knowledge of
the writer. However vivid and lively this description
may be, for the present study it is of little avail, being
mostly confined to the costumes and jewellery and the
glamorous beauty and alluring charm of the dancers,
while vewy little attention is paid to the technical
aspect of their art. :

Scanty though this data may be, an important factor
as regards their dance tradition is to be deduced in

1 Wickramasinghe, Martin—Sinhalese Literature, and M. B.
Ariyapala—Society in Mediaeval Ceylon.
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that it closely followed the Indian as expounded in
Bharata Natya Sastra. Thus in v. ¢®@ ne&cEum 307
©w@0eom 0® oo —the reference to gramaraga and laya is
significant as they are essential ingredients in the

Indian tradition. In v. 308 @8« o¢¥ exim & O

—refers without a doubt to anthaliraga which is sub-

divided into two sub sectiors, bhasa and vibhasa.

Again the reference in v. 601— el cn sed oYt}

- o o B8 0Zasw, to 49 Sthana or Registers

and 21 murchanas, finds support in the Bharata

Natya Sastra.

The perfect synchronisation of the movement of

hands and feet termed Karana in Bharata -Natya

~ Sastra is also referred to in v. 308 — w801eq
em801e wu®d 8G O HO............

Guttila Kavya, one of the finest poetic gems in the
diadem of Sinhalese poetry, by the poet Vetteve, is
yet another of the poetical compositions that contribute
to our knowledge of the role of dancing in Sinhalese
social life of the age. Some of the most famous verses
of the Guttila are those describing the dance of the
celestial maidens who had come down to earth charmed
by Guttila’s music. “‘The rhythmic pattern of the
verses, falling as they do into the pattern of a well-
known dance step, marvellously “suggests the slow
movement of what is very likely a variety of Bharata
Natya”.! - To illustrate this it would suffice to quote
the following stanza:—

“g;, d o el eced g oCE 3&TgEw 88
G 23 6o OF D5 eRed 0dm Dy BB TN
DO Bed 60 ecos e AC AR emynB53 e
90 omoed =Dwd® de Douo cgsI ¢t 0V o’

L
Their arms, bright as the lightning’s glow,
move like myriad pictures painted;
Their feet, like gold and mercury mixed,
with the strains of the veena harmonise;

1 Wickramasinghe, Martin—Sinhalese Literature—p. 174.
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Their side-long glances like Ananga’s flowery darts
Towards the onlookers cast;

Oh; the dances thesg celestial maidens performed,
How can I describe?” *

These lines and th® four stanzas that follow are un-
surpassed®*for their beayty in the poetry of the period.
The poet by subtle variations of his rhythmic pattern,
by the clever use of his imagery, and by his lilting
metre, has been able to paint an exquisite picture of a
highly developed art. They reveal details of technique,
the style of movement in harmony with the musical
melodies, and such migut®e points, as the make up,
costurhe, jewellery, and all that is implied in the term
aharaya abhinaya of Bharata Natya Sastra.

The material available from the abcve literary
sources is altogether too scanty to obtgin a comprehen-
sive picture of the art of dancing ‘of their relative
periods. Wes are more fortunate, when we turn to the
Sandesa Kavyas which *open to us a wvista of the
glorious cultural heritage of the Kotte period. Hence
we now proceed to an examination of these works in
considerable detail. i

The poets of the fourteenth and fifteenth centuries
found in the Sandgsa Kavyas, a congenial forum for
presentation of the dances of®the age. They were,
perhaps, following a literary convention in describing
such dance performiances either in a King’s Court as
in Tisara, Kokila and Gira Sandesas, or in a Devalaya
in Mayura, Hansa, Parevi, Selalihini and Savul
Sandesas. It is fortunate that the chronicle of the
dance has been handed down to us in this manner. In
the language of imaginative poetry, the Sandesa Kavyas
project a pjcture of a moving pageantry of dances with
all the artistry and glamorous imagery that charac-
terized the art.

In chronological order, the Mayura and Tisara
Sandesas of the fourteenth century appear to have
been the first of this series of poems, followed by
Parevi and Selalihini of Sri Rahula ; Gira, Hansa and~
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Kokila of the fifteenth century. In the next century
appeared Alagiyavanna’s Savul Sandesa. In all these
poems the bird that gives the name to the poem, is
the envoy who bears tle message given by the author
to either a deity or a king. The recitals follow a con-
ventionalized pattern and the bird gains a view of the
dance performed either at a devalaya or in ihe King’s
Court.

Whether it be the'devalaya or the King’s Court, there
appears to be a place apart where the dances are per-
formed: the Rcmga Mandala in the Mayura Sandesa (v.
121 & 122), “strewn with full-blown flowers”; in the
Tlsara Sandesa it is callefi the Rangabima (v, 165),

coloured bright blue and strewn with ‘malati
flowers.”  The same term is used in the Hansa
Sandesa (¥. 112). The slightly different term used
in Savul Sandesa — Ranga vahasale (v. 89) is truly
significant ; it is a special building in the temple and
perhaps comes nearest to the Digge of later years. In
the King’s Court, the dance arena, the Ranga Mandala
— Kokila (v. 272) appears to be a part of the King’s
Assembly Hall and perhaps is the forerunner of the
Kavikara Maduwa of tfe Kandyan era.

The dance in the temples is essentially devotional.
Though to our* soplustlcated mind the dance may
appear to be “voluptudus” as Martin Wickramasinghe!
refers to the dance before God Upulvan in Mayura
Sandesa, the intense devotional character of the dance
as a hornage to the God, is evident in the term ©®
8¢ (dance-offering), Savul Sandesa (v. 90). It
is actually a part of a ceremonial ritual before the
commencement of which, the customary invocations
are made — as for instance in Savul Sandesa (v. 173).

o205y m»E 88 5 0L8ny ¢ [2)

EB88sF @ 98 geam 2B B 2 ®

“Taking thick golden and silver plates in their

hands

The young maidens, when they had ﬁmshed their
customary invocations”.

1. Wickramasinghe, Martin : Sinhalese Literature — p. 144.
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The most important feature of these performances is
their consonance with Bharata Natya Sastra. Most of
the Sandesa poets assert this*in no uncertain terms.
Thus the author of the Hansa Sandesa says — v. 110 —

Ben @, c®w 8 86 @ed® 69 c®
8w 06d) @@ e’ exn ceuGd c®
A6 w6 CHO® WG e c®
Bl exnemd Oce @de o c®

Playing the pure maddala rhythm
True to the art of Bhirata Sastra
Rouse the hearts of all present -
Who liken them to the art of the heavenly musi-
cians.
Familiarity with Bharata Natya Sastra is also seen in
the Tisara Sandesa i v. 164.

“ Bewma A B eces W &
“In accordance with the teachings of Bharata

sage...... A )

It is however only when we turn to the Kokila and
Savul Sandesas that we begin to realize the actual
implications of Bharata Natyd Sastra. = The dancer’s
knowledge had to_be deep and comprehensive; the
exponent had to work hard to achieve this end. Thus

the author of Kokila Sandesa in v. 284 says —

cPemw BwEg €N dde, ASH eZNED), (5]
B o8 & dod® wed® ¢ d» é
¢ C & 50 BEX OV L 6xn & é

Learr;'mg all Bharata’s doctrines unmistaken,
Songs, dances and music;
The dancers perform unslackened, with no laxity.

A detailed analysis of these descriptions leaves us -
in no doubt that these dances follow the traditional
art of Bharata Natya of South India. There is abundant
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data in these poems to handpick the four main con-
stituents of Abhmaya — Angika, expressive of move-
ments of the limbs; VWacike, vocal music; Aharaya
denoting costume, toilet and coiffure, the ]ewellery and
stage equipments; and Sattvika, the complex emotional
manifestation too subtle for yvords all cofitributing
towards rousing in an appreciative audience, aesthetic
and emotional resporise summed up in the word. ‘Rasa’.
To understand how far the technique of the art sung
in the Sandesa kavyas conforms to the general charac-
teristics of Bharata Natya style, calls for detailed
comparative study. Space *forbids this. The essence
of the Bharata Natya technique is thus summed up in
the Abhinaya Darpana:—

The Song proceeds from the mouth

The meaning is conveyed by the hands,

Eyes express the bhava (emotion), and

Feet move to the rhythm.

The perfect synchronisation” of the movements of the
eyes, eyebrows, hands and limbs, harmonising with the
music played and the songs sung, has been elaborated
in these words of Kay AZmbrose! : “What is said tradi-
tionally by our ancestors must be kept in view. Having
made the invocation.................. tke dancing may be-
gin. The song should“be sustained in the throat; the
mood (bhava) must be shown by the glances; time
(tala) is marked by the feet. For, “wherever the hand
moves, there the glances follow; where the glances go,
the mind follows; where the mind goes, there is the
flavour (rasa)’...... This is the hard core of Bharata
Natya Sastra.. Rasa in the audience is the fruition of
an ecstatic performance of Bharata Natya, and the test
of a competent exponent of the art. The Sandesa poet
was well aware of this, as is evident from tHe vivid de-
lineation by the poet of Hansa Sandesa, of the dancers
at the Vibhishana Devalaya :

o8 o D& 8¢ ¢ 2O S &8

&

5 B ‘génbrose, Kay: Classical Dances and Costumes of India,
p.
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“Delighting the audience by their expressive
abhinaya.”

In the terminology of the Bharata Natya, rasa signi-
fies emotion — analysed into fline classes — the nava
rasa — Sringara, the erotic; Karuna, the pathetic;
Hasya, the comic; Roudra, the furious; Veera, the
heroic; Bhayanaka, the® fearful; Bhibhatsa, the revolt-
ing; Adbhuta, the marvellous and Shanta, the devo-
tional:. The dramatic representation of the emotions,
by the expression of the eyes and every lineament of
the face, and movements of the limbs and hands, is
the elaborate system of gbhinaya perfected by the
Bharata Natya. -

That this has been abundantly realised in the dances
sung in the Sandesa Kavyas, is clear from he several
passages graphically portraying the harmony of move-
ments of the eye-hrow, the eyes, the® arms and feet.
éAn ;pt illusgration is' this verse (v. 175) from Parevi

andesa. .

§ ¢ Bsl Nn® @Ol g 58S evc ©8 )
@ 0’85 InBEewst &0 pEews’ O 0t )
00853 g BnES ¢» D@D o et )

deo@xsl me wnihs! eme eonsy ¢ e B

Behold with joy the beautiful maidens, the dances
*  perform
Moving their heads, eye-brows, long eyes and necks
Their hands and fingers, their breasts and the
centre region
Their shoulders, broad hips, legs and feet.

According to the Bharata Natya Sastra traditions
there are “nine basic movements of the head, eight
glances of the eye, six movements of the eye-brows,
four of the neck and at least four thousand single and
combined gestures of the lands, specific postures of the
body, the legs”* The Sandesa poet accordingly port-
rays the enticing movements of the eye and the arms
and in words of equal charm and grace. Thus in
Selalihini Sandesa, v. 76.

1 Ambrose, Kay, Classical Dances & Costumes of India-p. 12
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3
“eaem BB ¢ BE'e HEe & &

“Who shoot side-long glances at their arms as they
& rise and fall;”
or as in Parevi Sandesa — v. 181

G ey emEgdd e 9. B SE
“Glancing from the corner of the eye at the arm
: that moves;”
and in Kokila Sandesa,—v. 274
“emedn o, OB NG Ohe
“Shooting side-long glances at the arms that
move”’. -
The most significant in this respect is the direct
reference in Mayura Sandesa—v. 128 to abhinaya

“onY eac am grd gy §an) & ey
“With hands like red tender ieaves they gesture”.

Absolute perfection in the harmony of the movements
of the eye, the arms, and feet to the rhythm of the
maddala drum expounded by sage Bharata is seen in
the dance at the Saman Devalaya described by poet
Alagiyavanna in Savul Sandesa—v. 175 —

“B 6 B memB cep @84 B Teres
GCEDD) WOLN 6cBecd BOem 88 ez
s ® 5 one &fec owd dtemm
E g B BED SoecH &2 »E 6CH
“Following Bharata Sastra’s sage of old
Harmonising eyes, hands and feet
To the tune of the maddala drums
Beauteous maidens like goddesses perform.

One of the important technical ingredients for a
physical mastery of Bharata Natya is an irreproachable
instinet for time and rhythm. Time in Bharata Natya
sastra is termed tala and the classical texts speak of
108 talas. That the Sandesa poets were fully aware of
the classical divisions of tala, is seen fromsthe refer-
ences made to them at various times. Thus in Savul
Sandesa, v. 176— :

R0, )
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“ gemm) BB cGnd BE mnE 6B @

“Learning in the ®proper rganner the various divi-
sions of tala”.
Likewise the poet *in Parevi Sandesa, v. 182 refers
to the talw divisions by, quoting the first of these—

“Oof o 83 @ ¢ DE eVe =y
any o Fuhd #n DB BnE ="
‘“Versed in the range of rhythms “Chatch chatch
putaJ}
To the music of the veena and sweet seven-fold
notes”.

Present day classical Sinhalese music gs found in
the Kandyan province speaks of only 60 talas‘and of
these the above mentioned tala is the $rst.

Raga loosely translated ‘melody’ is another important
technical element in Bharata Natya. Sputh Indian
literature on music refers to an innumerable array of
ragas and their sub divisions. The author of Hansa
Sandesa in v. 107 refers to 36 yagas —

“ Dom cOm 6B sdud &H 8 20
“Expounding thirty six distinct ragas”.
The dancer to be perfect in the art had also to be a
vocalist of equal perfection. She sang while she
danced. The idea is most exquisitely expressed in a

melodious couplet that echoes the idea fully, in Mayura
Sandesa v. 127:—

“D 5y ©8eeR v mh G SO ey
adT 2 SosymHn’ eem s wéx ot ”

“The aancers, beautesus as maidens divine, sing
As they place their feet to the tune of the musi-
cians’.
and in the .Kokila Sandesa, v. 272 —

“ B8 ©AVe Soeed Bwds & Fa &”

1 Sedaraman, J. E. : Nrutya Chintamani—1947—mp. 43.
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“Entering the assembly, perform, singing sweet
songs.” % -

Occasionally the damcer provides her own music
either with cymbals or the drum, The following lines
from Parevi Sandesa, v. 182—recall to mind the facile
movements of the dancers in the sculptured frieze in
the Dalada Maligawa at Yapahuwa:—

“Cu ezn dde, zadm D NEB
BDEHB O S ecm AW ZNEn

“Beating the cymbals 4n unerring melody
No mistake the Sages of music could find; °
See the maidens dance in perfect accord”.

The tem;)o of each dance is well illustrated in these
Sandesas. It cbuld change from-the vigorous move-
ments, in Parevi Sandesa, v. 178 :

“ @B ¢BF BB arf wo O A9 ey ”

“Spinning like a wheel through the force imparted
by their bodies”, *
or in Kokila Sandesa, v.279.

"

“E2Ed é@éj B e e
“Embracing the damsel dancing vigorously.”

to the slow dignified movement of a peacock as in
Parevi Sandesa, v.171 —

“B g 8cBsY ®ccn 0@ 23
woY oeudeng i B SdsY & 53"

“Like the peacocks that move into the deep shade
In slow dignified step beautiful to behdld”.

Alagiyawanna also mentions certain specific dances
in the Savul Sandesa. One of these is the dance
“Bahuri ranga” performed by a single dancer, v. 177.
It is the vigorous dance, the whirl and she swirls
round so fast that her skirt spreads out like a white
umbrella of which her body forms the axis. .
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O ®O0 N8 S gomm A8 B (6]
FLweds gdo &8 1) 88 =d e» G
As one damsel commencihg the ‘Bahuri’ dance
" swirled round :
The white skirt she wore spread out from her

n body: 257
Other specific dances are mentiened in v. 180;
8 =8 g 8 go «18 6 w8 &
e® 889D do,® cunfad wdéd oG <
Like celestial maidens, they display such dances
% exquisite

As Bu saril, Ahas sari!, Aga sari!, and lo saril.
Among the most significant of these, issthe “nude
dance” referred to in v. 179 —

-

“pecemnd BDBH HOEH.6CHB 86 57 ¢®
@, Tt Tam oy &3 wb 5¥e®
Bgemd m5 &ES eme b O T sfe®
G 98 O exx® BeAB mPLS S s¥c@ "

These dancing maidens wha,in exquisite beauty the
Apsaras outdid,
Sounding the jingles in the golden girdles their
% sbroad hips adorned
Casting off their clothes their beauteous forms
. displayed; }
How could the virtue of the hermits survive such
a sight!

The nude dance before the Gods was really an ancient
custom and certainly not peculiar to this country. The
custom appears to have survived in a modified form
up to recent times. There are eye-witnesses of the
Digge natuma at the Maha_Saman devalaya in Ratna-
pura who tell us of female dancers with the upper part
of the body bare, except for jewellery and garlands.

The Sandesa Kavyas hold up to our mind’s eye, a
fascinating picture of the art of dancing that dominated
" Ceylon at the time, the art that is revealed to be none

1 Names of different forms of dances.
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other than Bharata Natya, “the resplendent gem adorn-
ing the crown of Indian culture”, the art elaborated in
the pages of Bharata Natya Sastra, the art that reached
the height of artistic excellence at the hands of the
Dévadasis of South India, and” their counterpart in
Ceylon, the Nalangana of the, fourteenth ard fifteenth
centuries. No poet has sung of the art of the ages of
Dutthagamini, Gajabahu or Parakramabahu. In expres-
sions, “mimic dances and concerts”, and “feeling out
the underlying motive as one skilled in the knowledge
of the moods”, freely used in the Mahavamsa, we may
well discern the early days,of an art which evolved
and blossomed into its full splendour in the ddnces of
the fourteenth and fifteenth centuries. We may also
fairly assume that women dedicated to singing and
dancing were g factor in the social and devotional life
of the land. From the Sandesa Kavyas, and figures of
dancers sculptured in stone, we may <onclude that
group dances largely prevailed in these ages in Ceylon.
perhaps more so than is evident today in South India.

In the inspired lines of the Sandesa Kavyas, the art
and the artist, come t6 life, as in the days of the Kotte
dynasty. These Kavyas are an index to the culture
of the age, an era_of all-rourd advancement and
harmonious social and cultural relations between
Lanka and Dakshina Bharata, a positive reflection
which is the art of Bharata Natya, common to both
the lands.

Of the technique of the art sung in the Sandesa
Kavyas, we may rightly affirm that the general charac-
teristics of a dancing girl highlighted in Indian works
on .Natya, the body beautiful, expressive face, gentle
smile, speaking glances, lotus-like eyes, emotional ex-
pression, gem-set jewellery and the tranfuil mind —
are all attributes that ring a true echo in the port-
raiture of the art of the Nalangana sung in the Sinhala
Sandesa Kavyas. The vivacity and the sparkling gaiety
of the Nalangana is evident in these Kav§as, a picture
as true of the Ceylon dancer as of the Devadasi, the
erstwhile dancing girl of the South Indian temples.
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Expounded by the Sinhalese poet in chosen phraseology,
the art of Bharata Natya has been as much a creative
art in Ceylon as in South India. It has also been an art
essentially of spiritual values -* an art which found
an honoured place even in the celebration of sacred
Buddhist festivals of the early days of Sinhalese
monarchs as the Mahavemsa informs us, despite the
taboo on spectacular arts enjoined_by the rigid code
of conduct of orthodox doctrines of Theravada Bud-
dhism. This divine inspiration — the spiritual
Sadhana witnessed its ultimate realisation in the cere-
monial worship of the Gods of the Sinhalese divinity,
who in,their exterior manifestation as in their tradi-
tional background, correspond to the High Gods of the
Hindu pantheon. Primarily designed for the joy of
‘the Gods, in the words of Bharata’s Natya Sastra,
dance and music canalized the life of man towards the
life divine. Interlinked with religious and temple
rituals, music and the dance have been in India, arts
basically spiritual, the outward expression of the inner
spiritual urge. In Ceylon likewise, music and dance
found early participation in sagred Buddhist ceremo-
nials and festivals as in the ceremonial worship of
the Gods. The process is one that began “deep down
in the primitive soul” and steadilly advanced with the
march of mankind. The Devadasi — the dedicated
danseuse of the South Indian temples of a past age,
finds her parallel in Ceylon in the Sinhalese Nalangara
who danced the digge matuma the “long hall” dance
of the devalayas, the shrines of the high divinities.
Detailed studies of dance figures sculptured in
stone and carved in wood and ivory, will no doubt
reveal much more than what we are aware today of
the technique of the art in relation to Bharata Natya.
A foretaste of the fruitfulne$s of an intensive study of
the field may be gathered from these observations of
Saratchandra: “In the stone friezes at Yapahuwa
and Gadaladeniya and the wood carvings at Embekke
Devalaya, women are represented in traditional Bharata
Natya poses. The dancing figures at Yapahuwa are
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similar to the figures on the walls of the Hindu temple
at Chidambaram, and among the dance poses one can
recognise the Siva Nataraja pose, Catura, Karihasta,
Gandasuci and Nikuncita. Besides this a large number
of female figures are represented both in the sculp-
tures as well as in the paintings of various periods, in
Bharata Natya poses.” ! -

The poetical descriptions and sculptures reveal the
fundamental oneness of the art of Bharata Natya in
Ceylon and South India of the time. These studies
lead us to conclude that the art spread over from
South India to Ceylon with its specific development
and expression in the devotienal dances of the sacred
shrines which endure to this day. :
 If there is a gap in our knowledge of the arts, it
is in the wacika part of the art, the vocal musical
accompanimen¢. Of the character of the songs that
accompanied the dance of the fourteenth and fifteenth
centuries, we have no evidence. It is'a reasonable
presumption that the original dancers who introduced
Bharata Natya into Ceylon, brought with them the
Carnatic music which-is so much an inseparable part
of Bharata Natya in South India.

“On the subject of the development of the indigenous
music in Ceylon, Sarathchandra? has given us some
interesting observations. These are of interest in the
present context of the dance-in Ceylon and are
extracted below for the information they embody on
the little known subject of the early days of Sinhalese
music:  “There is reason to believe, at least with
regard to music and dancing, that when these arts
came into contact with more developed forms from
South India, and also began to receive the patronage
of the religion and of the educated, they developed
considerably, although in some cases, sporadically.
The beginnings of an indigenous tradition in music
took place, as far as the evidence available shows, only

1 Saratchandra, E. R. The Sinhalese Folk Play and the Modern
Stage, p. 16. :
2 —Do— —Do— pp. 11 — 13.
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during the time of the Kandyan kings. The folk
musie, such as carters’ songs, fishermen’s songs, boat-
men's songs and other songs associated with village
toil and sport, are elémentarys chants not comprising a
range of more than, four or five notes, and simple in
their rhythmic arrangement. In this body of folk
music would be included the equally simple tunes to
which poetry is chanted. The vannams, on the other
hand, do not seem to have existed very much earlier
than the time of the Kandyan kings, and judging from
their language, their rhythms, and the style in which
they are sung, one might easily surmise that they
spragg up as a result of Some strong Tamil influence
during that period. The vannams although melodically.
still undeveloped, have fairly complicated and
systematised rhythmic patterns. Their mode of
measuring time by the stressed accent (tit) and not
by the ordinary matra or beat, also links them with
varieties of Tamil folk music and dance. At the same
time, vannams display "a sort of contimuity with the
earlier folk music and the poetical chant. What seems
to have happened therefore, is that the Sinhalese folk
music came in contact durfmg Kandyan times, and
perhaps earlier, with the music of South India, and,
deriving inspiratien from it, developed on its own
lines.

The growth of janother body of Sinhalese music,
which received the general appellation of viraha, a
term applied in the Kandyan period to a poetic genre
dealing with love and separation, may be traced to a
similar contact with Tamil music. This music seems to
have grown out of themes which sing of the longings
of separated lovers. On their model, other love songs
were composed, based on legends popular among the
people. here are a large number of songs, for
.example, having the Kusa and Pabavati theme.

The same kind of melody was also employed for the
composition of Buddha stotras, hymns in praise of the
Buddha, and songs describing incidents in the life of
the Buddha. A large number of Jatakas, too, have

87-C
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been put into song, and these are called varnanas.
There are, included in this same body of music, hymns
to Hindu Gods like Skanda Kumara or Kataragama
Deviyo, and generally known as Bhajanam. These
religious songs are written in a _highly Sanskritized
language with a large mixture of Tamil words.

Viraha music, as this body -of songs is generally
termed, is strikingly different from the earlier
Sinhalese folk music.~ It arose, no doubt, as a result of
the contact with the Tamil music that came through
the medium of the Nadagams. The songs have a large
melodic range, and a considerably developed structure.
Their language is rough and rugged and bears thzs un-
‘mistakable stamp of the folk composer, and the folk
singer has introduced into them the natural linguistic
and phonetic changes that would result from their
being sung by those untrained in the learned tradition.

The contact with Tamil culture as well as patronage,
religious and-~secular, brought® about some interesting
developments in Sinhalese music besides those we have
mentioned above. For the first time we find, in the
Kandy period, the beginhings of a Buddhist religious
music, attached to the ritual of the Sacred Tooth. The
Dalada Sinduva .sung by Kandyan musicians to the
accompaniment of cymbals (Kaitalan), as they sit by
the Sacred Tooth during its exposition, is perhaps the
earliest example of a tuneful melody sung in praise
of the Buddha. It is the same religious impulse seek-
ing to find expression in music that produced the later
Buddha stotras and songs like Mara Yuddhaya,
mentioned above although they were inspired by a
different tradition. ”

Before I finish this account of a fascinafing phase
of the cultural life of Ceylon, let me refer to another
of the contemporary data of the sacred dances. These
are the chronicles handed down to us by travellers
and historians, based on their personal impressions.
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The most picturesque of these is the narrative of
the Arab historian and pilgrim, Ibn Batuta! of the
fourteenth century. “ From this place we proceeded
and in two days arrived at the city of Dinaur, which
is large and inhabited by merchants. In this is an
idol, known by thé same name, placed in a large
temple; ®and in which there are about a thousand
Brahmans and Jogees and five hundred young women,
daughters of the nobility of India;! who sing and dance
all night before the image. The officers of the city
revenue attend upon the image. The idol is of gold
and as large as a man. In the place of eyes, it has
two large rubies which, es I was told, shone in the
nigh? time like two lighted candles. ”

Dinaur is the Devi Nuwara, the City of Gods of
‘Medieval Ceylon, Dondra until very recently. The
temple is well known as the shrine sacred to Upuivan,
the Lily-coloured God, of the colour of the blue lotus,
the Nilotpala, the temple popularly known as the
Maha Vishnu devale. *Despoiled and sacked by the
Portuguese in the sixteenth century on the site of the
ancient small shrine, has been raised in recent years
the magnificent building eonspicuous today. The
sacred dance has long ceased to be an institution of this
temple. . &

One of the ancient devalayas where the sacred dances
have been a long established institution is the Saman
Devale of Ratnapura. I had the privilege with the
kind courtesy of the authorities of the devale, to
examine the registers of the land holdings granted to
the families of dancing girls for the regular main-
tenance of dances on the night of temple festivals
and the annual perahera celebrations. These registers
give the® names of the families of dancers with
the extent of land given to each family. For

1 Evidently the beauty and personal appearance of the
dancing girls, would have been so striking as to leave in the
mind of the Arab Traveller, the impression of aristocratic
descent, Lee: Rev, Samuel; The Travels of Ibn Batuta, p. 191,
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informative data of the sacred dances at Ratnapura and
Alutnuwara, we are indebted to Sir Paul Pieris:?
“There were twenty dancers; they dress in white
clothes with a Mantha Hatta (]aﬂket) the frill behind
falling eight inches beldw the nape of the neck, and
short sleeves. They receive instructions from their
leader, known as Manikka Mahage. They -have to
dance in the night when the last Kumbal Perahera
takes place. Then en the day previous to the last
Dewale Perahera and again two days previous to the
Water Cutting Ceremony, then in the night of the
day of return from the Water Cutting ceremony.

At the Alutnuwara Kataragama Dewale, at present
8 women perform services. After the perahela returns

“to the Dewale, women dance in the Diggeé (Hall) in
front of Wedahitina Maligawa. This service is only
done during the annual Mahaperahera and five days
during -the Avufudu Karthiga ancé five days during
the Ilmaha Karthiga:”

The Sacred dance of the devalayas of the Gods, in
the form it prevailed in the fifteenth century, is no
more. Nevertheless, vestiges may here and there still
be traced. At the All Ceylon Rural Development Dance
Recital held on the 13th March, 1952, at the open air

‘ theatre at the Victoria Park, Colombo, on the occa-

sion of the Colombo Exhibition, one of the fifteen
items in the programme was a performance of Digge
Natuma, by the descendants of the€ family of dancers
attached to the Horaguna Devale, Badulla. The dance
was entitled, “a presentation of the ancestral dance
performed at the festival of the devalaya in invocation
of God Kataragama.” The performance had little of
the devotional spirit of the dance of the Middle Ages.
The decadence was evident in the art as in the artistes.
Nevertheless as a survival of the art of tlke Middle
ages, the staging of the dance by dancing girls in direct
line of the ancestral family of dancers was an event
of intense cultural interest.

q: Pie;‘é% Sir Paul: Sinhale and the Patriots, 1815—1818, (1950)..
p. S
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AHARYABHINAYA

The sacred dance in the medieval ages of Ceylon,
is so much inter-related to the dance on the main-
landeof India, that in-fundamentals it strikes a close
parallel to Bharata Natya, the main school of Indiane
dance standardised by sage Bharata Muni in his Natya
Sastra. This perhaps is part of the explanation that,
despite vast stridgs of the dance in«Ceylon presented
in a variety of sources, no code existed in Ceylon of
the technique of the $inhala dance until in recent
times towards a standardised code of the art of the
Kandyan dance.

An analytical study of the footprinis of the dance

-in Ceylon of the Middle Ages reveals the main
elements of the abhinaya harmoniously blended,
angika, body movements angd foot-work; vacika, the
musical accompaniment; aharaya, expressive of the
complex of sevewal constituents—the costume, the
coiffure, the jewellery and ornaments, the make-
up and the stage fitting; and the sativika, expressive
of subtle emotions, all contributing to the aesthetic
appreciation in the audience, summed up in the word
rasa. Some of these we have alluded to already. Here
we shall present in some detail the fundamental
factors of aharyabhinaya, a term which corresponds
in its general significance to the Sinhalese term
aiththum.

To take the last of the several factors of ahary-
abhinaya first; the Stage-Setting: Data relating to a
structural stage or the stage equipment, are so scanty

49
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that the few glimpses that we have come as refreshing
rays of light illuminating an aspect otherwise obscure.
Sandesa Kavyas magnificently highlighting - the
graceful dances and gencrous in the portrayal of the
glamorous dancing girls are scarcely informative
regarding the stage fittings. One of the sidelights is
this line from Tisara Sandesa, .v.165. &
mexn ©Hed e WG B &

988w OC @& oo 3O ©B

“Offerings to the fair God Gana of unfaded

Malati flowers carpeting the dance-hall blue

- in tint.”
There is also the referencé te “the dance areng’, in
the line in Selalihini Sandesa, v.73.
A 89 bom S dacL 2F ?
“Stand and gaze at the dancing girls in the
, dance-arsna.” 7 ,

From historical sources, we have a few significant
passages. One of the more specific is the reference to
Makuta Mutta Sala, in the line: “Even where the
dancing women who had come hither laid off their
head ornaments, there was a hall built—called Makuta
Mutta Sala.” (Mah. 32: 73.)

Here in a single passage we are told of the head
ornaments of the dancerg—the Mckuta and of the hall
built to keep the head gear.

Another structural term, is Mandapa, freely ex-

ressed in the line “Round about® the Mandapa, the

ing Parakrama Bahu I (1153-1186), placed splendidly
attired dancing girls in many hundreds of other costly
mandapas” (Mah. 74: 215-217). Barring these refer-
ences, there seems nothing from which to gather
knowledge of anything of a structural theatre.
- Of sculptural sources among the more outstanding
is the frieze of dancers at the Vishnu Devalé No. 2 of
Polonnaruwa. (Plate 1). Here are four
: dancers in varying costumes and poses with a dwarf
- attendant on either side of the principal dancer. From
the semblance of wings on the dwarf figures, these
- seem to represent the Kinnaris, musicians of Hindu
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and Sinhalese mythology. Dominating the scene is
the main dancer in vigorous swaying strides, the skirt
flowering wide in harmony with the body movements.

Of obvious 1nterest are the wood carvings of Embekke
Devale (Plate . .) and the ivory combs bearing
engravings of the Dancing Goddess. The costume
in these are of "a pattern different from
the costume of the dancer in Polonnaruwa Vishnu
Devale. The pose and poise of the dancer in both
the Embekke figure and on the ivory combs bear an
affinity evident too in the costume. The skirt is wide
and expansive, harmonjsing with the dance pose with
spread-out knees, one "hand in hasta and the other
resting on the knee. The form of the skirt is generally”
the same, though the costume of the Daneing Goddess
in the ivory combs is more elaborate and ornate than
the costume of the dancer in the® Embekke wood
carvings. Worn in front in both the figures, and sus-
pended from the waist, are linear ornamental folds ‘in
tiers. If a distinction may here be pointed out, the
frontal decorative feature is in two tiers in the
Embekke carvings and in three in the costume of
the Dancing Goddess. Pleated folds on either side
artistically done up, one long reaching down to the
ankles and the other reachirg the knees, add grace
and poise to the charmmg ensemble of the Dancing
Goddess.

An accessory of distinction to the costume in both
is the shawl, the salupota. Passing under the arm-
pits, the two ends of the shawl fly on either side,
pleated and fan-shaped. This is obviously a symbol of
the goddess. The shawl is sacred to Goddess Pattini,
and the dancing figure either at Embekke or the one
engravede on ivory art may well be the dancing
Pattini, the only Goddess of Ceylon. The swirling
scarf is also conspicuous in the cosmic dance of
Nataraja.

Yet angther frieze of dancers is the group of sculp-
tures on the balustrades on either side of the stair-
case of the palace at Yapahuwa, the capital of King
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Buwaneka Bahu I (1271—1282). Though nothing
precise can be assessed of the character of the costume
of the Yapahuwa dancers, much weathered as they are
in their exposed condition, nevertheless from what we
see it is definitely Bharata Natya.

The last in the series of sculptures is the Trieze of
dancers at Gadaladeniya Devale in the vicinity of
Kandy, a temple which in common with the Lanka-
tilaka temple nearby, may be assigned on grounds of
architecture to the Vijayanagar period (1350-1600
A.D.). In pose as in costume, the Gadaladeniya art is
distinctly the Bharata Natya. 2

The last to claim our attention are the two bronze
figurines discovered at Dedigama (Plate 5
Figs. 1 & 2) which we have noticed already elsewhere.
In its general bearing as in pose and costume, these
figurines bear a striking similarity to Bharata Natya,
particularly marked in the pleated and fan-shaped
frontal adornment of the costume.

In matters of details such as the material of the
dancers’ costume, we get glimpses from the Sandesa
Kavyas. Soft white silk seems to have been generally
favoured, as we may presume from references in
Kokila Sandesa:—v. 272.

g8®x) g 80®8O.........
Wearing white silk robes.........
and in Savul Sandesa:—v. 174.
8830 s ME.........
Wearing soft transparent silk.........

The skirts falling in graceful curves and ripples are
other aspects indicative of the fine quality and texture
of the material. Outstanding in the whole range of
Sinhalese literature is this verse from Guttila Kavya
with the picture it projects of the graceful movements
in harmony with the alluring charm of the dancer’s
personality:
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We may now pass on to personal ornaments. Mention
has already been made of the Makuta, the head gear
which sets off the costume of the principal dancer in
the Polonnaruwa Vishna Bevale No. 2. The Makuta,
which the Mahavamsa chronicles, of the days of Parak-~
ramabahu I, altogether disappeared in the later days.
The head gear seems to have given place to the
bunched head of hair, the elaborateaecoiffure. In the
Embekke Devale fifure as in the figure of the Dancing
Goddess on*ivory combs, the hair is combed back and
coiled up in a large ring Konde slung at the temple. A
form of coiffure scarcely evident in the earlier
ages or of the later days, thig particular mode seems
to have had a limited usage in the ceremonial costume
of the Dancing Goddess.

In the dancing scenes of the Sandesa Kavyas, the
dancers have their hair done up in tresses decked
with jasmine as featured for instance in the passage
in Kokila Sandesa: v. 281.

ey B DcE & D80 659D =&
Their blue tresses with jasmine flowers
bedecked.

Worn over the forehead and going over the line of
the central partition of the hair is the ran-bandz, of
strands of jgold or strings of pearls, set off centrally
with a gem-set pendant. * An ornament still worn in
different parts of India, it goes by the general name
of bindi in Rajasthan and elsewhere.

Of ear ornaments we have different forms. Widely
distended &ar lobes were apparently the custom in the
early Middle Ages as illustrated in the figure of the
dancer engraved on ivory combs. The ear ornament
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here is distinctly of the type classically known as the
patra kundala. As its name signifies, this was origin-
ally the simple palm leaf scroll—from paira for leaf.
The type imitated in gold is the swarna Kundala,
keeping true to the form of the palm leaf _scroll, of
gold beaten out and rolled into narrow long scrolls,
fitting the wide ear lobe.

In the Embekke Devale dancing figure, the ear
ornament is different. Large in size to fit the ear lobe,
it is ornamented with floral designs.

Let us now consider the waist ornament, the

- gridle. Swathed round the dancer’s lovely *~ wide
flanks as the Selalihini Sandesa has it, the girdle
has had a beginning from simple forms. What we see
on the constricted waist of both the Embekke figures
and the Dancing Goddess is not the metallic girdle.
It is the plain waist band. Bearing simple-ornamental
designs, perhaps of podi podt bindu (small dots) and
podi podi mal (small flowers), the ornamentation looks
more pronounced in the Embekke costume. The simple
waist band developed iito the more ornate form of
udarabandana, the gem-set ornamental belt, such as
we see in the ensemble of the Dedigama bronze figure
of a danseuse in typical"Baharata Natya pose.

In the line from Savul Sandesa:—v. 179.

meemmd BBER HOgHm.ecd &dsy e®
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Beauteous dancing maidens, who the Apsaras
outdid,

Sounding the jingles on the girdles their hips
adorned. ... ..

we have another evidence of the gem-set waist
band adorning the broad hips. Here the waist band
is evolving into the metallic girdle. This seems evident
from the term “mini-mevul-dama”, suggestive of the
golden girdle fringed with the small bells, which
tinkled as they danced. The Selalihini Sandesa com-
pletes the fascination of the girdle in verses 76 and Vs
freely translated in these lines:
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76. Flickering lamp-flames they seem, these dancers
; in array
On whose broad hips heng the heavy waist folds
that ripple and flare,
Who shoot si£e-long glances at their arms as
®* they rise and fall ‘
Transfigured their form in the glare that beats
from their jewels.

Secm eEeEH BE A6 FOG'D. & P 5t
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77. Drink in the charms of these women wha
dance
Stamping feet of lotus to beaten out
rhythms

L]
To swing the girdles that are swathed round
- *their lovely flanks,

And their ankléts hung with bells that wake

into sound.
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In the latter verse we have both the girdle and the
anklet in a harmonious blend producing soft music.
This introduces us to the anklet—our first insight
into the anklet is from the frieze of dancers in the
Polonnaruwa Vishnu Devale No. 2. The principal figure
in this sculpture has a broad anklet. This particular
type.of anklet falling wide over the feet, seems to have
gone out of vogue in the later days. Neither the
figure of the Embekke Devale nor the Dancing Goddess
of the iYory combs has any anklet. The Sandesa
Kavyas bear abundant evidence of the use of anklets
as a part of the dancer’s costume. The first reference
occurs in the Kokila Sandesa:—v. 273.
wEBsT S78mensy me 6cD8sY o 2 o
The golden jingles on the anklets resound
from their tender feet.
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These verses almost ring to the sound of the tinkling
bells that fringe the golden anklets gracing the delicate
feet. Parevi Sandesa goes one better with the anklet
set with blue gems: v. 169. "

BG e B B8 G wo BB, = Go
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Like a swarm of bees surrounding a red lotus
The glittering gem-set anklets their feet
adorned.

Selalihini Sandesa in the lines already quoted, gives
the finishing touch to the place of the anklet ir the
aharayabhinaya of the dance of the times with the
resonance of the “anklets hung with bells that wake
into music.” = :

Now to consider the necklace. A series of necklaces
one below the other graced the neck. The necklaces
are not of the pattern that hang down below the
breasts. What we see is the tight fitting type of neck-
laces one below the other. The last in the series is a
rather broad one, set off centrally with rounded beads,
possibly of coral. encased in gold or plain golden
globules. The breasts are encircled with close fitting
strings of pearls. . :

We have now to deal with a more sensitive factor—
the make-up, which so much heightened the charm of
the dancer and her art. The eyes received special
attention, “the blue lotus eyes that shoot side long
glances”, eyes “painted with finely made salve”. Savul
Sandesa: v. 174 features this in the expression, “neta
rasandun thana’. . e

The skin glowed and softened with sandal paste
freely applied to the body. This is aptly conveyed in
the lines:

“hela sandunen thunw thavara”; and body salved
~ freely with the white sandal paste” (Kokila San-
desa: v. 272).

o
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Sandal paste finds mention in Parevi Sandesa: v. 169,
under the name Vilavun. For, a vivid presentation of
this and other features of the dancer’s personality and
adornments we may turn to Selalihini Sandesa:
verse 46°2— o
“With kadupul blossoms adorping their dark hair;
And bright jewelled girdle swathed round their

hips;

Their hreasts assuaged with sandal paste and
pearls, e

(asting dark beams from wide eyes, this way
and that.”

The free use of the make-up and cosmetics that the
Sandesa Kavyas reyeal may be regarded as a general
reflection of the customs in fashion that obtaine
among the Society womey of the age. . :

This resume of the fundamentals of the Ahary-
abhinaya of Sinhalese dance we may best conclude
with the observations of Deragiyagala who spot-lights
some of the more distinctive of the ornaments and
costumes of the dancers.!

“The dancers wore anklets each with three gigiri or
bells attached to the outer side. An ornate foot chain
of pa-valalu was looped round the foot and across the
arch of each foot. A hatta-kada or cobra hood shaped
metal ornament covered the back of the hand with
the cobra’s head directed towards the middle finger to
which the binding cord was attached. The dancer also
wore a throatlet and a necklace termed pappu male
which suppprted two sups of breast protectors and on
the side of the head was Oliyal. A manthe hatte or
flounced jacket was worn for dancing in public in the
temple, but this was discarded when they performed
at royal cqmmand. Extending far beloW the breasts
and down the ankles was a sort of skirt with a loose

1 Spolia Zeylanica, Vol. 27, part II, Sinhala Ivory‘ Carvings-—
Appendix.
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fold of three pleats on each side coloured white, red®
and blue respectively. These fanned out as the wearer
danced while the salupota or light shawl was also.
employed most effectively. -

The ear lobes were pierced and artificially glongated.
down to the shoulders and inSerted into each was a
bejewelled todu cylinder whlch was replaced by a.
palm leaf scroll after dancing.”

To set off this general summing up by Deraniya-
gala against the Devale figures of dancers leads us to
interesting disclosures. The Oliyal for the hair, todu
_for the ears, and papu male supporting the breast
cups, the quaint salupota and the pleated skirt, are all
there. The colourful costumes of the previous era, the
bejewelled ornaments of precious metal, the intri-
guing waist band, mevul dama which formed the pride
of the Sandesa Kavya are no more. There is a marked
simplicity and iack of ornament, even to the point of
bareness (Fig. 17), indicated in the costumes.

~



CHAPTER - V
THE KANRYAN DANCE

[ ]
IN an Island of Dances, the Kandyan Dance leads,”
favoured and patronised by the State and Society. The
art predominantly of Kandy, Kandyan Dance has spread
all over the Sinhakese provinces, exercising a unifying
and integrating influence over the land and its peoples.

In the course of its *history, Ceylon has perfected
‘that unique institution, religious and cultural, the
Perahera, a pageant of national and traditional arts,
which developed. alongside ®of the celebrations of
the festivals to the Gods. The foremost of the
Peraheras, is the Kandy Esala Perahera in celebration
of the annual festivals of tife Temple of the Tooth
(Dalada Maligawa) blended harmoniously with the
Peraheras of the ¥our devales of Kandy, the Maha
Vishnu, the Natha (Sakra), Kataragama (Skanda)
and Goddess Pattini.

Kandy sets the pace for the peraheras of the
.devales of the rest of Ceylon. In the wealth of its
gorgeous setting as in the exuberance of the dances,
Kandy perahera is supreme. Most impressive are the
‘Kandyan ¥es dancers, in their full panoply of glittering
crown (Sikha Bandanaya) and the decorative bead
work, covering the bare torso (Avul hera), flounced
.. and frilled skirts, jingling bells and anklets.

The name Kandyan dance covers four distinet types,
‘the Ves, the Naiyadi, the Pantheru and the Udekki.

59
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We shall first deal with the three latter, reserving
the Ves of which we have mucl} to say, to the -last.

NAIYANDI

A very showy dance is the Naiyandi® with strides.
and steps employing both the-“close” and the “ex-
tended” movements. The dancer has an appropriate
costume of white garment, chest covered with bead-
work decoration, rows of beads round the neck, waist
band, strings of silver chains, ear pendants, brass
shoulder bands, jingles and anklets and a head dress.
of white turban. A dance of graceful movements, it
possibly found favour as a court dance of Sinhalese:
royalty. :

3 5 UDEKKI

The Udekki is the dance named after the accom-
panying instrument of the same name, the hour-
glass shaped drum. Held by the narrow waist, it is.
played by hand producing the weird metallic mystic
vibrations which fill the.air. An instrument favoured
in the ritual dances of India, a diminutive type under
the name of Damaruka, is held in the hand of Siva
in the Natarajo dance.~A drum symbolising speech
and magic, its place in this dance is highly suggestive
of its original ritual role. -

PANTHERU

The Pantheru takes its name after the accompanying
instrument, a metallic hoop much like a gipsy tam-
bourine without its parchment covering. Danced to the
accompaniment of the Geta Bera by a group of
dancers in serried ranks holding the pantheruwa,
turning and twirling it, altérnately changing it with
a flourish from hand to hand, the dance has a dis-
tinctly graceful charm.

the distinctive orchestra, consisting of two players on .the
Nagaswara, two on the tavil (the drum), one playing the:
pambai (pair of drums) and one drumming the Kirikatti.
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The dancer has a white pleated garment, flounced
round the waist, the chest enclosed in gleaming bead
work, rows of beads “round the neck, waist girdle,
shoulder plates, ear pendants, armlets and bracelets,
jingles and anklets. It is considered likely that this.
particular dance served the purpose of a military
band stimulating the fighting forces in their march to
battle.

THE VES

Tha most alluring of the Kandyan dances is the
Ves. The earliest probably of the field of the Kandyan
dances, its ritual and magical role is revealed in its
place in the ceremonials of the Kandyan Kohomba
Kankariya, the elakorate cult of the<Kohomba Gods,
an account of which appears elsewhere.

The radiant and resplendent panoply of the
Ves dancer (Plate 6) is regarded as an echo,
a replica, of the regalia of the Malayaraja of
Malaya-rata, the royal mag*cian who was super-
naturally lured to Lanka to cure King Pandu-
vas, the successor of King Vijaya, of the incurable
malady from which Panduvas suffered. @ The story
is separately narratgd further on. The costume of the
Ves dancer is styled, the “Su seta Abharana”, the sixty-
four ornaments. Though not all the sixty-four can
be counted on the person of the dancer today, about
half the number has been reckoned in the gorgeous
costume of the Yakdessa, the Ves dancer. Among
these are features which point to a certain affinity
in the Vesrdancer’s costume, to the highly ornamental
and elaborate make-up of the dancer in Kathakali of
Kerala. :

The technological parallelism between the Ves and
the Kathakali is best seen in the character of Tandava
type of dance, that both are. “Kathakali dancing be-
longs essentially to the Tandava, masculine and



62 ©  SINHALA NATUM

vigorous type and this is in accord with the general
«character of the drama, for Kathakali is pre-eminently
:a male art. Tandaveé movements are characterised
by strength and majesty, speed and expansiveness.
“Their curves have a broad sweep and every movement
is urged by an imperious eleniental force. There are
many conspicuously. angular movements in Kathakali
‘Tandava. Even the position that the Kathakali actor
takes is angular. He scarcely stands erect, certainly
not when he is acting. When he stands with slightly
spread out knees, the legs form a sort of rhomboid, the
hands bent at the elbow, with the palms placed 0n the
” hips, echo the angular position of the legs. The very
stance of the pose from which the actor commences his
other movements, is dynamic and nothing can upset
his balance.” This description of"pose and stance of
a Kathakali actor is equally true of the KEandyan Ves
-dancer- - =

Kathakali did not materialise as such until the
seventeenth century. Nevertheless the constituent
elements that have -~snow-balled into Kathakali,
prevailed for ages past in the social life of the land,
the Chakkiyar Kuttu and a number of other Kerala
folk arts. g
- There is also the remarkable parallelism between
‘the Kandyan Haramba Salava and the Kalari of Kerala,
the highly specialised school of training in martial
arts of Ceylon and Kerala respectively. The Kalari
-of Kerala, we know, has been in the past and largely
is today the preparatory training ground for pupils
‘who enter on the long and arduous career of a
Kathakali actor.

In the legends of the Kohomba Kankariye,”we have a
distant echo of Malabar traditions in the dances set
on foot by the Malayaraja, the royal magician who
cured the Sinhala King Panduvas of his incurable
‘malady. - o

1 Bharatha Iyer, K. : The Sacred Dance Drama of Malabar,
1958, p. 113.
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It is relevant to point out that we have evidence
of direct cultural influences and even of reciprocal
social relations betwten Kandy of the days of the
Kandyan kingdom, and Kerala, centred round the
institution of the Anyam, the art of the single combat.
with deally weapons, that prevailed in both the lands
at the same period of time.!

On a balanced consideration of these several sides
of the study, we may possibly postulate subtle cultural
forces of the Kathakali in the later phases of the art
of the Kandyan dance.

The arts themselves are altogether different in
content, apart from the primary and basic pose and
stance, which may be ascribed to the tandava type of
either art. Kathakali is a pantomimic dance-drama
with its elaborate code of hasta and aQhinaya. Kandyan
dance is pure nrtta;and in its own field of pure dance,
has grown ‘into the height of its rhythmic expression
with a highly developed®system of tala. =<

A point of significance that we have to reckon with
in a study of Kandyan dances, is the testimony of the
Cilappadikaram, which speaks of ‘“Singala Natym™
as one of the three forms of dances of the time, second
century A.D. The implications of this term will be
found separately discussed. © The name Singala or
Simhala disposes , us to visualise it as indigenous to-
Sinhala, Ceylon.

VANNAM

In the art of the Kandyan Dance, the Vannam are
a body of constituent solo dances, each expressing
a dominant idea. A late development obviously in
the story®of the Kandyan Dance, the composers of the
Vannam have given us in this assorted collection of
solo dances, a varied fare, drawing sustenance from
the material round about the Kandyan country.

1. RAGHAVAN M. D.: “India in Ceylonese History, Society
and Culture”, I. G, G, R; New Delhi, 1964; ch, XII, The
Angam, Pages 133-139.
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Covering a wide field of culture, a variety of themes
short of the sentiment of sex, are artistically’ pre-
sented in song and dance.

The naturalism in art characteristic of the Kandyan
period, was a stimulus to the lyrical impulse, expressed
in a whole series of dance -compositions, deriving
inspiration from nature, from history, legend, folk art,
folk religion and the sacred lore.

The classical Vannam are eighteen in number. The
introductory piece is the Nrtta Vannama, a prologue
tothe whole series—Vannam dahata ragatamayi
pavasanne mahatunne asanne’—*“hearken ye, gentle

~-men, to the eighteen Vannam I recite.”

Gajaga Vannama, the first, enacts the majestic
gait of the elephant of the sacred legends — the
Iravana, sporting: in the cool waters of the lotus tanks
and ponds. The dignified features of the heavenly
elephant are delineated in cheice diction. Bathing and
frolicking about, the strides and movements of the
elephant are conventionalized with considerable
technical skill. Danced with stately steps, the Gajaga
‘Vannama is among the most spectacular of the series.

Naiyandi Vannama is the second. The background
is the jataka story embodied in the Bhuridatta Jataka.
Bodhisattva was born a princely Naga in the world of
Nagas. Going out into the world of men, he betook
himself to the banks of the river Yamuna to fast
on the top of an ant-hill in the guise of a snake.
‘There a snake charmer captured him by means of
a magic spell and subjected the Naga to dance to
his tunes. He illtreated the princely Naga and made
a big fortune by displaying his dances before the king
and the country. »

The snake charmer’s art featured in the story
nevertheless finds little reflection in the actions of
the dancer. In the course of his dancing, he no doubt
displays the cobra hand — the hasta, sarpa sirsa, cobra
‘hood of the Abhinayadarpana used by the Katha-
kali dancers, the hasta formed by bending the tips
of the fingers of the hand.
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Imitating the notes of the bird kirala is the Kirala
Vannama. In his search for food, the bird with black
and red bands round its neck, hops from tree to tree.
The bird, it is said, hatches its eggs lying on its
back so that it may catch the sky, should it fall.

An episode in héroism follows, dramatising
the exploits of Bandula, the . warrior. To the
din of the clash of swords, shields, spears and clubs,
the army marches. Bandula’s shafts fly with deadly
effect. ok

Royalty is presented in the next, the Udara Vanna-
ma. Adorned with the 64 ornaments, the king strolls
through the streets of the city riding on an elephant,
accompanied by his retinue of foot soldiers. The pro-
cession goes in all ,stateliness and pemp. The music
of the fivefold instruments rends the air. People
pay homage and the city is jubilant. The King thus
idolized by the people is presumed to be King Narendra
Sinha, the last of the Kings of Kandy of Sinhalese
descent. .

A folk tale follows — the Vannama of Sinha Raja:
the cunning devices of a tortoise to lure the lion to
a deep well, down which it falls and perishes. That a
similar destiny awaits all who act without forethought,
is the moral of this Vannama.

The Hanuma Vannama is the seventh—a dance
in masquerade, imitating the actions of the monkey.
The Hanuman masquerade has been a dance of mimiecry
in parts of South Travancore where the Pandaram, or
the wandering mendicant, was in the habit of going
on his rourds with the mask of Hanuman, the monkey
god. As he approached a ‘house, he put on the mask
and performed the antics of Hanuman, enacting scenes
from the Ramayana. In the actions of the Hanuma
Vannama, the monkey jumps and sways from tree to
tree. With wrinkled face and eyes sticking out, it
scrutinizes passers by. Alternating with frightened
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look, it covers its face with twigs and leaves. The
Hanuma Vannama is rarely or never played at the
present time.?

In praise of God Gana (Ganesa) is the eighth Van-
nama. It enjoins men to win the favours of the God,
“Graceful in form, with the head of an elephant, tusks.
half emerged, face pink, gently waving ears like the
lotus leaf, eyes coloured with the collyrium, forehead
spotted with the sapphire, arms hanging loose and
Goddesses flanking the sides”. The Vannama is attri--
buted to the great Rishis in invocation of the God.

A dance with gentle and slow movements is the
Kukkuda Vannama. In the long drawn out war with the-
Devas, the Asuras are discomfited. God Skanda enters.
the field, and with a sword and spear cuts the
Asuras in twe, lifting each half. From one half,
suddenly emerges the Savul, the chanticleer.

Eulogy of God Sakra fo,llows presented in the
medium of a divine orchestra in which God Sakra
Brahma, Visvakarma and Isvara blow the horn and
play the lute. Isvara blows the conch before the King
of the Universe.

Worthy of the subject and admirable in composition
is the next, the Vairodi Vannama, which pictures the-
palace of God Isvara. It concludes with the moral, “the-
wicked make false boasts and are detestable. The
learned are always triumphant. Why show mercy?”

Mayura Vannama sings the praises of the noble:
peacock, the vahana of God Kadira, the War God,
residing at Kataragama, with the long spear as his
weapon, the glorious God, compassionate to his
devotees.

Turanga Vannama sings the adventures ef Kantaka,
the steed of Prince Siddhartha. The prince mounts
the horse led by Canna. The three march along
jovially, until they come to a halt by the river Anoma.
Standing musing, Kantaka leaps across, the prince on its

1 An interesting survival is the masked dance Play, the Hanu-
man Attam, one of the folk plays of the Nalaver of Jaffna.
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back, Canna clinging to the tail. Noble born, high
minded and of form beautiful, Prince Siddhartha
blesses these lines, corfiposed te the lasting glory of the
good steed Kantaka

Isvara in a trlumpﬁal dance is the theme of the next
Vannama® Isvara is worried, not finding Uma. The
‘God, in disguise goes in, search of her, until he finds
her, Overjoyed Isvara dances the triumphant steps.

The contrast is striking, presented in the next, the
Musaladi Vannama in imitation of the movements of
the hare. It hops about, crouching and trembling with
fear. Scared, it runs zig-zag. Tired, it takes rest, as the
moén beams up. One of the popular pieces.

The flight of the hawks is the action of the
Vannama that follows. Two hawks flying leisurely float
in the air, like two tender buds growing out of the
same seed. Soaring high with the current of the
wind, they swoop down_ like an arrow and carry off
small fish.

Naga Vannama or a day in the life of the cobra, is
the next. The Cobra, with body brightly speckled, preys
on frogs and feeds even on vipers. It crawls everywhere
even on the floor of the Court hall. With hissing
and shril’ sounds, the cobra egmerges out of the hole
and with the hood raised assumes various forms.

Last but not the least, is the delightful Asadissa
Vannama, smgmg praises to Lord Buddha, the
Supreme Bemg unequalled. “I pay homage to the lotus
feet of Lord Buddha, honoured by Kings, Brahmins,
Vishnu and the Gods. I adore the Dhamma proclalmed
by the great Lord, salute the noble eightfold path
and pay homage to Sariputta and Moggalana, who re-
nounced the world to follow the Buddha. Praying to
Gods SaMman and Vibhishana, with the permission
of all assembled, I dance with joy, the delightful Van-
nama.”

The eighteen Vannam reviewed here are products
of the Kandyan age, an age which witnessed the
blossoming of the best in Kandyan art in all its rich-
ness. Popular themes, popularly expressed in simple
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style appealing to the common man, are the main
features of this departure from the massed dance

technique of Kandyan dance. -
Short, descriptive and eulogistic stanzas that these

composmons are, the term Varinam, signifies them -
best, as easily derivable from, the Sanskrit* ‘Varnana,
meaning description. These golo dance forms of the
Kandyan art, may rightly be recognised as the counter-
part of the creative urge in Oriental dances in general.

Solo performances that the Vannam are, they are
conveniently handled at an evening’s programme of
Kandyan dance, at receptions to distinguished visitors.
and other spec1al social occasions. Girls, mostly stu-
dents trained in Kandyan dancing, lend grace and
colour to an evening show of a few hours’ duration.
Typical of first impressions of a V151t01 are these words
of PI‘OJeSh Banerjee:!

“The sinuous arms of the males and the ‘wonderfully
supple bodiés of the belles were moving in perfect
accord in a unison of rhythm and feeling. Their grace
and expression kept me enthralled. The simple and
appealing mimicry with queer music provided a fitting
setting for the wirtuosity. @ There was charm and
freedom in their Gajagewannama. By looking at the
undulating sinuous movements of male dancers, one
feels that one is actually seeing herds of wild elephants
taking their bath in a jungle stream, and at the serene
faces of these little damsels as if the trees and lawns
have all vanished, and in their place, a remarkable
picture of Bodhisattwa spring up to the throb of strings
and drums and soft pipes discoursing elusive music,
clear, cool and translucent. Rhythm of the rlpphng
river, a swan’s grace, daintiness of a flower,” a melody
in motion, a lyric and war song, was the dance of the
girls of Ceylon. It was one of the most remarkable
experiences, I have ever had.

1 Baniaéisi, Projesh, The Folk Dances of India, Allahabad, 1959,
p. 1
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In villages nearby it has maintained its purity and
originality, but as is evident and natural, it has under-
‘gone some sophisticatiqn in the towns, being influenced
by modern trends in dance art’

Undoubtedly the Kandyan dance art bears affinity to
Bharata Natya type of dancing of South India in tech-
nique, grace, female costume to some extent and move-
ments, especially the gesture of standing with knees
bent sideways and the movements of the hands and
palms. Occasionally the dancer comes forward with
slow steps as the singing goes on, stops standing bow-
legged with head stooping gown and hands outstretch-
ed, palms moving in all directions and with the finish
of a strain retraces his steps, moves sideways and
then violently dances with wild steps. Sometimes he
jumps, whirls and slithers keeping his hands drooping
down. Everything Je does keeping 4ntact with the
emotion and, expressing the theme of the music in
accordance with the rhythm emanating from the big
drums and the cymbals.

His costume consists of a frilled white cloth garment
with gathers at the waist in all directions and having
bold and deep red white border from the waist falling
up to the knees, in a somewhat skirt-like fashion. The
upper part of the body from the waist remains bare.
‘The girls put on cholis (short bodice).” :

Unlike South Incdian dances in general, Kandyan
dancing finds expression almost day-to-day, at the
numerous ceremonial occasions, social or sacred, apart
from the annual peraheras. This has promoted pro-
fessional skill and virtuosity. More than anything, is
the high standard set by the great masters of the art.

The key to the perfection of the art is to be sought
primarily im the systematised training imparted to the
pupils at the schools of Kandyan dance that have come
up over the past decade in the Kandyan rural region,
the training classes at the Heywood School of Art, the
headquarters established in Colombo in recent years,
and the progressive courses in Kandyan dancing, at the
‘Government Central Schools.
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Among the Kandyan dance schools, is the Madhyama
Lanka Nrutya Mandalaya (Plate 7) where one could
watch the boys in tramlng from the first steps to the
more evolved stages. These children of the soil easily
take to the art. In Kandyan dancing as in Bharata
Natya, early adolescene attunes best emotionally and
physically to the discipline of the dance floor.

The short resume, of Kandyan dancing given here is:
based on many an hour, following the course of train-
ing at the dance schools, supplemented by what I have
gathered from J. E. Sedaraman, one of the few expo-
nents, born to the rich heritage of the art, eager to
impart to the interested visitor a knowledge »sf the
essentials of the art of Kandyan dancing.

The first stage of training is termed the ‘trapeze”
exercises. By ‘trapeze’ is here meant a bamboo plant-
ed horizontally” to the height approximately of the
pupils’ waist at one end of the long hall of the dance
school. About two yards of ranoving space is allowed to
each pupil. Standing in a row, the pupils hold the
bar with the thumb turned towards the body. (Plate 8)
In this position, they fnove about in rhythmic steps,
harmonising with the tala, the scale piayed by the pre-
ceptor on the drum—=the magul bera, the ‘auspi-
cious’ long drum, the mridanga or the udekki. The
series of twelve exercises are so designed as to evoke
and develop the rhythmic sense in the pupil. In this
initial training in Kandyan dance we may well see a
correspondence in the training imparted to girls at a
Bharata Natya class, with the preceptor seated at ease.
en the floor with a staff in hand, with which he beats
the tala, keeping time with the pupil’s steps and move-
ments. The training is individually for eacii pupil.

Each exercise in the ‘trapeze’ series, is a lesson in
simple or composite footwork in a co-ordination of steps
and movements, the right arm synchronising with the
right leg, the left arm with the left leg, with the eye
glancing at each palm in turn.
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Typical of the series is lesson No. 8 played to the
«drum scale: ‘“Tei ta tei ta, Kita tei Kita, tei tam”.
“The first tei ta is taken in two beats; with tei the body
is turned to the left to touch tlie ground with the toes
of the right foot; with ta, the left foot is raised and
lowered. To the second te: ta, the right foot is brought
to the ground, turning “the body to the right. Kita
should be beaten with the left foot; to the next tei,
the right foot is taken backward to touch the ground
‘with the toes and to the kita, left foot hops on the spot.
To the seventh beat, tei the right foot is taken back-
ward to touch the ground with the toes, and to the
kita, left foot hops on the spot. To the seventh beat
tei, the right foot is brought to the original position,
and with the last beat, it is kept on the ground”.
(Sedaraman.)

When the pupils have had enough ef this series of
exercises, they leave the bar and emerge into the open
for the next course of twalve lessons, the series named
the Ground Exercises.

These fwelve lessons are danced to the accompani-
ment of standardised verses whjch are in the nature of
melodic accompaniments.

In language charged with emotion, the verses are
calculated to arouse in the pupil a: sense of pride in
the traditional heritage and inculcate in them intense
love and appreciation of the art. As an illustration I
may quote lesson No. 3. Rendered in English the
verses give this in prose:

“The reputation of the traditional arts of this re--
nowned Island has spread to the four quarters of the
‘world. Among these arts is the dance, an ancestral
heritage, the art that long prevailed in the courts of
kings, perfermed by families of artistes, the art that
has had its place even in temples and monasteries.
Let our dancers appreciate this and develop a love of
the art. Be one with the art and dance lined up in
rows. Bestow particular attention to synchronised
movements of the feet and hands, and the glance
of the eyes”.
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The sacred origin of the dance underlies Dance No. 4:
“Our literature extols that devas and rishis of Mount
Kailasa,
Relaxed in joy performing ‘the dance;
Enjoyable indeed are these.dances, llmbs moving,
true to rhythm, =
In harmony with attractive glances”.
The idea of a divine assdciation is kept up in the
next, danced to Vadiga scale:
“To the credit of Mother Lanka,
The fame of our dance has spread far and wide;
The art that rose in the heavenly setting of gods
And spread to the world of mortals;
You, who are gathered on this stage concentrate
On correct understanding and production of the art
Patronised-by great kings and,rishis like Ravana!”
The occurrence of the name Vadiga in this particular
number is a reflection of the Vadiga dance, of Cilap-
padikaram.
The splendour of the art of the Sinhalese dance is
developed further in the next verse:
“Various were the arts of the ancient Sinhalese,
And they ehjoyed every happiness;
Sinhalese dancers =mulated the heavenly artistes,
So our poets proclaim;
Neglected for ages, the art languished,
Until re-awakened by great minds
Inspired by love of the land;
Let’s forget the past,
And raise our banners to the whole world”. 5
The next two verses continue to sing the praises of
the art, the eighth in particular:—
“Let all children of Mother Lanka -
Be opulent and rich in' merit;
May all unite and incessantly advance
Up the ladder of progress;
Better trained, dance in rhythmic steps and strides
And restore the art of the Sinhala Dance
To its pristine vigour and glory”.
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The twelfth and the last is termed the “balcony type”.
The dancer, footing the measure, “moves his hands and
eyes as if he is gazing at a balcony”’. The accompany-
ing verse is simple and direct:~

Learn the dance from the real masters;
Be absorbed in fhe spirit of the art;
And #ance in rhythmic harmony
Delightful to behold},.

Whatever may be the age of theSe compositions, and
this is easy for a student of the language to assess, it
certainly is an idea wisely conceived arousing the
pugnacity and pride of the pupil in the national heri-
tage, providing at the same®time a melodic accompani-
ment fo the dance lessons.

That the drum is the soul of the Kandyan dance
cannot be over-emphasised. True of all dances, this
is particularly true of Kandyan dance, @n art in nritta,
pure dance. The dfum scale, the tale is both simple
and most involved, skillfully developed, built up from
the primary fourfold symbolic beats—tat, jit, tom,
nam. Sanctity has been ascribed to these primary
scales.

“Tat, is a salutation to Lord Buddha; jit, to gods, fom,
to the guru, the preceptor; and nam to the audience”.

Based on these primary scaleg, have grown the mani-
fold combinations of the Sinhalese drum scale. Corres-
ponding to the latter is its vocal counterpart, the
tanam, the memorising of which helps the dancer to
dance to the rhythmic scale played on the drum.



THE COSTUME IN KANDYAN DANCING

The costume and the ernaments of the Kandyan

. dancer are collectively called Su-seta Abharana, by

tradition a replica of the ceremonial regalia of the

mythical King of Malaya Desa of the legends of the
Kohomba Kanlkaria.

The most striking feature of the Ves dancer is his
head-gear, a composite crown of inter-related parts—
a semi-circular silver tiara, Sikha bandanaya, the
Nalal Hede or Netti Malaya, the bow shaped forehead
plate; fringed with an grray of Bo leaves; payim potha,
seven silver spokes rising like rays overtopping the
crown, the stylised Jatava of carved wood, immedi-
ately behind and the fute patiya (jata rala), the long
embroidered ribbon, about 45 inches long trailing
down from the top of the Jatava down to the dancer’s
back. Bordering the ears are the elaborately engraved
Todu patti. The shoulders are ornamented with Ura
bahu. Three sets of bangles, Bandi Valalu, grace the
arms, six on each arm. Rows of coloured beads
encircle the neck.

Adorning the chest is the avul hera. Radiating from
an ornamental ivory disc’ over the chest are eight
sets of colourful strings of beads of four strands each.
Four of these, two on either side, tied at the back
encircle the bare torso. Above the shoulder and

T4
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secured round the neck are two strands of beads. At
each point of intersection of two sets of beaded
strings, is a boss of ivory or buffalo horn ornamented
with silver. The corcentric * circles of glittering
floral designs recall in shape the daisy with petals
spreading from a cehtral boss of ivory, three such
sets of ddfisies, one central and one on either side,
covering the broad chest.,

Extending from the waist down “to the ankle is the
pleated white cloth, the uludaya; the full length of this:
is about 3% yards. Above this is another heavily pleated
half-cloth about 32 inches broad and no less than 20
yards Jong extending up to the knees. Finally the
yoth pota, another cloth of very thin texture folded
several times to the width of about 2 inches, round
the waist with the ends flounced to form the neriya.
A silver ornamentea belt with richly decorated clasp,
the bubulu patiya about three or four inches broad is:
worn above the clothes. Bxtending from the centre of
this belt down to the knees, is the inahediya generally
made of glossy velvet or satin silk and decorated with
silver bosses. This strongly réembles the elongated
feature hanging in front from the waist of the
costume of the Kathakali dancep. Disposed in front of
the outfit this is known in Mafayalam as the Mundi,
literally the “front’.

Round the calves dre worn the rasupati, two pieces:
of leather with several sets of brass jingles attached
to them. On the feet are worn the silambu, anklets.
attached to the second toe with strings. This completes
the costume of the Ves dancer, easily the most
elaborate, yet refined and stately,m the whole range-
of Sinhala Natya today.

Comparatively less embellished is the costume of
the other categories of the Kandyan dancers. There
are also considerable variations in the costumes of
the Hevisi dancers, Pantheru and Udakki players and
Naiyandi dancers. Nevertheless the basic elements,
the head-dress, the decorative covering for the neck
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and chest, waist cloth and waist band and anklets
are the same.

The simplest is the costume of the Hevisi dancers.
This consists of the ura-malaya, a large white turban
- wrapped round the head to a height of about 4 inches,
with the two ends often decorated with coloured tassels
falling on either side. The ~upper part ot the body
is generally bare except for those taking part in the
Esala Perahera in Kandy who wear the avul hera as
well. From the waist is worn the selaya—a five yard
length of white cloth, worn with pleats on both sides
with the end pieces, the neriya, to fall to the left.
Above this is tightly worn the banda veluma,.a fine
piece of red cloth about eight to ten inches broad.
A pair of anklets complete: the equipment. There is
hardly any ornament except perhaps a pair of large
gypsy ear-rings, the kadukkan for the ears and a
simple brass armlet. : :

The costumes of the Pantheru and Udakki players
are slightly more elaborately ornamented. Over the
red waist band are worn two types of silver chains,
tharaka havadi and sura vela. Several decorated arm-
lets, the bandi valalu ornament the hands.

Further elaboration is presented in the costume of

the Naiyandi players—mainly the avul hera over the
chest, karapatiya round the neck and a rali mantha, a
three tiered flounced skirt of white cloth with a red
edging extending from the waist downwards.

In modern times the traditional details in dress
and adornments are not always strictly adhered to.
Considerable variations are often noticed, the general
tendency being to simplify dress and reduce
ornaments and jewellery, a change, no doubt, condi-
tioned by the changing economic standards and
modernisation trends. Thé one exception, however, is
the costume of the Ves dancer. For him his costume,
called the Ves thattuwa, is most sacred. From the
time he ceremonially dons it at his initiation at his
Kohomba Kankariya, he is tacitly avowed not to
perform without his full equipment.



CHAPTER VI

DANCES AND PLAYS OF AMUSEMENT

CILAPPADIKARAM has a category of its own, Vinoda,
Koothu, to denote dances of amusement. If is hard to
think of a more expressive term to signify plays and®
dances purely of recreation. Dances originally magical
and ritual have in time lost their ritual role and are
today largely dances and plays of eftertainment and
amusement, Among such are the Li-keli, the dance-play
of the striking of sticks;she Kalagedi Natuma, the play
of the Projection of Pots, a dance play of the maidens;
and the Vadugu of South Ceylon, an intensely magical
and ritual cult of the Middley Ages. In fact it is hard
to pick out any dance-play which has not had its stage
of magical or spiritual affiliations. A number of con-
stituent dances have both the gpiritual, and the sportive
harmoniously blended. The term “Social Dances” which
find currency todasy is too fluid a term, to apply to
dances solely of amusement.

Within the scope of this chapter, I have assembled
all dance-plays prevailing primarily as leisure-time
recreations, diversion and amusement.

1. KOLAM, THE ART OF SOUTH-
WEST MARITIME COAST

There ® perhaps nothing more hilarious and joyous
in the whole range of Sinhalese folk arts than the
Kolam, the masquerade of the South-West coastal
Specifically the art of the maritime South-West, it is
conspicuously absent in the Kandyan country. Though

77
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there are grounds to believe that it possibly existed
more widely than today in the South-West coastal land,
it has virtually ceased to exist outside Ambalangoda
and its immediate envircas. §

Kolam is a Tamil word of wide significance. It
literally means “representation”, a “figure very
much out of the ordinary.” It is applied specirically to
signify man wearing a strikingly distinctive costume,
a person altogether disguised. This latter is the ex-
tended sense in which the term is applied to the art
of Kolam of Ceylon. Figures disguised by masks,
different for each character, are the essence of the art
_of Kolam. - o

The texts revealed in the extant Kolam manuséript_s,
have presumably had an earlier stage as songs sung
impromptu, handed down from mouth to mouth, until

reduced to writmg at different times by different
enthusiasts. -

The Kolam is a many-sided study. A point of
general interest is the origin of the Kolam. The
commonly accepted origin of the Kolam, ascribed to
the doladuka, the craving of the pregnant queen
finds an interesting counterpart in the old world custom
of providing a woman with bangles in the fifth or the
seventh month of a woman’s pregnancy, a custom
which in the past went by the name of Kolam, as the
Tamil Lexicon tells us. The association of dola-duka
becomes more revealing, viewed in the light of this
custom of the past. It may well have been that the
Kolam as a masked dance-play, was traditionally per-
formed as part of the pregnancy rites.

A purely recreational pastime that Kolam of Ceylon
is today, traditions and folk literature strongly support
a derivation in magical rituals and rites of"exorcism.
Going a long way to favour a magical function to the
Kolam of Ceylon, is the Kolam Tullal of Kerala, which
I recall seeing several years ago at my own house in
Malabar, performed as a protective rite against evil
influences supposed to have been inflicted on the head
of the family. For details, we may turn to the account
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given by M. Raja Raja Varma Raja of Travancorel:—
“Kolam Tullal is a devil dance in which a number of
demons appear and perform their midnight revels
before a fire-place. 'The act®rs wear masks made of
the spathe of the areca palm (pala), cut in various
shapes of demons and painted in black and red colours.
They appear weird in the torch light and make horrid
noises. They dance reund and round singing and
joking, fighting and wrestling. Faggots are burned
and some of the participants walk on the embers in
frenzy. These horrible demonstrations continue till
early morning. They are supposed to be the emissaries
of the Goddess Kali, com® on earth to ward off evil
spirits. This ceremony is also held by house-holders,
in rites of demon possession”. Raja Raja Varma Raja
concludes with the observation that the Kolam Tullal
has a great resembilance to the Lamaie dance of Tibet,
with the difference that in the former, the actors are
of the lower orders, while the latter is acted by ‘the
priestly or the holy class.

The functions of the Kolam Tullal of Kerala, as here
described, give us a footing of interest from which
to view the early history of the Kolam of Ceylon,
which is today entirely a play in amusement. In
Kerala, nevertheless it never developed into a play for
amusement, nor did it inspire the rich lines in the art
of mask-making that it developed into, in Ceylon. In
the art of mask-making, as of the masquerade of Ceylon,
there possibly are other cultural elements.

A positive link of the Kolam, with folk-cults is
revealed to us in the Vadurakali Kolam (MS 7/F—10
of the Colombo Museum Library), an invocation to the
goddess Vadurakali (Bhadrakali), one of the many
manifestations of Goddess Kali. This particular invo-
cation, is addressed to goddess Pattini, in her frightful
role of Kali or Bhadrakali.

The masks strongly recall the cult of the gods, the
masked demon cults, which are so much an integral

1 Raja Raja Varma Raja M. 1940—“Selected Essays’”, Trivan-
drum, p. 141.
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part of the life of South Ceylon. Kolam is easily a child
of the cult of the demons. That it comes in direct
heritage of the demon cult, is what may be concluded
from an understanding df the traditional cult of the
Kolam Tullal of rural Malabar .already alluded to.
Kolam Tullal literally means “disguised dances”, weird
dances by the devil-dancers of rural Malabar, in a
ritual ceremony against evil irnfluences. The dancers
wear grotesque masks impersonating spirits. The
masks are crudely made of the broad leaf sheath of
the arecanut palm.

THE ART OF ARIBALANGODA

Kolam as an art has passed through several stages
until it has evolved itself into the colourful folk play
that it is today in the hands of the Karavas of Amba-
langoda. A well-known exponent of the art here is
J. W. Aryapala. Ambalangoda has a rich heritage of
the art and men of all ages practice the art"here. Pro-
ficient in the technicalities and the fine points of the
art is Gurunanse Aryapala. That he is an accomplished
exponent of the art, it wag easy to see from a demonstra-
tion that he gave one evening following an elaborate
display of the art. The dance pose he demonstrated
harmonising with arched neck movements and move-
ments of the eye, with hands in hasta, was strongly
reminiscent of the essential elements of the art of Bha-
rata Natya.

TRADITIONS OF ORIGIN

The conventional derivation of the art is traced to
that mythical entity, King Mahasammata who, it is
obvious, exists more as an impersonal or idealised con-
cept than as a personality. - Dola-duka, the ¢raving of
the pregnant queen is said to e the immediate stimula-
tion of the art. The Queen longed to see a masked
dance, which was a phenomenon uncommon to that
part of the land. Unable to meet the King’s commands
to provide masks or masked dancers, the King’s minis-
ter was distracted to the point of desperation, when a
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miracle happened, attributed to the intervention of
the supernatural Sakra. Masks of all forms suddenly
appeéared as a gift of the God.. Masked dances followed
and the Queen was pleased. *

THE CONSTITUENTS OF THE KOLAM

{ )

Kolam is an open ait show. The audience sits round,
leaving a large arena for the players. A structure or
aile, may or may not be a feature of the arena. An
aile is a frame work of green leaves and branches rest-
ing from a cross beam supported on posts on either
side. The aile adds to the charm of the setting, re-
lieving the otherwise barren look of the grounds. It
is also a convenient screen for actors to come and g@
in the course of the play. At the entrance are seated
two drummers. A horana player and a couple of singers
form the rest of the Kolam orchestrf.

In the more formal performances adapted to. the
stage, a Pote Gurunanse is evident, with the text in
hand. He begins a chant of the verses embodying a
narration of the origin of the art. A late infroduction
evidently is the Sabhapati, who now appears, a
character corresponding to the Sutradharan in Sanskrit
drama and Tamil Nadagams. In the latter, the Sutra-
dharan is accompanied by hes wife, the Nati. These
two join in a dialogue in the course of which the
audience is introduced to the purpose of the day’s
events. The dialogue ends in a song of welcome. This
is often done by two children dressed in the Hindu
style wearing dhoti and turban. They sing a song of
welcome.

The several characters now appear. A variety of
actors coming and going, each playing his individual
part and gaking his exit, is a feature of the play. The
first to enter in a Kolam as at present shown in village
displays, is the King’s Crier, the Anabera Kolama. He
is called the King’s crier, as his ostensible role is to
deliver messages, which he is supposed to do beating
the drum he carries slung on his shoulder. He wears
a very becoming mask with a flowing white and flaxen
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beard, and a striped head-dress the two ends of which
hang on either side. Almost on his heels, without his
knowledge nevertheless,comes his old and wizened wife,
Nonci Akka. The two make a well matched pair and
the audience is highly amused. The appearance of
Nonci Akka is dramatic. She enters and walks about
in an ambling gait. Her mask 7is most expressive of
her hard lot in life and advancéd age. She is agitated
where her old man is, and why he is late to come home:
Her son now appears. She sends him to look out for
his father. All now join in a quest of the old man.
They come upon him flat on, the ground, drunk and
senseless. He is revived and after a few words of
friendly reprimand, Nonci Akka and her husband are
reconciled. Together they do a dance of exhilaration
and they make their exit to the cheers of the
spectators. e -

Though the Anabera karaya and Nonci Akka appear
first in village shows, this does-not seem to have been
their formal order of appearance as prescribed in the
chronicles of the art.

Among the extant Kolam manuscripts is the one in
the Colombo Museum Library, No. AC/14, Kolam
Natanawa, “The Kolam Dance-Play”, a reproduction
of which will be found in~Part II. The first to appear,
according to this text, is the Liyana Rala, the Scribe,
walking-stick in hand. Conscious of the authority he
gains from the King, he uses strong words. His busi-
ness is to deliver messages. As a contrast to this
serious character, comes a comic figure the “Badajala”,
literally “one who speaks through the nose.” He
coughs incessantly and suffers from a severe cold.

With sword in one hand, now appears the Hewarala,
the Warrior. Eying the assembly keenly -he looks
around and jumps into the“arena. At this stage
appears the Anabera Gura, the King’s Crier, already
featured. He is old with palsied limbs and trembles
continuously. He carries a davula (drum) slung on
the shoulder. He beats the drum in different villages
according to the orders of the King. He has a
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paccavadam (red cloth) round his waist, and on the
head is a uramaliya tied in the form of a turban. His
mouth and chin have a sharp pointed aspect. He
dances vigorously despite his advanced age and his
unsteady limbs. Ceming from different places, he is
proud o§ his long beard, which he shows to the
assembly. The worse for toddy, the crowd is unkind
to him and pursues him$ he is assaulted and he departs.

Next enter the V.I.P’s of the place. First, the “good
gentleman who has just received the rank of
Mudaliyar”’! the man who enquires into what is right
and wrong. He is adorsed with a sword and wears
royal ornaments. Fixed on his head is a shining
comb, and he wears a glittering coat.

The King now comes wearing a crown that comes
from ancient days. He comes decke.d in the sixty-four
royal ornaments, m golden garments, and armed with
a golden sword. The King is Usirata who holds sway
over all Dambadiva (Imdia). A white parasol is held
over his head. He comes bestowing long life and pros-
perity.

The alternation of comice ceremonial and serious
characters is another of the features of the Kolam.

In quick succession are now presented a bull led by
Yonas (Muslim, Moor) of the'VadigaZ country (Andhra
desa). The bull comes loaded with ali sorts of things.
It has slots on the forehead, his legs are well set and it
comes serenely. The bull dances to the tune. Leopards
come terrifying the bull. A narration here follows, of
the description of the leopards. Beautiful to behold,
leopards have bold stripes, a strong body and black
spots. The bull is ready to perform a dance before the

1 “Mudaliyar”, in the adminristrative set up of the Sinhalese
denotes an official, the head of the office establishment, e.g.
the Kachcheri Mudaliyar. It was once a titular rank confer-
red on persons for their loyal and devoted public services.
It more or less corresponded to the Rao Bahadur title
in the erstwhile series of Indian honours.

2 Vadiga country refers to the Andhradesa with its several
cultural influences on medieval Ceylon.
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assembly, and the leopard gets ready to jump on the
neck of the bull. The bull trembles at the roar of the
leopard. The leopard dences. -

The Colombo Museum Manuscript concludes with a
full dramatisation of the story of King Maname and
his faithless wife. o

VARIATIONS IN SEQUENGE OF CHARACTERS

Descriptions of the Kolam vary with the different
texts. To conform precisely to traditional pattern, the
Kolam should properly begin in the presence of the
King and Queen, the very pyrpose of the Kolam being
to please the queen. Actually, the King and Queen
‘appear after a number of miscellaneous characters have
come and gone. This is the first stage, the prelude to
the appearance of Royalty. The prelude closes with
the entry of the King and Queen. They take their allot-
ted seats, and enjoy the rest of the presentation. This
follows a twofold division. In the first part are pre-
sented mythological and demoniacal characters. Such
are the striking Rakshasa personalities, Naga Rakshasa,
Maru Rakshasa, and Gurulu Rakshasa. The last is an
elaboration of the bird Garuda flying with a coiled
snake in its beak. Flying with its tail feathers raised
in the course of the flight, the mask of Gurulu Rak-
shasa, is a triumph of craftsmanship in mask-making.

In a performance elaborate in alk its details, mytho-
logical stories founded on rural life are staged at the
end. Such are the stories of King Maname and his
faithless wife, the Maname Kathava and the Sanda
Kinduru Kathava, a Jataka story. These are stories
with a wealth of emotional appeal and dramatic situa-
tions, stories which “point a moral and adorn a tale”.

THE DANCE IN THE KOLAM ~

The dance in the Kolam is suited to the particular
character. The steps vary with the action conveyed.
The old characters, the Anabera karaya and Nonci
Akka dance to the drumming with a shuffling, ambling
gait suited to their age and their role. The Naga
Rakshasa, as becomes the spirited demon, dances in
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vigorous strides all over the arena, steps synchronising
with the drumming.

The Hewaralas ares entertaining in their mock fight.
With drawn sword they stand, the two facing each other
and soon engage in*hand to hand combat. They fight
with allevigour with many a striking movement. They
cut, thrust and piercé. It is all a dramatisation of
the single combat. Af the end. of the contest, each
dances a triumphant dance, dancing in wide strides.

Mask-making is as much an active art today as the
art of the Kolam. Each keeps the other alive. Kolam
masks are not made to speak, but to impress and con-
vey emotion by the expression stamped on each mask
to suit the character. ¥

CHANGES IN PATTERN

The Kolam in the past ages had been an art altogether
in pantomime, mote than it is today, an art essentially
of action, dancing and playing. The idea of each seene
is conveyed by the singer, accompanied by the drum-
mer.

That the Kolam in the early days was solely in panto-
mime, we may well concludes from its present setting
and from what we can gather of the art as Callaway?
describes it. According to the latter “a regular mas-
querade is said to begin wit®t the night and end with
the dawn. A tom-tom beater in the court attached to
the house announdces that the maskers are come, and
that the people must be ready to witness the per-
formance.. After reading the prologue, the actors
advance, while two chanters, accompanied by torches,
stand up, and as the performers act their respective
parts, repeat the legend, chanting alternately two verses
each”. This description leaves us in no doubt that
the playess did no singing which was done by the two
chanters.

That its original character as a play solely in panto-
mime, has been steadily changing, is evident from the
place of the dialogue in the modern shows, considered

1 Callaway, John - Yakkun Natanawa and Kolam Natanawa,
DN :
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against the background of the writings of Pertold!
on what purports to be his personal observations. The
“Anabera Karaya”, the first to appear, begins with a
narration of the doladuka of the Queen to see a masked
dance. The Hewarala speaks of his experiences in the
martial campaigns. He has an argument with his
wife, which ends in a quarre]. Generally, Pertold’s
account would support the idea that the actors talked
o1 sang as they danced.

ACCULTURATION

The enactment of the Jataka stories, Sandakinduru
Jatakaya, or the Maname Kathava now featured as the
finale of a performance of kolam, does not seem to
have originally formed part of the scheme of
a Kolam. The staging of a full drama seems
. to be a concept outside the ,fundamentals of
the Kolam, traditionally an art in masquerade, show-
ing individual parts disconnected with each other, short
skits of popular flavour. That the staging of Jataka
stories of ethical background is a late introduction may
be presumed from the fact that Callaway, whose account
of Kolam reveals its character as a pantomime, is
silent about the enacting of whole stories in the scheme
of the Kolam. These very likely arose independently
as rustic plays with their strong emotional and ethical
values, and in course of time were added as additional
features bringing to a close, a long drawn out pro-
gramme of a Kolam.

We may also see in it, a steadily growing process of
Buddhist influences on traditional folk arts, engrafting
traditional Jataka themes to folk arts which in its
original character, have had little or no such setting in
traditional Buddhistic literature.

EXPRESSION IN MASKS
Kolam masks have a variety of expressions about
them suited to the particular character. This dis-
tinguishes the art of the Kdlam masks, from masks in
demon cults, as Dahata Sanniya or the numerous Yakkha

1 Pertold, O, — Ceremonial Dances of the Sinhalese, in Achiv
Orientalini, vol, No. 2. p. 218 seq.

-~
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cults of South Ceylon. Police Kolama (the Policeman),
Hewa Kolam (the Combatants), Anabera (the King’s
Crier), his wife Non?i Akka,*Pedi Vidane (the Dhoby),
Lencine, his wife, Mudali (the Mudaliyar), Raja and
Biso (the King and Queen), Hetti Muna (the Chetti),
and Mahatmaya (the, Westernized ‘‘gentleman”) are
some of the many comic characters in Kolam. Each
mask highlights the distinctive attributes of the several
types.

Characters whose part gives scope for much comic
acting, as the Anabera Kolama and his wife Nonci
AKkka, evoke a variety of*emotions strikingly caught in
the *changing nuances reflected in the lively mask in thg
course of the varied movements of these two figures.
Though of set features, these masks develop a mobility
harmonising with the jocular actjpn of the comic
characters. In tHe alternating light and shade of the
lurid torchlight that lits a rural scene, masks gain in
liveliness and dramatic®effect in the thickening shades
of the evening when the play as a rule finds its greatest
vent. This mobility of expression abundantly manifest
in the course of acting and dancing is the highest testi-
mony to the technique of the Kolam mask.

In this respect, the art of the Kolam mask has some-
thing in it which recalls the Noh masks of the masked
dance-play of Japan, which dates from the early days of
the fourteenth céhtury. These Noh masks convev a
wide range of expressions, and delicate shades of feel-
ing. The art of the Noh masks with the lips carved
half open, enables the actor to convey different feelings
by different turns of the head, a subtle quality seen in
the acting of such essentially comic parts as the Ana-
bera Karaya and Nonci Akka of the Kolam.

2. KALAGEDI NATUMA

An example of a folk-play which has its origins
in folk religion is the Kalagedi Natuma or Kalagedi
Sellama, the popular dance-play of the maidens all over
the Sinhalese provinces. Performed by groups of
young girls, the play has a charm all its own, with
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pots flying in the air from hand to hand, pots dexte-
rously projected up and down, or thrown about across
the stage. Today it is lafgely a play staged by school
girls at seasonal festival celebrations.

The distinctive features of the play have inspired
poets to compose verses which reveal the picfuresque
setting of the play and of its gay participants. Verses
of this character — the Sinhala Kavi — are among
the main elements of the folk literature of the
Sinhalese. One such composition is the “Kalagedi
Malaya”, “A Garland of Kalagedi Verses”, in 68
quatrains by an unknown poet. (Catalogue of, the
Sinhalese Printed Books in the Library of the Bri-
tish Museum by D. M. de Z. Wickremasinghe, p. 106.)

These verses embody a graphic description of the
play and its déstinctive, spectacular appeal. The
ritual and sacred background is revealed in a number
of effective lines. These recall the dedicafion of the
play primarily to the Sun God on the eve of the New
Year Day, the National Day par excellence of the
Sinhalese:

PS

wBREDY gYdie 9IB DG IS
sremesy s sY el &
géem® HEeenRSE enic &
Saecsy €O®eCHd E&% @& )

Select pots at the auspicious fime
On the New Year’s Eve;
Let maidens gaily attired, with jewellery

bedecked,
Blow into the pots and dance.
CEwO & €¢8wsY Tie o &)
e @0 BB O e &’ o
&ERewsY ¢dud ¢ ¢ o &)
DEw E@5Y 20 686 awec’ G

Pay homage to the morning Sun God,
Homage to the Goddess of Earth,
And begin the pot dance, to the sounding of the
drum
- With due salutation to the audience assembled.
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The spiritual basis of the play is further continued:

BAnm o O® wﬁgsf e 8¢ G0
@ ®» 0 D05 068 88w0 & &%)
Do ,obeisance to the Buddha, X

And invoke the blessings
Of the four Gulrdian Gods (Satara Varan

Deviyo).

Special stress is laid on the selection of the pots.
These have to be of the, same size and shape. Pots
useds at the present day are brass pots, which have
‘given it the alternative name, Chembu Dance. It has a°
traditional place in the Kandy Esala Perahera; the
players here are men in women’s garb, throwing up
~ the brass pots and catching as they come down, one of
the many -folk arts 1n this sacred Perahera . pro-
cession.

The traditional technique of the play prescribes the
making of the pots of the rlght composition of clay.
Pots are selected of uniform Size and quality:—

co’ £@end &3 @q ﬂd?s cem
B BeCr BDECHR DIBE (Gl yVop)
gy SO PEensB enid CH)
857 semmiBsy g 880 6% cE2®

Get pots moulded of the right clay
And select the pots desired;
And let the dancers each

~ Blow into them with joy.

The jofous exuberance of the players is among
its marked characteristics.

cO® s com ede §ahd
@@o@q D¢y Bwlst waed &
edce Oi8x ewme gusE BEe
2Bn gedsx 203 ve BR®

Qe
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Maidens of beauty in bright sari appaxelled

Pronouncing sweet words of love,

Appear before the #ssembled,

Matching scenes of divine dancers in Tusita
heaven. ]

6ds 68T wm def 8 @o &
8w e85 ce Bowd tad
0 Fw nl nad 808
20D 68 ¢dd »e ERe

00002

In sweet and rescnant tones, the dancers smg

With people assembled all round e

Recalling scenes resplendent, in the world of the
Nagas

Of'N agaloka footmg out the dance

Gaped DE5Y @eE DEE (Glakop!
SNB BCE co® D ¢b Coxs
Re8 8 om &5 5 S D (Glak]
Bd® ®Ew o & ¢l (Cleakon)

Wearing glowing golden necklace

Hands ornamented with shining bracelets,
Sari ends cover the golden breast plates,
And pots held in both hands are blown into.

0 on Ozt og 00z AV 8
g o DEE 95y 6d )% 6g 3]
exmes gesieI 88 W0y 3]
e o8 mew oo YD I 8

Resplendent like the full moon is the face of the
damsel;
The audience applaud.in tune with the tinkling
bangles;
Eyes brightened with finely made salve;
Pot in hand, she comes for the dance.

c ¢ Beb we sy Oce

¢ oeg aed o 28

q D0E 8¢E @i1Ew oD
g 0oBB »g e Bust 8
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Bright as the full moon rising in the east,

- Sounding the bangles adorning their hands,
Tresses flowing "and garlands round their necks,
Youthful damsels pose selecting their pots.

D8 Bleam ¢ §C & O
Aéewm 86 ETDexnE coO®
a0 O ced @e L, | OB
BEES mewm 08 6CCh (oY)

In a circle they stand

With the flowing hair; 5

Holding hands, they«dance in graceful steps;

*In rhythmic harmony moving, blow into the pots._

. O ecB) RRbews) Den 6v
L9, DEE CoB c16wY G CHm
Res@ DY BrEw WE 63 -
cticd mog BB 08 625 &3

RVRRS!

In varying tunes tkey blow,

Their flower buds of breasts, with sari ends
draped;

Rukul bangles in both hands

And shining gold necklaces; they are a feast to

the eyes.

guee 6cdcwd O8w WEsI =Y
CEuEEIGD §RD B35 heanl D =F
BHEVE® ced A BSY O b
gc c® e Eonsy g EMDYD =

May gods of the heavens illumine,
May the goddess of earth protect our land,
And may the four Guardian Gods guard us,
And grant us a triumphant dance display.

Blowing inside the earthen vessel on New Year Day

- has a deep symbolism and significance about it. Breath,
in early cultures was synonymous with the soul. The
first breath of a new born child fills it with life, It was
held “that the soul was drawn into the body with
the first breath at birth”. Breathing by priests on the
sick and diseased is a phenomenon that still prevails.
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The psychical value of breath is obvious in the sono-
rous and mystic sound of expiration that accompanies
the chanting of charms®and magic. Jesus breathing
upon his disciples when inspiring into them the gift
of the Holy Ghost (St. John—20), aptly conveys to us
the spiritual values of breath.- From the tidie of the
Vedic Aryans, high religious ard spiritual values are
associated with breath, and Yoga is imbued with the
importance of regulating and controlling the vital
breath.

The water pot has inspired folk dances in different
parts of India.! The tribes of Madhya Bharat, the Ban-

~jaras have the Lota and the Saundarya dances. In the
Lota dance, “women balance pitchers with water on
their heads”. In the Soundarya dance, “women form
two rows facingreach other, swinging back and forth”.
This finds some reflection in the Sinhalese play of Kala-
gedi Natuma with the maidens swaying and reeling in
rhythmic steps and forming themselves into patterns of
varying groups.

An ancestral play of the South Indian pastoral tribes
and shepherds, was the Kuda Koothu, the Play of Pots,
in which the players “gave vent to their exuberance of
joy”’, as the Cilappadikeram? tells us.

It is part of the story of the origin of the Dance play
of Pots, in general, that it may have found its source in
the gathering of village maidens at the village well,
and the open air baths in tanks. Water sports and
frolics generated in rural life may well
have developed into the Kuda Koothu of early Tamils
1and the highly refined Kalagedi Natuma of the Sinha-
ese.

3. LI-KELI, THE STICK DANCE PhAY

The striking of sticks, is perhaps the simplest form
of an instrumental accompaniment in rhythmic dance.
‘Widely prevalent in different parts of India, it is known

1 Folk dances of India, Publications Division, Ministry of In-
formation and Broadcasting, Government of India. p. 28,
2 Cilappadikaram, Swaminatha Iyer’s Edition, Madras, “Peri-

yalvar Tirumoli”, 2.7, Commentary.
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by different names in different regions. In Kerala, it
is Kol Kali, the Play of Sticks; in Tamilnad, it is Kolat-
tam, Stick Dance among the mest popular of the group
plays of the school girls. In parts of North India as
in Bombay and Rajastan it is Dandiya Ras. In the Sinha-
lese provinces it is Li-Keli, the Stick-play, and it finds
distribution all over the Island. Its sacred asso-
ciations and its spectacular appéal, have given it a
place of its own in peraheras and in Buddhist ceremo-
nial processions generally. In these festival proces-
_sions, groups of boys rangeg in distinctive and colourful
groups are a pretty sight. In peraheras, occassionally
we find antique patterns of the play, an index to thes
variety of forms that the simple stick-play has generated
in the course of the ages. At competitive shows, and pro-
grammes oOf plays*sponsored by Conmlmunity Centres,
performances of li-keli are conspicuous, played ‘by
groups of girls from différent schools. At these shows,
we see the form of the stick-dance known to the Tamils,
as the Pinnal Kolattam. Chords or ribbons of different
colours are wound round a central post. The free ends
of the chords are held by each of the players, who go
round the post striking sticks, winding and un-winding
the strands in the process of their dancing movements.
The little sticks cligk in rhythm as the skirts of the gay
girls flare and swirl to the lilt of song. :
A folk play of sacred associations, many are the gods
invoked in Li-keli songs:—

“May meritorious Sri Vishnu

Shining resplendent like the golden Meru Mount

Blesg, us and bestow favours;

May evils all be dispelled and kings protected;

May Sri Vishnu accord us leave to do the stick
dance.”

Invocations are addressed to god Kadavera of Kadira-
pura, Gods Natha and Saman of Samanala Giri (Sri
Pada), and the Lord of Sages, Dipankara:
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“Cutting six sticks of the same tree

Choose six boys of equal height

With acknowledgements to the preceptor

Let us form into two groups and play the stick
dance” 4

A progressive orientation of folk arts with ‘the funda-
mentals of Buddhism is evident in the invocation to the
Buddha, Dhamma and Sangha:

“Taking refuge, first in the Buddha,

Next in the Dhamma

Third, in the Sangha; * >
May goddess Earth permit us to do our steps’.
“Attaining Buddhahood

After much meditation;

The Earth trembled with the snovement

And the Brahmaloka; - g

From thenceforth began,the stick-dance”.

“Mounted on the horse Kantaka,

Prince Siddhartha left home to practice austerities;

On enlightenment, the elephants of the danta clan
danced in joy.

Kantaka came from the city

To the sea-port “Sinhapura”;

Let us start the dance, “danta gatam” first

With the “Devaraja Vannama”.

The players are pictured stepping from the high land
to the low:

“Bowing in reverence to the sacred Bo-tree
We turn back, and
Face each other; =
May Bo-Pattini give us permission”.
“Pay homage to the sun god, that rises in the
morning,
To the moon god that rises in the evening,
. To our parents who nurtured us,
And dance, so we may attain Nibbana”.
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Rural and romantic “scenes are occasionally
pictured:

“Anchi Tudiya”, I'saw aftér handling the
Talampota, ,
And beating the tom-tom of a bottle gourd,

May you unravel, clear in thoughts,
Who the maiden is,*adorned with
Beauty specks, seated on a spike in the field”.

“Seated on a chair with rings on her fingers
And hair bedecked with flowers,

With cloths worn in a fold, of colour blue,

Thy golden body, is worth five thousand

And thy waving hands are those of a goddess”.

4 THE RAB_AN AND RABAN NATUMA

Nothing is perhaps more typical of the buoyancy- of
the folk mind, or illustrative of the recreational life of
the rural Sinhalese women in particular, than the
Raban, the large single-faced circular drum of the
villages. .

The term “Raban” admits of a two-fold division, the
large drum played by Sinhalese women to the singing
of the Raban pada. the accompanying folk songs; and
the group dance-play, the Raban Natuma, largely of
South Ceylon, playéd by men.

First to claim our attention is the Raban play by
women of the villages. On festival days and joyous
 domestic events, the Raban is brought out, and its skin-
covering tempered over a fire. Installed on a high
stand, women range themselves round it, sitting on low
stools or seated on their haunches, and sing the raban
pada to vagorous drumming with their outstretched fin-
gers. Raban play is particularly conspicuous in the
villages on the New Year Day. Nothing rings out the
old and rings in the New Year in the village, as playing
the Raban.

Among the many scenes of Raban that abide in my
mind, is the one on the picturesque occasion of the
ceremonial reaping by the Premier, the late Right
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Honourable D. S. Senanayake, of the Pokkali har-
vest, in the fields of the Negombo Dutch Canal, fields
experimentally sown *with sgline resisting Pokkali
paddy seeds. As the pageant of slow moving barges
which conveyed the party, entered the mouth of the
wide lagoon, resonant raban-drumming isSued forth
from the occupants of houses-by the bank of the canal.
At the shamiana erected to receive the distinguished
gathering were women ranged round large raban
drumming and singing a vociferous rural reception to
the Premier.

Typical examples of Raban songs are the following

~ collected from Veyangoda of the Western Province:

In tall, tall trees are long, long leaves;

Leaves in the trunk are cut;

Twenty five leaves from the top of the trunk;
Twenty five, dear fellow, twenty five.”

Alla, Malla leaves and Gandapana leaves,
With small pieces of “pittu”, are for women;
Aramala, tiramala,-tekka kundan

And rice cooked from hill paddy, for men.

The Idda flower and-a wreath of flowers, Donta
Kapiri Ta;
The red lotus flower and a.wreath of flowers,
Donta Kapiri Ta;
~The Idda flower and a wreath of flowers;

The red lotus and a wreath of flowers, Donta
Kapiri, Donta Kapiri, Donda Kapiri Ta;

* Tirikita Singho
Dirikita Singho
Tarikita Singho, Dirikita Singho, Tak Singho,
- Dik Dik Singho, Kunda Kuna Kundat Ta.

Gold in the land on the other side

Gold in the land this side ;

On the land that side and on this side
There is gold to the weight of an elephant.
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Seated on either side of the verandah

Women extract oil from the flower of the “Rasa-
kinda’ creeper, °

And bedeck their halr Wlth beautiful flowers.

O golden female b1rd, O golden female bird
Where is the golderi male bird?

Takkita Tarikita; it Ifas got capght at a house,
And now found in the prison at Kannanpila.

If the highland is enjoyed, so let it be ;

If the lowland is enjoyed, so let it be.

If \both the highland ar?d lowland are enjoyed,
So let it be.

Carrying on their heads winnow
With the rind of jak fruits, =
Women tether tattle, Tetei Tei;
O Women, tether cattle.

Though fried in oil it is a wild pigeon

Though fried in milk, it is a wild pigeon ;

In whatever it may be fried,

Whether oil or milk, it is the self-same wild-
pigeon.

Women tether cattle near the bakery at Panadure
Putting a “madu ” creeper, round the neck
They cry “Indok”, “Indok”!

Takka Don Don

There have bloomed teak flowers

O friend, look now, O friend, look here,
Flowers are bent towards the road.

The red pumpkin (creeper) bore fruits at the
top
* The red pumpkin (creeper) bore frmts at the
bottom;
Small, small pumpkin fruits are borne
Both on the top and bottom.

1 Sounds uttered in driving cattle.
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May the learned forgive, if there be any faults,
Let us play Raban for the (New) Year,
As in the early days. "

Young men sit and play raban,

Young women group around commercing raban
lay. i

All play Sural in competition;

Some repent, standing still.

Today is pre-nuptial day tomorrow the nuptial
day;

Curd and honey is glven at the wedding, Worth a

country.

Taking rice from “ Hamban Vella ”

Fish from the sea shore at Modera

Gathering faggots from the Cinnamon Gardens
O mother, I shall comé without delay.

The seven merchants of Bengal
Discoursing together,

Purchase merchandise to the value of Lanka
And dance to the fune of “Runda Takita”.

Few, few, are the babblers

Many, many, are the magpies;

A handful and a handful of thin coral
Enough the quantity of spices.

Surrounding the wedding house
They play Sural

-Warming two rabans they come out. _

Although (you) may have a sip of toddy and
arrack,

Kill a dog or two per day ;

And come hither renouncing your village lands
and household,

(You) cannot obtain employment as a foreman,
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There are hares in the bush of arrow grass
There are hares in the bush of red grass ;

The sound of rabam spreads in the ten directions,
The hares fly from the bush.

O Pasrot, (pettappu), may you come from high
and high o

O parrot, may you come from the ground and the
ground;

O parrot, may you come to eat “ Pittu ”’;

Stay not but come from Petangala today,

Takkita Tirikita “Pettappu.”

Why do you want tender oranges,

Why did you gather tender oranges ?

Putting the large fruits in the bagsof tender coco-
nut leaves

Give the tender oranges to the girl.

On the other side of the land,canes are cut from
the talipot palm ;

On this side of the land, canes are rent from the
talipot palm ;

Slender Cochins flee carrying banners;
(They) row boats in Hoipura (in Kalutara).

Here O sister, are betel leaves from trees,
Here O sister, are betel from the vine,
In our house now, we always chew tender betel.

The Takkita Tal Veddah who lives under the
rock in Ahala Kaditta
Shot a_deer now, keeping his foothold on the rock.

O Menike, come for the dance today

And be rewarded with three Tumba flowers, a
handful of spices and two kernels of groundnut,

O fellow, although I may earn and earn ;

I am not given to eat, O fellow ; nor am I allowed
to stay.
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These crows, a black crow perched on the top
A white crow eats, perched on the ground .

In between, a young cobra-spreads its hood;
Punchihamy stays at home playing Raban.

On the top of the hill and in the centre of the city
stands the pinnacle, - =

High is the mountain Pidurutalagala ;

To the golden dagoba studded with blue gems

A glimpse is seen of the holy foot print on
Samanala.

Who oh! who is it thal quarrel? :
The aunt and uncle quarrel; .

Why oh! why do they quarrel ;

They quarrel over the tobacco stalk.

From the foregoing specimens’ of verses in Raban
songs, their engaging simplicity is obvious. Sensitive
touches of domestic life or of Man in relation to Nature,
are the scenes graphically presented in these folk songs,
in a style of their own.

We shall now presknt some of the main features
of Raban Natuma, the Raban Dance-play, of South
Ceylon and elsewhere. .. It is a play solely of men, who
dance in close rhythmic movements holding in their
hands Raban of handy size to which they give many
an artistic flourish in the course of their dancing.
Panegyric verses and jataka tales set to music, are
sung to the rhythmic drumming by the bare fingers.

Balancing feats have been skilfully incorporated in
the play. With the Raban finely poised on the tip of
sticks long, short, bent, or crooked, with the other end
resting on the hand or on different parts of the face,
the forehead or the chin, players grouped together
exhibit their dexterity in balancing feats. The more
skilful of the lot are the elderly, past masters in the
art.

The dancers have a showy dress; a large turban
on the head, a mante cloth round the loins, set off with
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a silver girdle chain of two or three links round the
waist, ear pendants and gigiri bangles on the hands and
feet. - -

A background of sacred legends invest the Raban
with an interest of its own, revealed in the following
verses fregly translated :(—

Lying on his bed onesnight

Iswara had a dream ; 2

In the morning the God

Directed his steps to the woods, adze in hand.

Regaching the centre of the forest,

Iswara cut a piece of wood from near the root
Of the sandalwood tree.

Sweet scented.

Taking note of she markings Ly
The God, selected a block of wood
And measured its girth

A wheel round, Iswara made of it

And put it on his shoulder ; :
Stretching over the rim a fength of skin,
Iswara adjusted it with care.

Pulled the stretched skin ll-round,
And round the rim fitted

Golden bands ; *

And brass nails over these, he fixed.

Three long days

It dried in the air

Three days after

In the right hand was held (the instrument),
‘“ Bakuvajjamaya .

Everything about the Raban is holy. On the wheel,
abides the Sun-god who shines in golden colour bearing
the five-fold arms. In the leather covering, the deity
‘““Ramasri” resides, casting glances. The deity
Pattiagara casts glances at the leather belt. The deity
Viraksha casts his glances about the sixty brass nails.



1 SINHALA NATUM

Four sounds are distinctive of the Raban.  Tat,
the first sound originated in the beginning of Maha
Kalpa and produced ip the ajr. Following this came
the sounds Dit, Tom and Nam. These four sounds
were given by Maha Brahma to Iswara who played the
drum after he made it. o

5 RUKADA : THE PUPPET PLAY

An ancient art that shows signs of revival as a folk
art today, is puppetry, the play of puppets. In lands
of the East where it prevailed as a traditional art in
China, Java and Malabar, it was intimately allied to
religious worship. The particular form of puppetry
with sacred associations is the shadow play, using
puppets of leather. Puppets in the Pavakoothu, the
shadow play of Malabar, are of the skin of the deer,
termed Olapava, “of the thinness of the cadjan leaf.”
The Tolu Bommalattam of Andhradesa is a play of
rural entertainment, staged in open air theatres. The
leather figures are of fine skin, of the deer or goat.
The figures are coloured. Except for this distinction,
and the fact that in Malabar it is not a secular enter-
tainment, inter-linked"as it is to the cult of goddess
Bhagavati, the technique of the two arts seems prima-
rily to be the same. The themes in either are drawn
from the sacred epics.

In a Tolu Bommalattam performance of Andhradesa,
in front of the stage hangs a white cloth screen. Behind
the screen, on either side, are two lamps. The players
stand behind the screen and deftly manipulate the
puppets against this white background. Silhouetted
- against the white screen, the puppets enact their
several roles.

In Andhradesa, puppetry very possibly tqok different
forms. Puppetry in the -round, is not evident in
Andhradesa today. That it did not exist earlier, we
cannot be positive. Not many years ago, a simple
form of Bommalattam, was practised by Telugu
mendicant women going from door to door in Madras,
carrying a well-dressed figure in the round, about a
foot long, in the garb of a danseuse. As one woman
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approached a house she would uncover the doll from
- its wrapping, and sing. As she sang, she would work
the doll, which kept the.tale with its tiny hands.

The Madras State Sangeeta Nataka Sabha has stimu-
lated interest in the wealth of the folk arts of Scuth
India. In dts annual programme of performances of
South Indian folk dances"and plays, among the attrac-
tive features, is the Bommalattam, the play of puppets.
The marionettes in the Tanjore Bommalattam, are
figures in the round gaily coloured, appropriately
decorated in the costume and trappmgs of the charac-
ters represented. The puppets are worked by black
strings~held by skilled craftsmen standing behind a
dwarf screen.

The puppetry of the Sinhalese, is named Rukada.
(Plate 9). How far back the art goes, we cannot be
positive about. - From its present standdrd of the tech-
nology of the art, it evidently has had a long period of
growth from initial stages-

A medieval reflection of the art may perhaps be read
in the passage of the Cuiavamsa,* describing a festival
held by Parakrama Bahu II in celebration of the trans-

" fer of the sacred relics from Jambuddoni to Sirivad-

dhana. The precincts of the monastery at Sirivaddhana
were decorated with “rows of figures of Brahma, that
danced in line holding white umbrellas and were
beautiful because they were worked by a mechanism,
with diverse-hued mechanical figures of the gods which
moved to and fro with hands folded before the brows,
with rows of mechanical figures of horses which ran
hither and thither and possessed the grace of rows of
raging waves of the sea, with elephants wearing the

ornament of elephants, which were (likewise) mecha- -

nical figured feigning to be clouds descended to the
earth”. This description finds reproduction in the
Pujavaliya? In this depiction, two or three factors
stand conspicuous. The figures are not static but are

1. Culavamsa, Ch, 85, 15—18,
2. Pujavaliya, p. 695.
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in active movement. The figures are mechanised and
the mode of working, mechanical.

Another relevant passage in the Culavamsa®'speaks
of ‘“leather dolls”, in describing the system - of
espionage in the domains of King Gajabahu, started by
prince Parakramabahu of the province of Ruhunu. It
is stated that the prince “made such as were practised
in dance and song appear as people who played with
leather dolls and the like”. This passage is strongly
reminiscent of the observation that is often made, of
interrelation of the arts of dancing and puppetry. A
specimen of this inter-action is spotlighted in the
observation: “If the shadow play has taken from the
real dancers the convincing gripping truth of life, the
dance has borrowed from the shadow theatre, the
coercion to move the limbs in silhouette so to speak,
“dancing as though moved by another’s will”. The
reference in the Culavamsa does not warrant us to
speculate how the people played with leather dolls, or
whether any form of shadow play prevailed in the
medieval days.

The passages in these chronicles are not as explicit
in details as one-would wish. In giving a general indi-
cation of the place of puppetry in the life of the people,
with something of the characteristics of the art, short
of a fuller account, the sacred chronicles conform to
the restrained and self-controlled tone followed in
speaking of the spectacular social arts. From the
diffusion of South Indian influences in the other spheres
of Sinhalese art, it is very likely that puppetry too may
have found its way to Ceylon in the Middle ages.

The term Rukada is not sufficiently connotative of
the play of the puppets. An extended form is Rukada
Natuma, which nevertheless is not in common vogue.
The term certainly harmonises with the naming of
Sinhalese plays in general, names which end in the
suffix, keliya or natuma, play or dance.

1 Gulavamsa, Ch, 66 - 133,



SINHALA NATUM . 105

Whether in India or Ceylon, puppetry finds expression
only in certain localised areas. In Malabar it is only
in a particular place in South Malabar where it actively
prevailed. In Andhradesa it is an art of the Bellary
district where one of the places is named after the art,
Bommalattapalli. In Ceylon, it is a speciality of
Ambalangoda, an area which has a reputation for
another colourful folk art the Kolam, the art of the
masquerade. :

For an account of the puppet play of Ambalangoda,
we may best turn to the graphic description by Sarat-
chandra, reproduced below with acknowledgements:

“There are about five troupes of puppet players in
Ceylon at present, and all of them are at Ambalangoda.
These troupes display great skill in the manipulation
of puppets, but in the arrangement of their stage, their
scenes and the costumes of the puppete, they need to
reach a higher degree of refinement before city
audiences can be made to take an interest in their art.
Even the puppets themselves could be constructed so
as to enable them to move the limbs more freely than
they do now. Present-day puppets are round and from
three to four feet in height. They are manipulated by
means of strings tied to a plain horizontal bar or two
bars fixed crosswise and held ifi hand. A raised plat-
form serves the purpose of the stage. This is divided
into two wings and a tentre. The wings are constructed
so that they form an angle with the back of the stage,
opening out towards the auditorium. The centre
recedes further back forming a small cubicle. This is
used as the audience-chamber of the king, where he
sits in state on his throne and summons his prime
minister at the beginning of each play. This cubicle
is known as the pattirippuva. These three divisions of
the stage are fitted with dark back-curtains. The pros-
cenium arch is so constructed as to give the stage a
height of not more than four feet. The pattirippuva
and side-wings are fitted with separate drop-curtains
which can be rolled up. At the back of the stage is a
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circular railing about six feet in height standing imme-
diately behind the wings and pattirippuva, and from
railing there projects backwards a ledge, a foot high
from the level of the floor of the stage.

Puppets are shown on all three divisions of the stage,
but not simultaneously. While one division is being
made ready, the show contirues in the ofher. The
players stand on the ledge described above, and lean-
ing on the railing, manipulate the puppets from behind.
Their hands and the strings are not seen on account
of the low proscenium.

The orchestra, which nowadays consists of a sera-
phina-player, violinist, and tabla-players, sit facing the
- stage, with their backs to the audience. They strike
up a tune, and presently the curtain of one of the wings
is rolled up, and a puppet representing a dancing girl
does a dance en the lines of the ‘“Bombay dancing”
that was once a popular feature in the Colombo theatres.
Next are introduced the jester and the Sellapille of the
Nadagama. They dance, however, mostly to the
rhythms of the tabla and not to the rhythms of the
maddala. The puppets are dressed in the costumes
which these character§ originally wore in the Nada-
gama. Only these two stock figures of the Nadagama
appear on the puppet stage. The maddala and horana
of the Nadagama have now been dropped, on account
of the influence of the theatre. The characters are not
presented any more in the conventional Nadagam
style, with the Pote Gura describing them before their
eniry on the stage. The use of drop curtains makes
this unnecessary. The chorus, however, sings from'
behind the stage as the puppets dance. Traditional
Nadagamas, like Vessantara and Ahalepola are popular
among puppet players, but even in these, a large num-
ber of typical Nadagama songs are now dropped and
songs composed to Hindustani tunes have been substi-
tuted in their place.

It is very likely that the puppet play migrated to
Ceylon from South India where it exists in a form which
is quite similar to ours. The puppets are manipulated
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in the same way by means of strings tied to bars held
in the hand, and the players, similarly lean forward
against a ralhng behind the_stage. South Indian
puppets are round, like’ the Sinhalese ones, but much
more skillfully carved than ours. The players attach
puppet strings to their turbans as well, and since Sinha-
lese players do not wear turbans, we can well under-
stand why this method kas not been adopted here.
Puppet players in South India use similar operatic plays
as an accompaniment to the puppets, based on episodes
from the Ramayana, and Mahabharata, and, very likely,
adapted from the Tamil Terukkuttu.

The .puppet play, although of recent origin, has
acquired the position of a Folk art, since puppetry
already occupied a place in the village organisation.
Besides, the puppet play was the one form of enter-
tainment that was not open to the objections brought
against Nadagam and Kolam. Since no human beings
took part in it, it did nof receive the censure of the
serious-minded, like other dances and dramatic enter-
tainments with their buffoonery and unseemly be-
haviour. It could be seen too, that manipulation of the
puppets demanded a practice and skill which was not
readily associated with drink and other vices. Hence
the puppet play, with religious~and historical themes,
could be used like the dancing Brahmas and gods
of Parakrama Bahu’s.time, even on occasions like Pin-
kamas and Vesak, to call forth religious emotion in
people. For all these reasons it survives as a folk enter-
tainment to which many other entertainments have
given way, and which is capable of developing into a
very popular dramatic form in our country.”

6 THE VADIGA' PATUNA

Vadiga Patuna! is one of the folk dances of South
Ceylon, the region which has preserved a number of
ancestral dances and folk cults of the Sinhalese. Today
it is a showy dance-play within the large category of
the folk arts of Ruhunu (the ancient name for this part
of the Island). Players wearing the typical South
1 See also Part II, Ch. V.
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Indian dress of the bifurcated dhoti, the lower gar-
ment and large ornate turbans to match (Plate 10),
the Indian ancestry of the dance is most striking, the
only dance-play of the Sinhalese in purely South
Indian costume. <

Vadiga is obviously derived from Vadugu, Andhra-
desa, the land which has had profound cultural in-
fluence on the arts of the Sinhalese. Cilappadikaram
speaks of a distinet division of the dance named
Vadugu, obviously a regional classification denoting
the dance of the Andhras. Vaduga or Vadukam is “the
country to the north”, in relation to the Tamilnad to
the South, and applied to mean “the modern Telugu
country”, the country of the Vadukas who spoke a
language called Vaduku.”?

That Vadiga Patuna had its rise in a ceremonial
dance intensely magical in purport, is among its many
interesting features. Saratchandra tells us that Vadiga
Patuna is today featured as an interlude in demon
ceremonies lasting a' whole night of which Dahata
Sanniya is the most typical example, an interlude,
“introduced with the purpose of entertaining the
audience and keeping them awake.” I herein re-
produce the description as Saratchandra gives it: “The
Vadiga Patuna dramatises the arrival in Ceylon of
Brahmans well versed in the exorcist ritual of Huni-
yam.? It begins with the entry of two (sometimes more,
the required number being seven), men dressed in
Indian dhoti and turbans, who dance, for a while, to
the beat of the drum. After the dancing, the two
of them converse with each other and indicate to the
audience that they have arrived from India and are
curious to know the customs of this country. Presently
they see that a ceremony is taking place. and go to
the spot. The exorcist who'is conducting the ceremony
spies them and speaks to them, but realising that
they do not understand Sinhalese, finally addresses

1 Kangasabai, V: “The Tamils eighteen Hundred Years Ago”,
‘Madras, 1904, pages 29 and 104.
2 Suniyam and Huniyam are alternative forms.
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them in Pali. A great deal of fun is provoked by the
inability of the Brahmins to understand Sinhalese and

by the

mistakes they make as a result of their

ignorance of the language of the country. When they
discover a common medium of conversation, a dialogue
of the following nature ensues between the exorcist

and the

Ex:
Br:
Ex:

Br:
Ex:
Br:
Ex:

Br:
Ex:
Br:

Ex:

Br:

v ExX:

Br:
Ex:
Br:
Ex:
Br:
Ex:

87-E

Brahmins:

Why have you come here?

I like to know what is happening here.
This is a sacrificial ritual (yaga homa
kammam).

For whose benefit are you doing it?
For the benefit of the patient.

What is he suffering from?

He is suffering from the effects of the evil
eye, the gvil mouth, and ~certain other
charms. It is for these in general that this
ritual is performed.

What is the structure that I see here?

That is the atamagala orthe suniyam vidiya.
What demon or god do you seek to appease
in this ceremony?

In this ceremony we seek to appease the
demon Suniyam Yaksaya also known as
Oddi Suniyam Devata, born of the king Oddi
Vadiga in she country of Oddi Vadiga.

O, indeed, is that so? I come from Vadiga
myself. Would you let me too, perform a
sacrifice?

Well, yes, I don’t see any objection to
that.

Are there any cats here?

Y®s, here is a cat.

O, how horrible. Then I must go away.
Please don't. We will get rid of the cat.
Will you let me see the patient?

Yes, certainly. (The Brahmin goes up to the
patient and examines his pulse).
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Yes, I can see that he has come under the
influence of a kodivina-

You seem to know the science of examining
the pulse. -~ ¢

Yes, I am an expert in it. I should like to
perform this ritual now. But, what will you
give me in return?. I must at least have
something to cover up my travelling ex-
penses.

What do you want travelling expenses for?
You told me that you were only passing this
way. >

I am prepared to do it only if you can give
me fifty rupees.

No, no. We cannot give you anything. If you
succeed in curing the patient, we might con-
sider rewarding you for it.

I am agreeable. Well, then, let ms start the
ceremony. (Here thie drummer begins to beat
the drum, and the Brahmins dance for a
while, mutter incantations over the patient,
and depart.)’™

The intensely ritual and magical import of this cere-
monial dance is revealgd in the thirty two verses of
the yet unpublished manuscript in the collections of the
Colombo National Museum Library;

The Seven ascetics
Coming from the country of Vadiga

Performed a yaga
Brought from Vadiga patuna in times gone by.

The Yaga was performed in the name of the king
In languages, unmixed Sinhala, Magadha, Sanskrit
Pali and Tamil 5

And in the eighteen languages.

Thus did the ascetics perform the yaga
In languages, Gurulu, Telugu
Pattadi and Tamil
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Thus was the yaga performed in the name of
the king,
With stanzas
Mantharams, Kavdca.

The Brahma Yaga was performed

By reciting verses in the Yaksha language;
To the Tamils in this manner

Was the Tamil language used.

The eighteen languages

Were thus used;

The verses at the epd of the book
Were in the Andi language.

Composed it was in Nagara (Sanskrit)

By the Thera Maliya;

That day it was recited, in wnmixed Sinhala
language.

This pure book .

Found within the golden cave;
The demon seeing it

Kept watch over it. o

Powerful Pilila yakkas
The Oddi yakkas and the Suniyan yakkas
All these demons stood around the book.

Demons such as “Rama giri”

And those of the eighteen languages
Including Tamil and Sinhala

Thus surrounded the book.

At the outset Tamil was spoken

This aeon came into existence in the morning;
The ymga was performed in the Vadiga language
Together with armlets and charms.

Thus was the Vadiga patuna recited,
By the four Guardian gods;

The book was called Vadiga Patuna
When it had to be named.
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When the gods plotted against Prince Malsara
This book reached the country of Vadiga
And came into the possession of the line of

~

ascetics. 7 %

Such was the origin, e
The seven ascetics having come,
Wrote the dapana in Sinhala
In the city of Malsara. ©

At the beginning the verses are in Sinhala
Thereafter, in the Tamil language;

In the centre of the book

The verses are in Anci language;

The Vadiga patuna was rehearsed
By the gods Sakra, Brahma, Iswara
And Vishnu Maheswara, ;

And the Sages. A

They speak the eighteen languages; .
The book is worth a thousand

And it contains twenty four stanzas;
These are charms for the “Aravali”

There five hundred “Dapana” and “Abina”,
Seven hundred verses,

Three hundred Tamil “Dapanas”

And five hundred “Ashta Kavici”.

Gods on that day, thus 2

Sang verses of the Vadiga Patuna;

Gods brought this about

That the people of the world may be protected.

Bearing the golden style in the right hand
God Sakra

Wrote in Nagara charaecters on that day.

And kept (the book) in the golden rock cave.

The book was guarded

By the four Guardian gods,

The Demala (Tamil) Pilli demons

And the Vadiga and the demon of sensuous
pleasures.
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Offerings were made to the chronicle, of
Nine leaf-cups each of blood and rice,
Jasmine and campak flowers,

And rice with five kinds of fried flesh.

Goats and fowl are tethered;

Offerings made of gold, and

Flesh of the gaur;

And pigs and sambhur deer too tethered.

These several were the offerings made,

And the door of the'library opened;

The chief of gods saying this, granted authority 5
And assigned the book to the demon.

The Buddha aeon having duly passed
The sage Gautama attained Buddhahood;
There they assembied

And fled that they may reassemble.

The ascetics of Vadiga Pura that day
Saw the library;

And offering a lakh

They obtained the book®

From that day* onwards

The powerful Vadiga Patuna came into existence
On that day the ascetic performed a yaga

On behalf of Prince Malsara.

May the vina and bandana disappear
And the sensuous Vadiga demons come hither
By tfle power of Vadiga patuna

May the devil and perati disappear.

May the demons perform the dance
In respect of eight hundred joints
Nine hundred veins

And three lakhs of hair on the body.
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May the demons with burning heads perform
the dance 2

And come hither making -the heart tremble

O, the demons, may you come :

So that the “Abaragiri Bandana” may disappear.

May the Sun dance

And gods of the earth and sky;

Let the four corners of Mahameru dance

0, demon, come hither, that you may be subdued.

I shall offer fire in order that the demon may
tremble, "

The “Henagini Mandala” may dance, 5

The portal of Yama may come hither

And six hundred parts of flesh in the body may

' disport.

~



CHAPTER VII
THE DANCE IN THE CULT OF THE GODS

Folk cults of rural Ceylon are among the most
respléndent sights of the Island. Vital in the life of the _
villager, they serve a two-fold purpose. Intensely pur-
poseful as they are to the participants (the aturayas)
they are entertaining and recreational,to the villagers,
and to the spectatbr in general. And they have a
cohesive value in the life of the people, and deserve
well of the society, at ledst on grounds of their values
of social integration, as for their contribution to a
distinctive line of traditional arts, which an organised
system of folk cults has fostered over the ages.

As facets of folk religion, these folk
cults may perhaps be begt understood viewed
against the background of the universal
concepts of religion in human societies. We cannot
be positive what Yhe religion was of prehistoric
Lanka, though we have some sidelights in the
Mahavamsa, as the one that speaks of Pandukabhaya
as the king who year by year offered sacrifices
to the Yakkas.!

Ravana, reputedly the Lankadhipati of prehistory,
was himself a devotee of God Siva, as Ramayana
picturesquly describes. This may perhaps be inter-
preted in terms of his genetic heritage, as the son
of the ascetic Vishravas, by the daughter of Sumali, a
Rakshasi. Such incidental allusions apart, it is

1 Mahavamsa, Ch. X, 87.

115
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reasonable to presume that the religion of the early
ages of Lanka, conformed more or less to the general
pattern of religion in ~early societies all the world
QVer.

Early in the history of mankindg, religion and magic
were inseparable, so that we may more properly speak
of a magico-religious complex than of a religion. In
general “all socially recognised dealings with the
unseen, is religion”. The germs of religion are evident
in the rituals and ceremonials early man devised so
as to befriend the unseen forces. Folk cults as a rule,
whether in primitive or in ffiodern traditional societies,

~conform to an institutionally organized system, subject
to regional variations as in the different parts of
Ceylon,

The magico-religious phenomena have both an
internal view and an external. The internal view
attempts to discover the meanings and values of the
several rituals, ceremonials and charms. This demands
painstaking studies into the meanings of the cere-
monials and of the associated legends and songs.
Externally, are the forms that the ceremonials have
steadily developed into over the ages, the several
manifestations presented to outside view.

For a working classification, we inay divide the
entire field into Social and Personal. As phenomena of
social life, we have numerous institutionalised cults,
seasonal or periodical for the general welfare of the
community held at different rural centres. This answers
to the basic idea that the good of the community is
the test of religion. ‘
~ In the second class are the series of ceremronial cults
designed to counteract evil influences in particular
situations or passing crises in the life of an individual.

Now for a brief mention of some of the terms devised
by anthropologists to denote the stages of primitive
religion — terms which have served as pigeon-holes
for preliminary classification and steps for further
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studies. First in the series stands Fetishism, a word of
African origin (Portuguese Fetico, Latin—Facticial;
charm), — a word shich prevailed for a century
" —the worship of a Fetish, an inanimate object
- endowed with divinesor magical power. This term has
steadily been replaced by Tylor’s Animism, with the
appearance of his “Primitive Culture” (1871).
Beginning as “belief in the universal animation of
Nature ”, it was extended to cover spiritual beings of
a lower order, each with an independent personality.
This definition finds general application to the hierarchy
of spirits that enliven the entire range of Sinhalese
folk tults.

We are not much concerned about the rest of the®
categories of world religion or of the theories that have
followed in their wake.

The cult of the vast hierarchy of thé minor gods, and
spirits opens up a vast field of rituals, with the dance as
an essential or accessory*accompaniment of the rituals
and ceremonials. The field is so extensive that, for the
purpose of the present study, I have limited myself to
four of the more typical cultsesthe Kohomba Kankaria,
the cult of the ancestral Kohomba Gods of Kandyan
rural scene; the Bali, the cult of the Planetary deities,
the cult of Goddess Pattini, th®e popular goddess of the
rural folks and the cult of Devol Deviyo.

The Dance in thase differs with the different cults.
In the Kohomba Kankaria, the Ves, the most spectacular
of the Kandyan dances, finds magnificent display. In
the cults of the goddess Pattini and of Devol Deviyo
the dances are of a different order. The movements
are more restrained than in Ves, in keeping with the
ceremonials of the cult.

1 KOHOMBA KANKARIA
THE CULT OF THE KOHOMBA GODS

The most resplendent and spectacular perhaps of the
several folk cults of the Sinhalese, though not so widely
known as the more popular ones, is the Kohomba
Kankaria of the Kandyan villages, the elaborate series
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of ceremonial dances and rituals, centering round the
incurable malady that afflicted King Panduvasudeva
(466 — 414 B.C.). # ”

When Vijaya banished Kuveni so that he could
marry the Pandyan princess froin Madura, her rage
was such that she resorted to black magic and charms
designed to kill Vijaya. The story is that she took the
form of a leopard and attempted to enter the bed-
chamber of the King. On this being foiled by counter
charms, she created a flaming tongue of crystal and
extended it where Vijaya lay. The Minister, who had
foreknowledge of the charms, cut off the tongue and

_placed it in a golden vessel and showed it to the King.
It then took the form of a leopard and fled away. The
King did not recover from the affliction that followed,
and passed away without any issue.

The Divi Dos (the evil caused by the leopard) con-
tinued to perplex King Panduyasudeva who succeeded
Vijaya. Divine intercession revealed that the only
person well versed in the magical lore and practices
that could cure the King of the spell of Divi dos, was
the King Male of Malabar. At this time in the country
of Malabar, were living three brothers born respectively
of Kusa grass, the Blue iotus and the Mother’s Womb.
When it was resolved to get King Male to Lanka, Rahu
was persuaded to entice the King to leave his home
and to land in Lanka. Rahu took the form of a wild
boar and began to devastate the King’s garden. The
three brothers of Vaikuntha prasada, and a host of
Veddas gave chase. King Male followed the course of
the hog to Lanka, where he landed at a place called
Santana Adaviya. At this place, King Male struck the
hog with his golden sword. Thereupon the Hog turned
into stone. This disclosed to the King that it was
something prearranged by the gods.

The ceremonial dances and rituals were soon set
on foot. The site where the elaborate ceremonials were
held is said to be the present location of Maha Megha
Vana of Anuradhapura. Sixty-five sheds were built
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there. Golden and silver archways, and archways
of plantain stems were erected. The effect of the
whole proceedings, was such+that the King was fully
cured. s

In a land of ceremonials and rituals, Kohomba Kan-
karia is manifestly the most exacting of the folk cults
of the Island. To confoxm to the traditions, the Kap,
the ceremonial post, has to be planted three months
ahead. The cloths for the dancers’ costume, are given
to the washermen seven days prior to the day of
the cult. The washermen are remunerated by twelve
Kadas of provisions, each® Kada consisting of 5 mea-
sure$ of rice, 5 coconuts, a bunch of plantains and 1
pumpkin. e

On the site are erected two cadjan thatched shelters,
a store-house (gabada) and Yak ge,the dance hall.
This latter is belieVed to follow the dimensions of the
traditional dance hall assumed to have been originally
erected in holy Anuradliapura, 40 cubits in length.

The master of the ceremonies, the Gambara Yak-
dessa invites the Mul Yakdessa and a band of twelve
Yakdessas. The latter are detailed, six to work outside
and six within the maduwa. Those within, prepare
the altars (yahana) both big and small (the aila),
collect and store the coconut o0il, make torches of
cloth rags (pandam) and pound the paddy. Those who
work outside go and fetch the articles needed. The
supply party proceed in their collecting mission (pol-
bulath yama), dressed in white and wearing “Mukha-
vadam”, the mouth-gag, bringing the vegetables, yams
and plantains—Keselkan Kapima-

It is singular that Kohomba Kankaria should show
variations in their cultural content as in details of
rituals arld ceremonials .Jn different regions. The
account given below follows the sequences of dances
and rituals in a highly elaborate presentation held on a
day in September 1950 at a Kandyan village:

Before twelve noon, the ceremony of pebath yadi-
nava, the ceremonial offering of rice at the yahana,
the high altars, started the day’s proceedings. The
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insignia of the Gods, the symbolisms and the weapons,
are ceremonially conducted from the devale in the
village to the Yak-ge, the- dance hall. The
pettiya, the box of the dancers’ regalia,the abaranas
of the Mul yakdessa, and the Mul bera-karayas are
also accorded a place in this ceremonial. »

At the Yahana, offerings are placed of a variety
of dainties and delicacies. These include Pan miriya,
(a cut king-coconut), palaturu (fruits), hakurupol,
(jaggery and coconut), cooked rice with hatmaluwa
(the vegetable curry of seven ingredients) ratambula
(salad of hibiscus flowers) etc., fish or wild boar flesh
curry; Kevun (oil-cakes); roti (the round cake of rice
“flour) ; telka (coconut oil sedimented extraction) and
mellun, of green plantains sliced and cooked dry.

At about 2 p.m. pupils under training perform the
Melayi Yakkun Natwma, the prelude to making offer-
ings of food—rice, coconuts, pumpkin, a fewl, a leg of
wild boar at the aila (the minor altar), erected
twenty yards from the main altar. The dances and
the ceremonial offerings occupy about three hours.
By now the Yakdessas will have robed themselves in
white piruvata and their ornamental accoutrements.
All assemble in their panoply with the drummers on
either side. At the mdin and minor altars, lamps
and torches are lit.

All is set for the long series of dances and cere-
monials of the night.

The first is the invocatory dance, the Yak-anuma, by
the full troupe of dancers. The devas are invoked
in dances of the most potent and vigorous character
to the resounding drumming by the array of drum-
mers.

In the Aila Yadima which follows, the ‘names of
the gods are intoned individually and severally, with
a narration of their respective pedigrees. The Asne
yama, literally the “prayer-moment”, is a long drawn-
out course of dances. Each of the yakdessas dances in
circular formation (the Vattam), vying with each other
to show off their virtuosity to the utmost. Yak-tumpade
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which follows is a group dance by four of ‘the senior
yakdessas noted for their professional skill. These
dances are sacred to a'trio of gods. The three include
two Kkings, Panduvas,and the Malaya Ra}a The third
is designgted the Muni. His 1dent1ty is not specified.

The dance of the “Gury Gods”, is the Guruge Malaya.
The Guru gods so named are Maha Guru and Kuda
- Guru. In the invocatory verses, the latter is featured
as Kasi Nanda Guru, the Guru from Kasi, India. An-
other of the Guru gods, is the Soliya Guru, the Guru
from Soliya (the Chola land). These obviously are
the deities from outside Ceylon, deities perhaps en-
grafted into the hierarchy of the cult in the course of
the ages.

A dance performed before the high altar (the
Yahana) is the Kol-paduva, prelude to the Dunu-
malappuwa, *the dance with bow and arrow by the
mul-yakdessa, the chief of the dancers before the
yahana.

Offering of a ceremonial shegf of betel leaves to the
gods, with rhythmic and controlled steps, is Bulath-
Yakuma or Yahan Dakima. The Mul-Yakdessa re-
verentially offering a jug of s&ffron water respective-
ly at the Yahana and Aiylas (the main and subsi-
diary altars), to appropriate dance steps, is the Pan
Vadime Natuma.

Dancing all through the Yak Ge (the dance hall)
with the lighted torch in hand, setting aflame in the
course of the movements, handfuls of resin, is Dum-
mala Natuma.

Fanning the gods with a cloth in the process of
dancing, is*Pavan Saleema: At the close of this dance,
offerings are made to the Kadavara Yakka.

A dance in honour of god, Viramunda is Polmal
Natuma, with the polmal (coconut inflorescence), in
the dancer’s hands.

All the Yakdessas dancing, four at a time, is the
magnificent dance, a series called the Avaduma.
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Panduvas Kattia Natuma, and Vijaya Kattia Natuma,
are dances in pantomime, one following the other,
featuring stories of Kihg Panduvas and King Vijaya.

Incantation to the hog (Ura) with offering, under-
lines the highly expressive danéde, revealing the ani-
mated look at the sight of the Ura, the hog. The dance
(Dunumal Akkama) is a dramatisation of the episode
of Sakra, conventidnalised as god Kohomba in the
language of the Kohomba Kankaria, the god who took
the form of a hog and ravaged the garden of Malaya
Raja. The hog, in hot pursuit by the King, covered
enormous distances. ReacHing the margin of the sea,
it jumped over to Lanka, at a site which has come to
be known as Santana Adaviya, as the Rajavaliya has
it. At this point, the King struck a blow with his golden
sword, as the legend says, and the hog was turned into
stone. Dunumeal Akkama and Yammam Paha, drama-
tise in frenzied dances, the King’s adventurous chase,
with the King closing in upon the hog.

The entire series of dances are so designed as to
fall in an ascending sequence reaching their apex
in the strikingly dramdtic scenes of the central theme
of the story, the pursuit of the hog by the King who
finally comes in close .and effective contact with the
animal.

The sun is already rising high up in the heavens as
these scenes are staged, brightening the region
all round. At this stage of the story, something of a
scene in a lighter vein is danced, the five yakkamas, a
dance in pantomime in which the Veddas are featured.
Though rather comic in execution, a serious touch
probably a modern ascription, is given to this scene,
spoken of something of a truce, a mediation by King
Male in the affairs of the State, to bring about concord
between the vanquished Yakkas, alternately styled
the Veddas (who, it is believed, are in direct lineage
from the Yakkas), and the Sinhalese monarchy just
taking roots in Lanka, the Yakka homeland.

A dance by all the Yakdessas, is the Kokomba Halla
Natuma, dances of thanksgiving to the gods.
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Either before this, or immediately following, is
the Gabada Kolla, the pulling down of the Gabada
the stores shed. Every one helps himself to what-
ever is left of the provisions, and the shed is set fire
to. Destruction of temporary structures raised is a
normal feature in the cult of the Goddess Kali (an
aspect of Bhagavati) in*the rural tracts of Kerala.

The closing scene in these long drawn-out rituals
and ceremonials is the Muwva-mala-vidima, (“shooting
the plantain bud”). This is in the nature of dispelling
the evil influences, the gxternal manifestation of
which, is believed to be popularly noticed in a bunch
of the plantain fruits in which the fruits are not in
a continuous series but separated by a length of bare
stalk. The ceremonial “Shooting of the Bud”, dispels
the evil. Following the ritual shooting by a ceremonial
bow and arrow, the whole bunch is thrown away.

The most"elaborate of, all the propitiatory dance
rituals of the Sinhalese rural folks, Kohomba Kankaria
is so expensive an undertaking that the performance
is a rare event today.

To the mysticism underlylng Kohomba Kankariya,
has been added another interpretation of the festi-
val, more material than myStic. A political colour
has been attributed to these ceremonials by Sedara-
man.! This may here be briefly outlined. According
to this view, the Hetapas Mangalaya was instituted
by the three Rajas of Malayala to bring about politi-
cal peace between the Sinhala King and the Yakka
Chieftains. To this great conference, Yakka Chief-
tains from eighty Yakka strongholds were invited.
Among these are named Atalagala, Kotalagala, Kok-
kagala, S3ndagirigala, Mudagirigala, Mulgirigala,
Dodamvatukabala and Hunasgiriya. Alternatively
these chieftains are addressed as Veddas:—

1 This interpretation does not seem to have been yet published.
It is here included with acknowledgements to Sedaraman,
who gave this view in the course of a personal discussion I
have had with him.

-
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O come Ye Veddas of Atalagala, Kotalagala and
Kokkagala,
And Ye of Sandagirigald, Mudagirigala, and
Mulgirigala,
From Ramasine, Dodamvatu-Kabala ang Badulu
Oya, Come Ye all,
And from Uduveyana, Rangalle and Dolos Bavila.

The Vedda chieftains are introduced in the cere-
monial of Aiyla Yadum. The Hetapas Mangalaya failed
of its purpose to effect a truce. A deputation of
twelve chieftains was then formed. These are severally,
Kohomba, Alut Kohomba, Parana Kohomba, Valiyak
deviyo, Viramunda, Irugal Bandara, Kande Bandara,
Kalu Bandara, Mani Maniyan Vahamse or Amparapati,
Kotuvattu Ra]éﬁya Maha Guru, Xuda Guru, Melliyi
Yakku, Kadavara Yakku.

In the Kohomba Kankaria, each of ‘these Chief-
tains is ceremonially presented In this deputation
three main groups are regarded as represented. The
Bandaras are Kuveni’s people; Veli Yakka, Ambarapati
and Kadavara are from India. Maha Guru Kuda Guru
and the rest, aré minor aborigines of the Tsland. The
Malaya Klng declared that all these chieftains should
live in concord and unity and eat and live together. The
Malayvala suzerain also confirmec¢ that this Kohomba
deputation will be responsible in future to maintain
peaceful relations among the different groups.

2. RITUALS AND CEREMONIALS IN THE
CULT OF GODDESS PATTINI

Of all the folk cults of the Sinhalese, the dne that has
the closest links with South India, is the cult of goddess
Pattini. From the time Sengottuvan, the King of the
Cera Kingdom of South India, consecrated the first
Pattini temple with an image of the goddess sculptured
from a block of stone brought by the king in person
from the holy Himalayas, Pattini has been the
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favoured Goddess of the Sinhalese. At this, the first
installation of the goddess, Kings of the neighbouring
kingdoms were present. Lanka was represented by
King Gajabahu (174—196 A.D.). These events are
chronicled in the Cilappadikaram, the Tamil epic
singing %he story of the Cilambu, the sacred anklet, the
symbol of Pattini. Thg consecration of the goddess
under the joint auspices of the neighbouring monarchs,
was a unique event in the social and cultural life of Cey-
lon as of South India. Ceylon traditions agree that King
Gajabahu on his return from South India, brought with
him the insignia of the goddess and inaugurated the
cult®of Pattini in Ceylon. Pattini found a receptive
soil in the Island where legends multiplied round the
central theme. -

At Navagamuwa, a village about 25 miles from
Colombo, is the ancestral seat of the goddess, who
has- shrines distributed all over Ceylon. Une of these
is the Pattini Devalaya vf Kandy and the goddess has
her allotted place in the scheme of the Kandy Esala
Perahera.

The insignia of the goddess are replicas of the
sacred anklet in conventionalised designs, and the
large ceremonial mango fashioned in bronze, a reflec-
tion of the legend of the bifth of the goddess from a
mango. In the Pandyan king’s orchard was a mango
unusually big in size. Perplexed at it, the king decided
to get it down, and ordered his marksmen to aim at it.
The king’s men failed in their attempt to bring it
down. - At this moment god Sakra appeared in the
guise of an old man, and pleaded with the king to
allow him to try a hand. The old man shot an arrow
and the mango fell, split in two — within it was the
baby goddess Pattini, the Amba Pattini, Pattini born
of a mango.

Other legends speak of Pattini’s birth from a variety
of sources — the Water, the Flower (the Demata
flower, genelina asiatica), the Rock, the Fire, the
Shawl and the Elephant’s Tusk. These seven forms
are collectively termed the Sat Pattini (the Seven

~—
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Pattinis) named severally, Jala Pattini, Mal Pattini,
Sirima Muni Pattini, Gini Pattini, Orumala Pattini and
Teda Pattini. Legends speak toc of her descent from
the Naga’s Tear Drop and the Dew Drop. She is
endowed with a Naga jewel, the Naga Manickam and
she has a vase of flowers in her hand. 7

Incidents and events relzting to her mythical
origins are ceremonidlly dramatised in the course of
a night’s propitiation at the seasonal celebrations held
at selected rural centres. At a central spot is erected,
an enclosed structure of bamboo and cadjans, 60 feet
by 20 feet,the Gam Madu. At the entrance fo the hall
are erected three flower altars, the Mal Yahan, for
offerings of flowers. Adjacent to these is planted a high
post of the arecanut palm stem, suitably decorated. On
the top of this is.lit, at the appropriate moment in the
course of the ceremonials, the Kala Pandama, the
Torch of Prosperity. Inside the hall are a number of
altars. Dominating the scene, and situcted centrally,
is the high altar, the sacred torana, ful' - veiled by a
white cloth curtain. %

Such in brief is the technology of a Gam Madu, the
ceremonials of which last a whole night. An air of
mysticism pervades the.arena, lit up by a number of
flaming flambeaus, and flickering flames of oil wicks at
the several altars heavily laden with-flowers, fruits and
offerings of food, in an atmosphere charged with the
scent of burning incense. The dominating figure in the
entire ceremonials is the Pattinihami, the Kapurala,
the priest in the outfit of a woman, a frilled sari, one
end of which is thrown over the shoulder and a jacket.
A white scarf covers the head. The feminine apparel is
possibly reminiscent of the early days, when a real
priestess conducted the cerenionials of the cult of the
great goddess of feminine virtue and chastity. The
Pattinihami has a number of boy attendants dressed in
white, a red sash round the waist and a white wrapper
on the head.

The several stages of the devotional rituals in the
long drawn-out ceremonials are occasions for dancing
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in well modulated and measured gait. The narration
of the episodes in the life of the goddess, sets the pace
for the ceremonials. The Pattinihami enlarges on the
glorious landmarks of her life and the benefits to be
gained by pleasing sthe goddess. A small procession
presently comes to view, heralded by preliminary
drumming, the ceremonial bringing of the coco-
nut oil to feed the lamps.. The oil is carried
in a tel-gotuwa, a receptacle formed of the
leaf sheath of the arecanut palm, on the head of a
devotee under a white canopy. The Pattinihami
receives the oil and consecrates it to the chanting of
prestribed verses, moving as he does so, towards the
high altar in rhythmic and slow dancing movementss
Similar processions are staged in taking the oil to each
of the other altars. Fed with the consecrated oil, the
lamps burn with a brighter glow. The lamps at the
high altar.are dedicated to Pattini, and those at‘the
minor altars, to Gods Viishnu, Saman, Vibhishana and
Kataragama, and to the minor spirits Bandara Deviyo
and Dedimunda Devol Deviyo. Invocations are
addressed to these deities fox divine aid, guidance and
blessings on the aturayas.

On the conclusion of the incantations, the “Solu
Liya”, the cane of Dedimuilda Devol Deviyo is con-
ducted in procession to the high altar. Legend has it
that Pattini triunfphed over Devol Deviyo when the
latter attempted to land at Sinigama, by the sea. At
Hikkaduwa, she created seven mountains of fire so as
to obstruct him, but was finally prevailed on to confer
a Varam (boon) enabling Devol Deviyo and his re-
tinue to land ashore.

The ritual of the Solu Liya, is followed by
Pandam® Paliya, the Torch Dance to the accompani-
ment of drumming. Harmonising with his measured
steps, Pattinithami inflames large quantities of resin

1 Aturaya is the general term for a sick or suffering person
for whom a protective magical ceremony is performed. At a
Gam-madu all the people assembled are aturayas seeking the
grace of goddess Pattini for protection against disease,
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powder in propitiation of God Kataragama. As the Torch
Dance reaches the climax, the Kala Pandama, the
Torch of Prosperity is lif and planted at the top of the
lofty arecanut post at the entrance to the maduwa.
The Kala Pandama burns all through the night and
sheds its holy illumination over the entire village.

Buddhist influences find some orientation in the pre-
sent day folk ceremonials. As the Pattinihami moves
towards the high altar, verses are intoned in praise of
the Buddha. In like manner two of his attendants
chant praises of the Dharma and the Sangha.

A series of dances follow. Advancing, danacing
towards the high altar, Pattinihami gently removes its
white curtain veil. This reveals to view the magnificent
torana, 'the high altar. Brilliant in its perfect propor-
tions of vertical “and horizontal strips of the plantain
stem, it is an eloquent testimony to the creative
artistic impulse that folk religion has generated over
the ages—a gabled structure with a series of gables
symmetrically disposed, parallels of which are hard to
find in the context of folK cults on the Indian mainland.
The name torana generally signifies an ornamental
arched gateway, the clasrical example of which is the
Sanchi Makara Torana. What would normally have
been a central open passage, is ~covered so as to
provide a sanctum sanctorwm, within which to deposit
the sacred insignia of the goddess. The whole structure
in essentials is a sacred shrine in miniature. To
resume our narration of the rituals, turning to the
assembled devotees squatting in front, the Pattinihami
with the folded curtain cloth in hands waves the cloth
in the direction of the devotees squatting on the floor.
This symbolic blessing is the ritual of Salu Selima,
the ritual fanning with the curtain cloth removed from
the sacred high altar. The torana is now sung of in
descriptive classical Sanskrit verses chanted in expres-
sive tone, dancing as he does so—the ritual of Toran
Paliya.
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As the Toran Paliya is concluded, the ceremony is
conducted of Deviyan Vadamavanava. This highlights
the rituals. The sacreq insignia of the goddess arrive
in procession from their abode in a temporary shrine.
The Pattinihami danges the full length of the ground
with crowds of devotees on either side. Advancing in
well timed dancing strJdes, the Pattinihami receives
the anklets and bracelels and deposits them on the
high altar. This is the time for offerings of food
(muruthan) to the gods. Oil cakes, sweets and fruits are
brought ceremoniously and the Pattinihami places
them on the high altar agd the minor altars to the
singimg of consecratory verses (stotras).

The ritual of Mal gehilla follows, a dance with sprigs
of coconut flowers in hand, danced by two of the
attendants. At the climax of ‘the dance, one of the two
gets into a trance of spirit possession, “the influence of
“dummala distiya”, in the process of his igniting the
Tesin.

The Amba Vidamana (shootmg the mango) comes
next. This commemorates Pattini’s birth from a
mango, already told. Two maggoes made of brass are
suspended by a string near the high altar. An archer
in the god’s attire comes with bow and arrow and
shoots at the string. The mangoes drop down.

The comic interlude of Ali Allanta Yanawa (Going
to Hunt the Elephant) is the next. In the trapping of
an elephant, a man appears with two long coconut
leaf sprigs for tusks, to the singing of verses. Pattini-
hami cuts the tusks of the mock elephant.

The interlude gives place to the last but one in the
long drawn-out series — the ritual of Fire Walking
(Ginipaganava). Within a square enclosed by the leaf
stalk of the plantain is a _quantity of live embers. A
length of cloth curtain (tiraya) held in front marks
off the place. Pattinithami steps forward, washes his
feet in turmeric water, fumigates them with incense,
jumps on the live coals and tramples them for some
minutes. Coming, he rushes before the high altar and
bows down in adoration.
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The dramatic appearance of Gara Yaka in his
colourful mask in the Aila Padinava, the swinging
ritual, is the finale of the ceremonials. In the centre of
the hall are planted two strong branches of the goraka
tree. Spanning them are two cross bars, one below
the other. On the upper sits Gara Yaka, the playful
and jesting Yaka of the Sinhalese folk cults. He
swings forward and backward“to the tune of drumming
and intoning of verses. After he has entertained him-
self and the beholders with his antics and frolics, he is
handed a tray of offering of Kiribath (rice cooked in
coconut milk), oil cakes and plantains. He eats with
gusto, the voracious yaka that he is, and dismounts
from the aile. He gets hold of a lighted pandama
(torch). With this in hand, he strides over the arena
projecting handfuls of powdered resin, which ignited
by the torch goes up in flames and.smoke. This is the
concluding event at almost all the folk cults.

A ceremonial feeding is mow held, the Deiyanne
Dane, in the name of the goddess. All those who sat
through the whole proceedings are given a meal of
rice and vegetable curries served on plantain leaves. A
symbolic offering of the food is first made to the gods.
A receptacle of plantain leaf (kehel gotuwa) is taken
round. Each drops a handful of rice for feeding the
CrOwWS. .

Pattini today is the sole goddess of the Sinhalese.
Her counterpart is Kannaki Amman of the Tamils. In
the several legends that have evolved round the cult
of Pattini, we have glimpses of her complex character,
of the precise nature of which we have little knowledge.
In the reflections of the past, are legends of goddesses
who have faded out of the social setting of Ceylon.
One such very possibly is the legendary Ratravali sung
in Ratnavali kavi of the Rodiya, an analysis of which
is included in my first study of the Rodiyas.! Ratna-
vali is here revealed to have been a goddess once
1 Barnet L. D: Guide to Sinhalese Folk-lore 19, 17, pp 86—87;

Raghavan M_D: Cultural Anthropology of the Rodiyas,

Soplia Zeylanica vol, 6 Part I,pp. 102 — 106; and Handsome
Beggars, the Rodiyas of Ceylon, Colombo, 1956,
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worshipped in the North Central Province, the
goddess who occupied a grove of telembu trees at
Anuradhapura, cut down by King Dutugemunu to clear
the site on which was erected the famous
Ruanvelisaya Dagobas»—

“Covet not the Telembu tree, I so esteem,

Oh! King, do not Yhink evi];

Prosperity do I bring thee, with blood flowing
like the waters of the Ganges;

Oh! King, erect in my name, the Golden Dagoba.”

That Ratnavali as portr3yed in the song has attri-
butes of goddess Pattini in her role as Kali has been
suggested by Nevill!

The minutiae of her cult: “the references to her
worship in a sacred, grove of trees, her braided bluish
tresses, her resplendent figure, the continuous dancing
movements strings of pearls, incantations against
diseases, her fearsome necklace, her triumphal pro-
gress, the house-to-house visits accompamed by drum-
ming, the rejoicings of the Naga world, and the
offerings of flesh and blood floWing like the Ganga”, all
these are unmistakable as strongly reminiscent of the
cult of Goddess Bhagavati in, the shrines of Kerala.

For earlier signs, we may turn to the Ramayana.?
Hanuman searching for Sita in the wilds of Lanka,
encounters Lanka Sri, “the Deity who presided over
the capital protected by Ravana, she of monstrous
aspect, who barred the way of that heroic son of
Vayu. Emitting a great roar, she challenged him,
saying, “Obedient to the mandate of the magnanimous
Ravana, the King of the Titans, I guard the city......
I am the city of Lanka itself. None may pass me,
yet, if any should contrive to enter here, he will soon
fall under my blows, deprived of his life breath.”
How that day saw the last of Lanka Sri, and forecast

1. Nevill, Hugh: the Taprobanian, Vol. II Part III 1887, p, 88,
footnote.

2. Hari Prasad Sastri: The Ramayana of Valmiki, Vol III,
Lanka, 1957.

* anm
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the doom of Ravana, are matters which Valmiki
narrates. Here what concerns us is the classical name
Lanka Sri, the Deity of Lanka, the goddess who
identified herself with the very city of Lanka.

Lanka Sri and Ratnavali are nothing more than
legends of the past: Nevertheless they are-of value,
as indications that Ceylon over the ages has not been
without its own goddesses. It is only the label that
varied. At least from the days of King Gajabahu of
the second century A.D., Pattini has been a most
favoured goddess of the Sinhalese. There is contem-
porary evidence of the acti~ze prevalence of the cult in
the days of the Kandyan kingdom, as Knox' tells us.
Today it prevails widely in the villages and in the out-
skirts of the city of Colombo.

To & certain extent, it is a link between the aurban
and the rural folks. Evidence of “this may be found
in the propitiation of the goddess at a Gam-
madu already narrated, and in the domestic rite
of the Kiriammas. The latter finds a brief description
in my studies: “The Pattini cult as a Socio-religious
Institution,” in the Spotia Zeylanica. (Vol. 26 part 1).

The Kiriammbts are seven women, symbolic of
the Sat Pattini, (the seven Pattinis), the seven forms
of her allegorical descent, already recounted. The
women who for the moment, are the seven Pattinis
duly come, led by an elderly man the Kiri Appu.
Held in fulfilment of a vow. Kiri Appu and the Kiri-
ammas, intone incantations in propitiation of Goddess
Pattini invoking the blessings of the Goddess to safe-
guard the family against future visitations of infectious
diseases.

A line of study that interested anthropologists of a
few decades ago, was the possible correlation of the
cult of goddesses to the society in which Goddesses
dominated, and the question was posed how far

1. Robert Knox: An Historical Relation of Ceylon (1681), pp.
157, 158.
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matriarchal societies have goddesses. A classical
example is set by the Bhagavati cult of matriarchal
Kerala, where Bhagayati was the dominant deity,
much more so than it is today. Evident traces of a
matriarchal social alignment may be found in the
Sinhalesessociety of the medieval ages.  Nevertheless
the co-existence of matrigrchy and the cult of the god-
dess does not entitle us to draw general conclusions.
The strongest factor against such a generalisation is
the status of Devi in Hinduism, the Female Principle in
Divinity, impersonated as Sakti, the complement of the
Male Principle, God Siva ,in particular. Devi is the
general term signifying female, the counterpart of
God, the consorts of the several Gods, each Devi bear-
ing a different name and distinctive functions in the
Hindw religion. !

Several symbolic® characters have @merged out of
the one multi-personal feminine principle, the Sakti of
Siva, variously designatel Uma, Parvati, Durga, Kali,
Gowri, etc. The ambivalence of the divinities is an
aspect of the sacred in Hindu religion, the benign and
the terrific, at once both loved®*and feared. An aspect
of the Goddess Pattini in her role as the controller of
infectious diseases is Mariamma of the Tamils. In this
particular function Pattini of the Sinhalese finds her
counterpart in Mariamma of the Tamils. In the
extended prevailing forms of the cult of Pattini we may
discern an integrated Aryo-Dravidian cult. Amma is
the Dravidian form of the Sanskrit Mata (mother). In
the characters of the Saptamatrikas, the Seven Mothers,
we have an evolved form of the cult of the divine
mother. The seven mothers of orthodox Hindu
mythology’ are “symbolic.of the seven maidens who
helped Siva by drinking the blood of the demon as it
oozed out of his body before it fell to the ground”.
Excepting the outward ceremonials of the Pattini cult,
we have not gathered much of the background of the

1. G. S. Churiye—Gods and Men, Bombay, 1962,
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cult, several aspects of which remain obscure. Vestiges
of the cult of the Saptakannyakas (the Seven Maidens)
have been observed among certain tribal groups of
the ancestral North of Ceylon, on which Nevilll en-
lightens us.

~

3 THE WORSHIP OF DEVOL DEVIYO

The practice of the worship of Devol Deviyo is
widespread among the Sinhalese of most parts of
the island. It is almost inextricably inter-woven
with the Pattini cult. @A Devol Maduwa, which is
the particular mode of the »vorship of Devol Deviyo, is
as much a Gam-maduwa which is the method of

— propitiating goddess Pattini. Even from their legend-
ary origins the two deities appear to be closely
associated with each other and, therefore, it appears
quite natural that they should be WOrshlpped together
at the same ceremony.?

Devol Deviyo was one of the seven sons born
on seven consecutive days to the seven queens of
King Sri Ramasingha of Kuduppura city in India.
These seven princes grew up to be accomplished
youths but unfortunately became somewhat wild in
their behaviour. The unfortunate subjects who were
being harassed by them' complained to the King who
decided to banish them from the country. Accordingly
they were made to leave their homeland as traders
with a ship load of rich merchandise. The ship came
towards Lanka and as she approached the shores,
attempted to land at Panadura, Gintota, Unawatuna
and Uggalpitiya, but each time was prevented by
adverse weather, till finally she got wrecked. The seven
princes and their followers swam the seas for seven
days till God Sakra in his mercy created a stone
raft on which they took refuge. On this they sailed
to Seenigama which was sacred to goddess Pattini and
1 Nevill, H: The Taprobanian.

2 Raghavan M. D. The Pattini Gult as a Socm Religious
Institution: Spolia Zeylanica, Vol. 26, Part 1, P. 257.
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when they attempted to land the goddess created
seven. mountains of fire. Devol Deviyo however knew
how to get over this and thus they landed at Seeni-
gama. He then sought a boon (waran) from goddess
Pattini to receive offering on the same asana pro-
mising te cure all sicknesses in the land in return.
This was granted with the intervention of god Kata-
ragama. Devol Deviyo took up his-abode a few miles
away at a place which subsequently was called
Veragoda, where he showed his powers by planting
his walking-stick on the ground and making it grow
instantly. He is said to #®ave married a girl from
the village; she bore him a son.

The Devol Maduwa or the Devol Kankariya too
has a legendary origin. The first Devol Kankariya
was said to have Dbeen held to curg an incurable
headache of King Seraman of Seramanpura.! The
performancé was done py eight Brahmins who put
up a large hall, (maduwa), 90 ft. in length and 221 ft.
in width, gaily decorated with various pandals, banners,
tinkling bells etc. Inside were, also placed elaborately
decorated mal yahan — (flower stands) for Devol
Deviyo, Pattini and the Dolaha Deviyo. The Kapuralas,
duly purified after bathing and dressed in fresh white
clothes, commenced the ceremony with the “dalu
muru” i.e. consecrating each “Mal yahana” to its res-
pective deity. Next they danced the 14 Paliyas or
scenes such as the ‘Kalagedi Paliya’, ‘Kalas Paliya’,
etc. This was followed by the performance of the
eleven Yakkam, the ‘Panthis Kolmura’ and the singing
of the ballads regarding the lives of Pattini; then the
yaga on the Kurumbara thorana followed by the
‘gabada Kollaya'. The final item was the seth-kavi.
After the performance of this elaborate ritual it was
found that the King’s headache had completely
vanished.

1 The Reference here is obviously to King Cheraman Ferumal
of Kerala, another link in Sinhalese folklore with this
colourful Kerala King.
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In a modern Devol Maduwa the .general scheme fol-
lowed is more or less the same but of course vastly
condensed so that it can be performed in the course
of a single night. The ritual commences with the erec-
tion weeks ahead, of a kapa which is actually a “bara”
or vow to hold a Devol Maduwa once the sicknesses for
which the “bara” is taken, ‘are cured. Then at an
auspicious time, the place where the maduwa is to be
constructed is prepared for the ceremony. A new
Kapa called the Biso kapa is erected and at its southern
end, small sheds called the"“Yaga Maduwa” with “mal
yahan” for Pattini, Devol Deviyo ‘and the Dolaha
Deviyo are erected and decorated with tender leaves of
the coconut palm. In front of the “Yaga Maduwa”
and “mal yahen” are placed several “pun FKalas”.
Instead of a large shed the area in which the ceremony
is performed is enclosed by-stringing tender coconut
leaves, so that the people assembled could view the
performance from outside this enclosure. As the
evening advances the kapuralas are ready duly purified
and properly attired in white, some of the dancers tying
a broad red band round their waists. Two or three
“yak bera” are used to keep time for the dances. The
Kapurala commences with the “‘dalusmura” ritual.
At each “Mal yahana” which is now filled with flowers
and betel leaves the Kapurala recites incantations,
burning incense the while; in the background is a
single drummer keeping time. This is the method of
consecrating the “mal yahana” to its respective deity.
Then the dancing of the different “paliyas” com-
mences. Sometimes two or three dancers and two
drummers take part at once. Generally they perform
some vigorous dances which keep the crowd enter-
tained. However, not many “paliyas” can be per-
formed in a single ceremony. Then follow the Yakkam
during which the entire legend of Devol
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Deviyo and his miraculous performances are recalled
in song; then the mela pageema” or fire walking cere-
mony commences.

This ceremony is a somewhat elaborate affair and
certainly adds moveraent to an otherwise stafic drama.
A necessary prelude to this is the performance called
the “millagaha kepeema’ or felling of the milla tree.
(Vitex altissima). A milla tree brought from the
forest is planted close to the dancing arena (this is done
before the actual ceremony commences). A single
dancer with an axe on his shoulder followed by a drum-
mer &ances down to the milla tree. One or two of the
other Kapuralas follow, singing incantations. @ The~—
dancer then sprays turmeric water ‘‘Kahadiyara” or
‘Kahe pan’ round the tree and starts felling it. The
tree is brought in’procession to the arena, cut into
small pieces, heaped together and set fire to. The
dancer later tramples this smouldering heap or red-hot
coals in a frenzied dance.

Of course much of the glamour of ‘ fire walking’ is
lost in these performances as “the fire is only a very
small one reduced merely to a symbolic representation
of the real fire.

This is followed Qy a few episodes from the “Panthis
Kolmura” and the chanting of a few ballads of Pattini.
Then follow the “seth-kavi’ of the “seth-santhiya”,
offering blessings particularly on the sick people on
whose behalf the performance was originally started
and generally on the entire assembly present. This is
the penultimate act in the drama and is completed as
the day dawns. The final.act is an alms-giving in the
preparation of which the entire village participates,
after which invocations are made to God Kataragama,
Pattini, Devol and the Dolaha Deviyo to keep the people
free from sickness and generally to give them their
blessings.
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A Devol Maduwa is as much a social event as the
Gam Maduwa. Though activities commence for the
fulfilment of a vow of & single family which has been
stricken with illness, practically all the people in the
village are active participants. - They flock to the
maduwa with “panduru” (offerings) and “take the
opportunity to get their own vows fulfilled; they bring
their little infants "and get the Kapuwa to invoke
special blessings on them to keep them free from
disease. The vigorous dancing and the various episodes
such as the “millagaha kapeema”, the invocations and
chanting keep them alternately entertained or" awe-

— struck as they sit practically through the live-long
night.

-
= C

4. THE BALI, THE CULT OF THE
PLANETARY DEITIES

Literally meaning “ a sacrifice ”’, the Bali is a sacrifice
to the gods, a ritual offering with elaborate ceremonials.

The basis of the cult is the faith that the particular
graha under which a man is born, has a subtle influence
on the man all through his life. Each graha has its
specific deity. When a man passés through adverse
times and things go awry in business life or is afflicted
with an infirmity that baffles normal medical treat-
ment, the remedy is to propitiate the concerned graha,
or the whole group of the nine grahas, the NAVA
GRAHA BALIL

A Bali may be a ceremonigl devoted to theparticular
individual to whose benefit it is held, or to the entire
household or even to an entire village. Kinsmen,
friends and others interested lend a hand in the
successtul conduct of this time-honoured institution,
at once religious, domestic and social.
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The collection of essential materials engages the
first attention. Plantain stems are among the things
largely needed. Wherever a plantain bunch happens
to be cut, the stem i$ requisitioned. Another party
goes collecting flowegs of five different colours, includ-
ing the red variety largely needed. Coconut flowers,
and arecanut flowers ,are among the essentials.
Unopened sheaths of these are tut from the trees.
Plastic clay is needed in quantities to mould the Bali
statuaries, moulded in life size to represent the plane-
tary deity whose blessingsqare invoked. @ Moulded on
frames of arecanut palm strips or split bamboo, these
are gorgeously painted in bright colours of red, yellow,
green and black. Rag wick torches are required in
large* numbers. Clean rags are collected from the
houses near by. Powdered resin is another essential.
In his frenzied dancing, kandfuls of the resin are pro-
jected by the Bali edura against the uplifted lighted
torch, held in his hands. For the hat maluwa or the
curry of the seven essential vegetables, needed for the
offerings, the seven kinds of vegetables are stored.
Coconuts and limes, betel and betel-nuts, and raw rice,
are among other things collected and stored to be
handy in the rituals.» With several people preparing the
hundred and one things needed for the elaborate
ceremonials, the house is a hive of activity.

At one end of the compound are stood the Bali
statuaries. Facing them on the opposite side, is erected
a platform of areca palm strips, topped over with
string woxk covering of tender coconut leaves inters-
persed with mango leaves. Here the aturaya, the person
for whose benefit the Bali is held, reclines on a couch.

All who come to witness the rituals, or to help in
its preparations, are fed on this and the following day.
The women of the household strain every nerve to
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prepare the food and serve the guests who arrive con-
tinuously. As the evening advances, guests and
spectators arrive and settle at various parts of vantage
to view the rituals. Dressed in a white cloth with a
red cummerbund round the waist, and a girdle of
gleaming silver chain, the drummer appears. Preli-
minary strokes on the drum, cannounce that it is the
commencement of the ceremony. From behind the
stage, the sound is heard of jingling anklets, and little
bells.

First to appear is the Bali edura’s assistant. Dressed
in white tights, with pads of bells round his legs, he
displays his skill in tumbling and acrobatics. = The

~ ‘drummer in the corner calls the pace for the dance and
the acrobatics, and the boy in tights readily responds.
A series of somersaults, and acrobatic feats entortain
the spectators who await the chief priest. The latter
soon arrives from behind the stage. Dressed in a
bright red jacket adorned with fringes of tinsel and
coloured beads glittering in the blaze of the lights,
wearing white tights, anklets and bell pads on the feet
and a lighted torch in hand, his appearance is impres-
sive. (Text Fig.) All through the night he dances,
throwing in the process Liandfuls of the powdered resin
burning 'in bursts of flames and smoke. The drummer
suits his drumming to the tempoof the dance, from
a slow beating to a quick tattoo, just sufficiently, not
unduly loud.

The chants and the dance continue non-stop until
midnight. The chanting of the songs in rites of
exorcism now assumes a more resonant tone to the
throbbing of the drum. The chanting proceeds till
dawn, when the final stage is reached in the proceed-
ings. Dancing, frenzied in the finale of the dance, at
the close of the accelerated steps the dancer falls in a
trance flat on the ground. His assistant advances and
places on his chest, an ash pumpkin which he cuts in
two with a stroke of the cutting knife.
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Possessed of the very spirit, the dancer rises and
runs amock pulling down the several gadgets set up
for the rituals. He continues his rhythmic steps as he
does so, throwing handfuls of resin against his lighted
torch. Here now encé the ceremonials, signifying that
the evil $pirits have departed, often indicated by signs
of the crashing of a bramch of a tree near-by.

The aturaya, the patient, now leaves the couch on
which he was reclining over the whole course of the
rituals, with a look of weariness pervading the features
from the all night vigil, navertheless fortified with the
feelirflg that it has done him a world of good.

Songs in praise of the planetary deities sung by the—
assistant mark the concluding stage of the ceremony.
All r®tire to rest pntil the time appgroaches for the
mid-day meal, when the chief priest re-appears dressed
in a white costume and,his jingling pads. To the
chanting of verses in modulated tones, he dances lightly
until the mid-day sun reaches its zenith. The drum-
mers, dancers and the rest proeeed up the garden path,
accompanied by others bearing the clay images, and
the altars of offerings. Reaching the junction of the
roads, these and other stuff used in the ceremonials
are here deposited. A final chanting is here done of
magical verses, and as the sun moves away from its
zenith in the sky, all return home impressed with the
satisfactory performances of the ceremonials. All the
participants are now entertained to a good meal.

In further elucidation of the technology of the Bali,
I herein reproduce the accounts by Hugh Nevill!
entitled ‘“Maeti Bali Yagaya” and “Rakusu Bali San-
grava’.

“Maeti Bali Yagaya is an incantation to avert sick-
ness caused by the Graha or planets. We are told to

1 Nevill, Hug: Sinhala kavi, edited by P. E. P. Deraniyagala
(Govt. Press), 1955, Vol. 3, page 349.
87-F
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have the house cleared. A frame 13 spans 10 finger-
widths long, 6 spans 5 finger-widths wide should
be taken, and on this the bali image is to be ‘made
of clay. Above Iru, Sikuru and Guru are to be shown
moulded in relief, on the right Buda, Sandu, Sani. On
the left Kuja, Pani or Rahu, and Ketu gre to be
depicted. When the nine planets are thus exhibited, and
offerings of flowers and betél given, the celebrant is
to dance.

If one’s body has been fouled, as often happens
in thatched huts, by cobras, geckos, crows, or skimk
lizards, or if nests of black ants (geri) have come,
the evil will be averted. The evils caused by the planets

__in their ascendency will also be averted. The incanta-
tion is two or three centuries old, and my copy con-
tains only 8 verses of very long lines.

Example, “ -

Tirasa Iru Guru Sikuru ambamin dakuna Budu
Sandu Saeni sadala -
Tirasa siwu Sin satara ambamin wamata Kuja
Pani Ketu sadala
Mese nawa graha _rupa watakara samaga bali
rukada yodala
Satosa me maeti sanduge piripata duraera gan
krodaya bala. -
At the head, designing Iru, Guru, Sikuru, on
the right making Budu, Sancu, Sani—
At the head designing the four Four Sin, on the
left making Kuja, Pani, Ketu,
Thus having arranged the bali image with the
images of the nine graha around,
Gladly take and dispel the evil spells of this
illustrious minister, having seen the hostility.

Rakusu Bali Sangarawa js intended for use at a
bali ceremony in which Vishnu and other spirits are
invoked to cure sickness. The image of Vishnu used
at the ceremony should be made as follows. The face
of a Rakusu, a cobra’s hood on each shoulder, three
eyes, a Rakusa’s face on the belly, six hands, a lotus
flower on each knee, and on each ankle a cobra’s hood.

Ly
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. The bali of Divi Rakusa is to be made with five
cobra hoods, three eyes, and a Rakusa face, a Rakusa
face on each shoulder and a cgbra hood at the arm-pit,
a cobra hood at each knee, and at the ankles, and a
Rakusa face on the_stomach.

The irgage of Maha Sohona is to be made, with a
~ huge body, the face of a bear, and curly tangled
hair, a javelin in the®left hand, and an elephant
in the right, from a wound in which he catches and
drinks its blood.

The bali of Graha Bhairava, is to have a sword in
hand, a mace raised up, a,mouth large enough to
swallow a thousand elephants. He rides a golden stag.
Twelve faces should be near him. The name of thiSee
spirit is net given in verse, but a prose note follows
which says, Graha Bhairava.

Oddisa bali has four cobras twihing round the
body as far as the neck, he rides on a man, holds a
sword; a golden coloured cloth should be spread over
it.

Suriya or the sun bali has three eyes for the face,
and a crown on the head, *he hands are red, one
holds a bird, the other a string of beads. The figure
rides a peacock. 2
~ Kili-saka has red eyes, and three faces of a Rakusa.
He has six hands,with an iron mace in each, and
carries a red garland, and has a sign-mark on one
hand. On each side of him should be shown a female
figure, of red, blue and black colour, with the face
of a man, but with female breasts, and four hands
holding iron clubs and axes. This is invoked to cure
impurities of women.

Yaksa Rakusa bali, has the head of a Rakusa, with
three cobra hoods, a cobra at each corner of the
mouth. On the left is shown Molan Gara, on the right
Wata Kumara. He rides a buffalo.

Chaturvahana Rakusa has four faces, seven hands,
wears jewels, and a flowered cloth. He rides an
elephant. a horse, a chariot, or a man.



——

G SINHALA NATUM

Bhairava Rakusa has seven cobra hoods, and five
heads, at his shoulders and cheeks, a cobra hood, on his
belly three faces and five cobra hoods. In his hand
he holds a face, he rides a bull. '

Nilaya Rakusa has five faces, seven cobra hoods and
four hands. His body is entirely entwined by snakes.
Three faces are at each shomplder, and seven cobra
hoods. Five faces are.on each side. He rides a man. This
cures burns, swelling, chills, and dysentery.

Pusanga Rakusa has a Rakusa’s face with five cobra
hoods, four hands, and bears about him 154 cobra
faces. He rides a goat.  © ‘

Rassa Rakusa has the form of a man, six horns, a
garland in his left hand, and a “soliya” in his right.
Over his head is a white standard.

Kama Rakusa:has one hand, one foot, wears ‘hree
cloths, and a crown. :

Raja Rakusa has five faces like a deva’s five crowns,
four hands, and holds a sword, axe, and a human
skull in his hands. He has five cobra faces. This cures
the evils from fouling by snakes, growth of toadstools
or fungi, and swearing upon the earth. :

Goli Rakusa has five faces, a crown, four hands,
cobras writhing round his body, a sword and lotus
in his right hand. He rides an elephant. On his belly
are three Rakusa faces, and on his knees a bullock’s
face. At his knees and feet are four Rakusa faces. At
the navel a goddess with a golden face.

Polaba Rakusa has a golden body, nine faces, and
nine more on his belly. At his two knees are six faces,
on his shoulders two faces; he rides on a cobra. and
wears a blue cloth. He holds a sword, shield,-bow, and
arrows. ‘

- Asurindu Rakusa has a white body like Isuru or Siva,
he rides on a horse, and wears all royal jewels.

Mas-gan Bhairava, or the monthly Bhairava has
three eyes, a Rakusa face, new jewels, four hands, an
axg in the right one. He rides a goat, his body is white.
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Sarva Rakusa bali has either a figure with golden
face; white belly, on which are eight Rakusu faces, or
the face white, with three cobra hoods on the belly. He
- rides a black horse. This removes the evils caused by
fouling of a house or person by rat snakes, cobras, or
oil-ants. |

Vayu Rakusa has a sword and club, and a human
vietim in his hand. His teeth are irregular, he has
horns on his head, and his canine teeth protrude like
tusks. He wears a crown, and is of red and blue
colour. He rides a goat. He is also represented with
three faces, each with a gpbra hood, six white hands,
five of which hold instruments, and rides on an aeti-
kukula or pheasant cuckoo, literally an aeti cock.e—
This is a large bird, black, with bright chestnut wings,
in shape like a magpie.

Jora Ankusa has ¢hree red eyes, thrte Rakusu faces,
‘with one topth in each. He holds a shield, axe, bow,
arrow, and has six hands, three feet. His faces are
black.

This is then followed by a verse in honour of
Vishnu, who is said to have {ive faces, a crown, the
sun and moon as Todu ear-jewels. He rides an
elephant, and has serpent faces on his hips. In his
right he carries a Parasatu tree, and in his left he
holds Maha Meru. His arms have each a cobra hood.
Brahma and Vishna are stationed on the south. In
another form Vishnu has twelve faces, and twenty-
four hands, holding 24 instruments. Again he has ten
hands, and holds a sword, a full water-jar, a girdle
or sash, a nemasa fish, a bow, and yagadawa or iron
mace. He is of blue colour.

These verses seem chiefly composed as a memo-
randum t® guide the celebrant, when preparing any
of the bali images for the bali ceremony. It is an
important record for comparative mythology, and is
especially remarkable for following the general form
of bali offering to the planets, without importing those
planets. For the astronomical element, is here substi-
tuted the belief in certain composite and grotesque
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figures of demons that cause sickness. These figures
are now accepted literally by the votary as correct
representation but are doubtless only the survival of
figures made up with symbolical intention, probably
even with an express intention that they should not
be construed as the likeness of any living thing, whether
of earth, air, or water.

The poem is about three or‘four centuries old in its
present form. My copy has 64 verses.
Example,

At dasayeki kaduweki nunkalasayedi
Bandawelu remasaya dunu yagadawa saedi -

— Nilpae wan watawat sudu wasun baendi

Nawa mal nawa bulat nawa miti bandiwu yedi.

:

Furnished with ten hands, a sword, a full pifcher,

Arranged with girdle, Salmon, bow, and mace,

Tying a blue coloured cloth or white over the
concealed-offering,

Fuﬁ*nish and tie nine handfuls of new flowers, new
etel.”

Muthuswami Dikshitar of South India, a renowned
authority on Carnatic music and well known for his
musical compositions, is reputed to have composed a set
of invocatory songs entitled the Nava Graha Kirtanas,
hymns in praise of the nine plaretary deities. The
story goes that Tambi Appa, one of his disciples
suffered from an acute abdominal pain. Medical aid
proved futile. Divining the cause, the astrologer
ascribed the malady to malignant planetary influences.
A ceremonial propitiation of the Graha was decided
upon. Muthuswami Dikshitar composed a Kirtana, a
devotional piece in praise- of the deity, "and the
disciple was enjoired to sing it a number of times.
The abdominal malady steadily vanished. Stimulated
by the successful reaction, the Dikshitar composed
eight more Kirtanas addressed to the rest of the
Grahas. Thus came into being the Nava Graha Kirta-
nas of Sri Muthuswami Dikshitar.
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5. DAHATA SANNIYA
THE CULT OF THE EIGHTEEN SANNI YAKKAS

The Southern Province of Ceylon, which for ages
enjoyed a life of contparative detachment from the rest
of the Island, has within its borders a multiplicity of
cults of spirits and Yakkas, each with its own system
of rituals and spectacular cerembnial dances. These
cults, which are a living part of rural society, have in
recent years attracted the attention of scholars from
far and near. The studies, conducted have contributed
to an intelligent appreciation of the several cultural
facets of these traditional arts. Endeavours are alsa..
being made by different organisations to stimulate
interest in these ancestral cults and to make them more
widely known to the rest of Ceylon ar¥d incidentally to
the world aqutside. Among such organisations may'be
mentioned the Ruhunu ¥ala Kavaya, which in recent
years have been holding annual festivals of indigenous
folk art at the metropolis of Colombo.

From the rural arena to sthe modern stage is a
welcome phase in the story of these traditional folk
arts, a measure of their spegtacular and entertaining
values.

Of the cults of the deities and spirits in general, it
may rightly be stated that to the rural folks themselves,
the seasonal or occasional propitiatory ceremonials, are
not devoid of their attributes of a wholesome diversion,
if not, of amusement. For, to the folk mind, the faith
is real in the miraculous powers of these beings for
good or evil, for positive benefit when duly invoked and
propitiated. ¥

A class of spirits whose intercession is sought in
incurable maladies, are the Sanni Yakkas. Sanni
Yakkas is the generic title to a group of eighteen Sanni
dances. The Sanni Yakkas are Bhuta, Abuta, Maru,
Amukku, Vedi, Vata, Pit, Ginijal, Gulma, Jala, Bihiri,
Kana, Golu, Kora, Sitala, Deva, Demala and Kola.
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Some of the names are names of the diseases them-
selves. The story of the origin of the Sanni dances is
thus featured in legends,

When the Lichchavi king Sankhapala was living with
his queen Asupala, he had to wage a war in a foreign
land. At this time the queen was with child. Not
knowing this, the king proceeded. The queen had a
prenatal 1ong1ng to eat a Mi-amba variety of mango.
On the ministers being informed of this, they managed
to supply her with one fruit with great difﬁculty as that
was not the season for those mangoes.

A female servant of the palace also had the longing
to partake of a Mi-amba fruit. When the servant” saw

-—the queen eating the mango, she too begged for a piece.
The queen saying, “When this is hardly enough even
for me; how can I give you?” ate the mango all glone.
Greatly angered at this the servant g1r1 thought of
taking revenge on the queen.

The king returned triuniphant, gammg victory.
Reaching the sea-port, he directed the queen to decorate
the palace. In the meantime, the servant managed to
approach the king, and- told him that it was as the
consequence of an illicit love affair with a minister that
the queen was big with child. Very much enraged
at this story, the king" ordered the executioner to
remove the queen to the cemetery and rend her in
twain. The executioner took the qlieen Asupala to the
cemetery and having hung her on a “Pubberiya’” he
rent her in twain and returned.

By the power of the prince she had conceived, he
protected himself in one half of the body. Later these
two halves joined and after the passage of ten months
the prince was born. He lived on the human flesh of
the bodies in the cemetery. Fortunately f6r him he
enlisted the help of a company of eighteen demons.
As he ate human flesh he came to be known as Raja
Mulu Yaka. Accompanied by his retinue, the prince
reached the top of the mountain called Wadureliya.

On their way they ate the herbs of the forest. While
on the top of the mountain they felt very hungry and
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thought of making pills. Fatigued by hunger they
fell asleep while the pills were being prepared. God
Isvara who came there mixéd every pill with honey
and disappeared.

On partaking of the pills, the prince was endowed
with the*knowledge of Erevious existence. The others
were rejuvenated. By this new power, it was revealed to
the prince that his innocent mother was killed by his
father. Therefore accompanied by his army of demons
he attacked his father’s kingdom of Visala Maha
Nuwara. Many men and women were killed and eaten.
Along with the evil demons in this city, disease and
famine also set in. Thereupon the Buddha visiting™
there from his Vihara in Jetawana recited the Ratana
Suttq¢ and ordered that the demons bg propitiated each
with offerings of "a leaf-cup of rice. This brought
about happiness. The_gods Natha and Saman were
appointed guardians to see that the demons perform
their duty.

Elaborate preparations are made for holding the
Dahata Sanni. The shed is fif'st decorated with tender
coconut leaves and plantain stems ; offerings are made
of food, flowers and betel. The demons are invoked to
cast their glances and receive offerings.

The Sanni dance is performed during the three
watches of the night, the Sanda Samayama (evening
watch), Maha Samayama (midnight) and Aluyama
Samayama (dawn). The representatives of the eighteen
Sanni demons appear separately and the dances are
performed. Thereafter the company of demons of
Vesamuni is represented with bodies painted in black.
There arg eight such companions. The first armed
with an incense-burner, the second has a large torch,
the third a vessel containing water mixed with turmeric,
the fourth a pot in which there is a coconut flower, the
fifth a shawl, the sixth a king-coconut, the seventh betel,
and the eighth a stick.

Every dancer clad in Burulla leaves and painted
in black has a weird appearance. This dance is per-
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formed during the live long night bearing torches,
and burning incense.

It is believed that the performance has a maglcal
influence not only over the patient but also over persons
who witness this Yak Natuma. -

The eighteen Sanni demons are invoked severally, in
a series of dances, named after the main offerings of
each dance. Such are the kendiya paliya, the dance of
the ceremonial kendiya; the kalas paliya, the water
pot; the tembili paliya, the king-coconut; the dalu-
mura paliya, the betel; and the polu paliya, the gata
(the mace). Each day of the week, is under the
_influence of the particular Sanni of the day.

The Sanni demons are invoked to come to the aile.
This is a structure of sticks placed cross-wise on either
side. Spanning.these is a horizontal pole, on which
the dancer possessed of the demon swings. This is
part of the ceremonials at all,dances in the cult of the
yakkas.
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THE COSTUME IN FOLK CULTS
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In® contrast to the rigid adherence to elaborate and
conventional patterns of dress as seen in the Kandyar—
and classical traditions, is the keynote of simplicity
in the costumes of the folk cults and folk ceremonies.
There is almost a complete absenle of bejewelled
ornaments .of silver and gold so characteristic of the
ancient traditions. Their place is taken by new
elements that show the dancer as the artist par
excellence not only in the exposition of his art but
also in the manner in which he makes use of the
modest means available to him to obtain the
necessary background provided by the dancer’s
costumes. In the case of Gam-madu and Devol madu
and the propitiatory dances such as Bali natum, the
dancers wear nothing more than a Selaya, a cloth
for the waist and jingles for the feet and the deco-
rative element is provided by the tender coconut
leaves—gok-kola—from which they turn out various
ornaments for the head, arms and body. In the case
of Yak natum such as Daha-ata-Sanniya, most colourful
costumes are turned out by the masterly use of multi-
coloured ®eads. cheap brocades and coloured thread.
A typical example for such a costume is that of the
Gara-Yaksaya described by Ananda Coomaraswamy!:
“This consists of a red hand-made cotton cloth skirt

1 2A3;9 K. Coomaraswamy—Medieval Sinhalese Art (1956) pg.
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and jacket, the skirt with three flounces. The jacket
fastens behind. The whole is covered with very
elaborate blue and white cottor applique embroidery,
the edge of the appliqued cloth being turned in and
sewn with white cotton. The design on the chest
(flower in vase) might almost be called “braided” as
it is executed by sewing dowm very narrow strips of
appliqued cloth following the pattern.”

The exorcist in the Vadiga Patuna appears in a most
fascinating costume. On his head is a Brahmin’s

~ turban of generous size and elaborately decorated
with beads and coloured braid. His face is made up
of a white paste and eyebrows and eye lids marked

—“with black salve. He dons a black beard and whiskers.
He wears a .colourful long sleeved velvet jacket
elabordtely worked with coloured beads and trimmings
of various types. His neck is adorned with several
strands of coloured beads worn as necklaces. Round
the waist is a variously decbrated belt, on top of a
short skirt falling up to the knees. He wears a pair
of white trousers underneath the skirt with the fore
legs wrapped up to the knees with a long strip of
black cloth. Twpo sets of jingles for the calves and
silambu for the feet complete the ensemble, As he
moves majestically along in front of the picturesque
Ata magala under the incandescent light of the
petromax lamp he makes a niost colourful and
impressive sight.

An important feature in the costume of the propi-
tiatory dance called Yak natum is the use of masks
to impersonate the Yakka or demon who is to be
propitiated in the dance. The illusion of reality is
further enhanced by the costume. Thus the Maha
Sohon Yakka is depicted by 2 dancer wearing the mask
of a weird wolf with an abundance of long shaggy hair
on his head and round his body. The only ornaments
worn are the jingles for his feet. :

The reference to masks would naturally lead us
to the Kolam dances of Ruhunu. Here again masks
and dress are appropriate to the personality
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represented in the dance. Further, Kolam masks have
a variety of expression about them suited to the
particular character. Though of set features, as the
dancers move in the lurid torch light that lights up
the rural scene, thege masks gain a peculiar liveliness
and dramatic effect—a certain mobility of expression
which undoubtedly is the highest testimony to the

perfection of the technique of the kolam mask.

' Characteristic of the simple unsophisticated rural
life and redolent of the country air are such folk
dances as the harvest dance and the Kalagedi natum.
These traits find expressign in the simplicity of their
costmes too. The young girls taking part in a harvest
dance for instance, have no more ornament than what—
the’ flowers afford them for their dark long tresses or
thelr shapely necks and the rukul bangles and silver-
plat®d todu earrings that the village smith turns
out for them for a song. A white pleated selaya with
the picturesque neriya 4s their main garment. The
upper part of the body normally had a shawl which
the dancer wielded in a particular: fashion. On the
modern stage however these, costumes have changed
considerably and their places have been taken by the
latest colourful prints and batiks characteristic of
modern times. Giiired
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CHAPTER VIII

TRIBAL DANCES:
1. DANCES OF THE VEDDA

True to their primitive tribal life, the Vedda
religion is simple faith in the “ guardianship of the
T living by the spirits of the dead, not only of the for-
gotten nameless dead, long merged in a general spirit
world, but.more especially of the recent rememrbered
dead, called collectively Nae Yakku”. These “stood
towards their living kindred in the light of friends
and relatives, who if revered manifested benevolence,
but if neglected, remained indifferent to their sorrows
or evinced active hostility”’. The cult of the deceased
and the ancestral cult”take the form of ceremonial
dances. “

“Dominant over the Nae Yakku were the spirits of a
few traditional heroes, chief of whom were the
brothers, Kanda Yaka also called Ala Yaka, and Bilindi
Yaka. ”

“Next in importance to Kanda Yaka was Bambura
Yaka, also called Ala Yaka, who, though he might
provide Yams and help to kill pigs, might also if
angered, cause illness or lead dogs astray and have
glelf:n killed by leopards. Similar in nature was Panniki

aka.”

In the pages of his Vanished Trails, R. L. Spittel gives
us a graphic description of the dances:

“The morning of the seventh day found all the
Veddas, men women and children gathered at their
dancing place by the foot of the hill — merely a flat

154
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clearing of the jungle that also served as their barter-
ing ground. Wadipola they called it. This was their
sylvan temple amidst the towering trees. It contained
no emblem of God, no altar. Here they were now to
enact a ritual as old,as the rocks around them — the
dance to the Nae Yakku.

Neela, chieftain, priesf and dancer all in one, stepped
into the middle of the space, stabbed an arrow into the
ground, and set beside it a gourd of water, and some
boiled yams on a tripod of sticks. Holding an arrow
in both hands he moved round the offering and began
the ancient incantation : 4

* My departed one, my departed one, my God,
Where art thou wandering? -

The monotonous chant, inviting the spirits to the
feast, went on and on. Almost imperceptibly the
kapurale’s walk became a shuffle, his phces lengthened.
With each step he patted the ground twice with the
ball of the advanced ~foot and his body swayed
rhythmically from the waist in a half turn. His
movements gained momentum as his excitement
increased. Each half turn of, the body forward was
accompanied by a lowering of the head, the dishevelled
hair falling over the face ; and at each half turn back-
ward, the head was tossed up. *

Some of the men joined in with snatches of song
and dance, marking*the rhythm by tapping their chests
or abdomens, while the onlookers clapped their hands
in unison.

The general invocation now gave place to one in
which each of the more prominent Yakku was indivi-
dually addressed. Kande Yaka, Lord of the Dead, was
the first invoked. His powers in hunting as a man were
recalled. *

“Going from hill to hill, trackmg from spoor to spoor

the path of the sambhur ’

The vehemence of the dancer’s movements, his utter
obliviousness to his surroundings, soon indicated that
the ceremony was gathering to its climax. Neela,
imbued with a belief in the reality of the Yaka about
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to possess him, surrendered himself to a frenzy.
Streaming with sweat, he panted and gasped, his
shaggy hair tossing wildly. Then, as the Yaka entered
him, he moaned and screamed and with a tremor of
the body collapsed, unconscious, tnto the hands of one
who closely followed him. -

Worked to a contagious excitement, two of the other
Veddas became possessed.

Recovering dazedly from his fall, Neela bent over
the offerings as if inspecting them, and, to show that
the Yaka within him was pleased, he sprang suddenly
away, shouting “Ah! Ah!” »

Other Yakku were invoked in turn: Bilindi “Yaka,

~"Bambura Yaka and the rest of them. With each posses-
sion kapurale, going into paroxysm, panted out ins-
tructions he regceived in hoarse, guttural accents and
shouts of “Ah! Ah!” E

The spirits, having declared their approval of the
gifts promised protection from evil and help in hunting.
The kapurale pointing to the sky, indicated the
auspicious hour for starting ; like a nosing hound he
gave the direction it skould take ; and marked on his
forearm the length of the quarry’s horns. The cere-
mony ended with an invocation to the Nae Rakku:

Hail, Hail

Come wherever you may be;

On a tree, on a rock, or in the forest, come
Come and partake of this.

Grant us your aid as you did when alive.
Eat and drink. Think no wrong of us.

We also eat and drink.

Neela paused a few moments, and then continued :
You who sought us, whom we failed to_save,
Grieve not, whoever y6u may be,

But ‘lie at rest. We have your child ;

He shall be as one of ours.

And should the man who wronged you live,
May his fate be as he deserves.

Going up to Selli, who stood with the foundling in

her arms, Neela, passed his hands over its face and
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chest. Then Bandaradua, who had been a silent
spectator, stepped out and with bowed head stood
before Neela for his blessings. The Veddas thought
that a strange thing for the dour old Bandaradua to
dos *

Finall}, all, including the children and even the dogs,
gathered round the siniple offering of yams and water
and partook of them. =

Thus did those folk of the woods make communion
with the spirits of their newly dead. ”

The Vedda invokes for guccess in hunting a class of
spirits invoked in ceremonial dances, the aduku
mangala, the propitiatory ceremony to the hunting
spirits. A typical ceremony of this kind, is the one
Spittel describes in the following terms:

“It was now ewening, and the Véddas repaired to
their dancipg ground within the forest bordering the
Balana Plain. While the men prepared a framework of
sticks and embellished it with bundles of green leaves
the women cooked the food for the offering. The heart,
lungs and liver of the pig were chopped up and stewed
with a seasoning of salt and chillies ; rice was boiled.
Six portions were shared out on broad Kanda leaves
and set on the platform. To each of these was added
seven betel leaves, which, proving insufficient, were
substituted by le2ves of jungle pepper of similar
appearance.

The crescent moon had risen over the hill-encircled
plain when the ceremony began. Neela, clad in a
white cloth Tissahamy had brought for the occasion,
holding an arrowhead in each hand, paced round the
offerings. to the throbs of a drum of langur skin. Up
and down, and round and round he danced and sang
the long night through, adjuring the jungle gods.

As in all such rites, the spirits first invoked were
Kande Yaka and Bilindi Yaka, and also Indigola Yaka,
male and female. Then followed a list of beings who,
as their names implied, were once men. These hunting
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spirits were the gods who fell from a hill, the new
god pierced by an elephant, the new god of the hunting
plain, and the phantom of the foot hill. :

The ritual reached its climax when the priest, taking
a betel leaf from the trestle, placed it against the
right shoulder of a hunter and split it down-one side
with the arrow-head ; then against the left shoulder,
cleaving it on the other side; and finally against the
chest, dividing it through the middle. Then he cast the
leaf down. If it fell smooth surface uppermost that
man would have luck, but not if it fell reversely. And
thus each hunter — Tissaharay, Ado, Poromola, Vela —
_was tested in turn to ascertain who would be favoured
and who not.

It was long past midnight when the ceremony ended;
and all the Veddas, together with their dogs, pattook
of the oblation, leaving nothing to the spirits. Finally
they lay down and slept. - :

At dawn, keen and confident in the portents, the
men set out on the trail. After three days of successful
hunting, they returned laden with meat, dried and
fresh, of a sambhur, pig, monkey and monitor lizard.”

2. SOKARI AMONG THE KINNARAYA

A pastime of the Kandyan peasantry, Sokari is an
entertaining folk drama with its several incidents
strung together to yield a play of intense rustic appeal.
With its sensitive touches of artless rural life, it is
unique in the field of the rural arts of Ceylon. As
almost the only story of its kind centering round the
experiences of a family of immigrants from India, in
contact with the main elements of Ceylon’s fotk culture,
it gains in perspective. Deeply symbolic in its presen-
tation, the several incidents are presented, from the
felling of the tree and making a boat to cross over to
Ceylon, to the last scene, the weaving of the mat for the
f(%uple to sleep on, symbolic of partnership in domestic
ife.
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The most intriguing factor of Sokari, is its cultural
complex. The name Sokari is Indian, from the
colloquial word Chokri, a- girl, in Marathi and
Hindustani. In the name, Andi, we have a term
reflective of Tamil origins. The particular character,
the husbind of Sokari, according to old versions of the
story, is from the counfry of Kasi, North India. There
is nothing strange in this, for thé Andis have been on
their feet for ages and with their veneer of religiosity,
may have found their way to holy Kasi.

How it happened to Qe a folk play of Kandyan
peasantry, is another intriguing element. The
incidents of the story, do not relate to anything
Kandyan. Nevertheless, as a folk play, it does not
prevgail outside the Kandyan area. It is so intensely
Kandyan, that it has found its way t& the matweaving
tribe, the Kinnaraya of the Kandyan villages. My own
knowledge of Sokari in®action centres round the play
as it obtains among this picturesque tribe of the
weavers of mats of exquisite colourful Kandyan
patterns. As a group, the Kinnaraya is a peripheral
group on the border land of the Sinhalese social
system and the tribal, sharing this social trait with the
Rodiya.

The incidents in the story are all staged in what has
traditionally been called the Low Lands, the Pata Rata-
Its occurrence in the Uda Rata, the Hill Region, may be
interpreted as an interesting link between the two
topographical zones. Perhaps no such cultural dis-
tinction existed in the early days between these two
zones, as appears to have evolved in later Middle Ages
and continued to modern times.

That a folk story undergoes changes in the telling
of it and a folk play in the playing of it, cannot be
better visualised than in the passage of Sokari over
the ages.

In the Kandyan district it long enjoyed popularity
as a rural play during the harvesting season, when
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farmers have had to keep awake the whole night at
thfd threshing floor (Plates 11 & 12) in the paddy
fields. : X .

An account of the Sokari, its several cultural aspects,
the different versions and its presentation at different
places, wiil be found in the pages of Saratchandra'. The
presentation of the play by the Kinnarayas dramatises
the several incidents of the play, which nevertheless
vary in certain respects from its mode of presentation
by the Kandyan peasantry in general. The narration
herein of the play is adapted from the description in
the pages of my monograph on the Kinnarayas.? The
play opens with three characters, the Gurunanse or the

~Guru, supposed to be from Delhi, Sokari his young
wife, and Paraya his attendant. The couple decide to
leave their homeland and travel to Sinhala (Ceylon) :
prepartions are “nade for the journey. The poem gives
a description of their dress and deportment. The Guru
has a turban on his head and-a girdle round his waist.
Round his neck he has a string of sacred rudraksha
beads and behind his back is slung the sacred chank. His
left and right arms and forehead are daubed with the
vibhuti, the sacred ash. Altogether he strikes you as a
holy person. In traditional style, he has an umbrella
in one hand, a book of fartune in the other, and a roll
of deer skin under his arm. Sokari as befitting a
woman, has ornaments in her ears and a hair-pin
adorns her hair-knot. Round her waist she wears a
waist-girdle, strings of beads round her neck and she
is apparelled in a rich silk saree. Thus attired, she is
not without some claims to beauty. After a long
journey on foot, they reach the sea-coast and they
embark on a ship for Ceylon. As the ship is about to
set sail, a crow caws. The Guru consults his book of
- fortune and interprets it as an ill omen. This sets
him thinking. They land at Puttalam on the west

1 Saratchandra, E. R. The Sinhalese Folk Play and the Modern
State Ch_ IV, pp, 73—82,

2 Raghavan, M. D. The Kinnaraya; the Tribe of Mat Weavers,
Spolia Zeylanica, Vol. —20—Part II (1951).



SINHALA NATUM % 161

coast and halt ata ‘“madamae”, a wayside inn, at
Tambaravila. They prepare to cook a meal of rice.
A quantity of paddy is purchased, and Sokari dries
the paddy in the sun. She pounds the grain and win-
nows it and prepargs curries of pumpkin and green
peas. Tkey look for water and the Guru carrying his
gourdskin vessel goes out to fetch water.

On the way he is bitten by a deg and falls seriously
ill, his wife and friends tend him. Sokari goes to the
Vedarala of Tambaravila. He is very pleased to see
Sokari and immediately responds. The Vedarala
examines the patient and prescribes a medicine made
of 6G “Kalans” of the following ingredients:— black
sesamum, big sesamum, cummin seed, ‘“sivanguru’
(red ochre) and ¢ siddhinguru™ (dried ginger). He
also performs a charm to cure the Guru. Meanwhile
the Vedarala makes love to Sokari and'wins her. Both
Sokari and .the Vedarala disappear by morning. The
Guru goes to a Kapurala and requests him to find out
and reclaim Sokari. The Kapurala tells him that
Sokari is now living with the Vedarala and advises him
to invoke the gods to get her back. The Guru implores
‘the gods Vishnu and Kataragama as well as the Sat-
Pattini, making offerings and yows to the gods and the
goddess. The allusion here 1s to goddess Pattini and
her birth seven times in the world. The vows take
effect. The Guru Soes to the village of Tambaravila
and brings his wife Sokari.

This in brief is the story round which has grown in
its passage through the years, many a scene of rural
life. Besides the three main characters, the Guru-
hami, his wife and the Vedarala the full cast as staged
at Henavala includes a Hettiya or a Chetty from India,
a Paraya alias Rama, a servant of the Guru, Sokattana,
the Vedarala’s son, and last but not least the Gurunanse
the preceptor who accompanies the play with his rhyth-
mic tatoo on the long drum, and Nayikaraya, the
Ahikuntakaya, of the tribe of Indian snake charmers,
‘the Ceylon gypsy tribe. With the Gurunanse, as the
«central figure, all the cast move round him in a circle.
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Presently he starts singing a couplet, taken up in chorus
by the rest, who move about in sidelong and rhythmic
strides. Re-assuming the cireular form, they soon
tread a lively round dance. The verses sung are the
introductory quatrains of the Sokari poem. Rama,
the Guru’s personal attendant, has a bundle of clothes
on a pole slung on his shoukder, and under his arm
pit he has a roll of peacock feathers, such as devotees
to Kataragama shrine carry. The roll of peacock
feathers is symbolised by a roll of areca palm leaves.
At the very outset, the Vedarala develops a passion for
Sokari, nudges her at every opportunity and tries to
attract her attention. Her husband grows jealols and

~deals him an occasional blow with a whip. Persisting
in his attentions, he asks Rama to strike him down
which 'he promptly does. The Veda rolls on the ground
and bellows. The son utters somé charm and revives

. him. His ill-timed passion for Sokari again overpowers
him. He struts about boasfing of his wealth, his
money and his lands.

An interlude here ensues between the father and
son, in the course of which he recollects his wife and
bemoans her absence. His son promises to find her
out. Vedamahatmaya dances for joy that he has got
such a fine fellow of a son and expatiates on his wife’s
beauty. As the dialogue proceeds, the son cuts jokes
at the expense of the father. He  asks him what his
bulging stomach contains. He rejoins that there are
babies in it and cattle and poultry. His son enjoys the
joke and comments that he could hear him cry. The
Veda touches his distended belly and his hands stimu-
late the action of rocking the baby. Presently he
pretends to tend the cattle and mind the fowls, and
imitates cries of the cattle and cock. .

The Veda is duly invited to dance. He prances
about to the accompaniment of a rhythmic tattoo on
the drum. The others sing in chorus. Approaching
Sokari and her husband, he solicits their appreciation.
Both applaud his art. Asked to dance the *frog-
dance”, he presently goes on all fours and imitates the
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leaping frog. The Veda now gaining confidence, dances
a special dance—the Ketala-Kapuma (cutting of the
Ketala—Lagemmdm toxicaria)—to please Sokari. He
improves upon his familiarity and narrates the story of
his birth. The Veda, describes in comic verse that he
is the well known Tambaravila Vedamahatmaya whose
skill as a physician is the talk of all, and admired all
over the land. Winning her fayours, he steps yet
another dance—‘“Henagana Natuma” to please the
woman Sokari. He dances and dances until he is ex-
hausted and drops in a swoon before Sokari. The son
wails, fearing his father tq be dead. He pronounces a
charm which acts and brings him back to life.

The scene shifts to the building of a house for Sokari.~
The Guru decides to approach the Vedamahatmaya to
give him a plot of land. Summoning his servant in
stentdrian tones — <‘Rama, Rama, O, Rama,” a request
is sent to the Veda who explmts the situation. The
Veda sends word that -Sokari should herself ask.
Sokari responds and the Veda is in feverish excitement
at her coming. He agrees. Guru tricks him into
getting possession of all his lagd. The Veda cries that
he has been played out, that he has been robbed.
Enraged at being deprlved of his patrimony, the son
assaults the father, who doee his best to pacify him.
Taking a stick in hand, the Veda now runs round draw-
ing circular lines. ~This is marking the boundaries of
the land bestowed on Sokari. The foundation is to be
laid for a house and a Kapurala is summoned. He
dances the ritual dance to propitiate the gods. Guru-
hami cuts the first sod. A snake is disturbed and
causes a fright. Rama, the servant is dispatched to
fetch an Ahikuntakaya to trap the snake. Rama brings
one and he is promised arrack and several gifts. The
piping charms the snake and it is trapped. With the
cobra in the basket, the snake charmer begins to dance,
and the actors sing verses describing the origin of the
snake dance. The Ahikuntakaya goes round and all
assembled drop coins in his basket. The servant is

now sent for a supply of paddy. Vedamahatmaya
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insists that Sokari Amma should in her own person
make the request. She comes and the Veda is again
excited. He welcomes her and gives her a chew of
betel and promises to send a quantity of paddy, which
is duly transported on the back of a bull. The servant
makes a spirited bull, a high-blooded animal, difficult to
control. The Vedarala sitting %astride him acts as the
cart man. The paddy is delivered, washed and put out
in the sun to dry. The pounding, washing and the
spreading of the paddy on a mat to dry are represented
in a series of symbolic mpvements and step dances.
All join in a dance round the mat of paddy. The paddy
~is duly deposited into a mortar, round which they keep
dancing. All hands go up and down alternately in the
typical movements of pounding. The paddy is.taken
out and the winnowing proceeds. °
Cooking the rice is the next step. Rama goes for
the water. On the way he is troubled by an ache in
his ears and he sleeps. At his delay in returning,
Guruhamy himself goes to the Vedarala who refuses
the water. The Guru attempts to take it by force. He
sets his dogs on the Guru who is badly bitten and drops
down. Rama goes to the Vedarala — who prescribes
absurd remedies, the milk of the fowl, and shoots of
the grinding stone. The Vedarala comes and examines
the patient. He feels the pulse and pronounces that
the patient is very bad. With strokes of the roll of
peacock feathers, he pronounces a charm. The Veda
next injects medicines, poking him with a stick in hand.
Failing to cure him, he decides on a Bali performance.
The Bali altar is erected — a drawing on the ground
represents the altar. AssiSted by his son the Veda
conducts the Bali ceremony. That also fails. At last,
he prescribes elaborate herbal pills and decoctions.
The various ingredients are duly weighed — two mem-
bers of the cast squatting face to face with hands
extended and fingers interlocked, feet raised and soles
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meeting. The bodily frame swaying sideways and up
and down, symbolises the process of weighing and
balancing. The ingredients are now ground. All
hands turn in imitation of the grinding process on an
1mag1nary grinding stone. Gathering the ground stuff,
it is rolled into pills. Four pills are prescribed for a
dose; a mistake is made and all the _pills are administer-
ed in a single dose. The overdose works harm and the
patient is in a coma. They sit round the supposed
corpse; everyone wails, Sokari Amma being the chief
mourner. Meanwhile thesVeda appears and appro-
priates Sokari as his wife. His son remonstrates that
he must have her. The son is silenced. A Kapurala®
now enters the scene. He propitiates the gods for his
recovery, while the.Vedarala blows a®Kalama (magic
horn), to counteract the Kapurala’s spell. The spell
triumphs and the Guru revives. ‘In the midst of this
episode Sokari and the Vedarala run away. The Guru
is distracted with grief; a search ensues, Sokari is
traced and brought back. HEé gives vent to his sus-
picions in a series of questions — how her hair is
dishevelled, breasts scratcheds and her garment torn;
to all of which she gives clever replies.

The scene changés, the Veda is reduced to serious
straits. He and his son take to selling dope and go
about hawking ganja. Guru and his party dope them-
selves and indulge in gambling and play the Sokttana.
The Veda’s son joins in the merry-making, and all sit
and smoke ganja. The fumes soon overpower them,
and under the influence of the ganja, they fall asleep.
Here the play ends.

Towards the close of the play a tendency is notice-
able, of taking on new elements and incidents, which
however does not detract from its main theme or the
interest of the play. Now for a few comments on the
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actors and the acting. Each of the cast was strikingly
suited to the several parts. The Guru has had a quiet
dignity about him, which stood<by him in all his trials.
In his own person, he is a finer type of a Kinnaraya
with a light complexion and good features. His wife
was quite womanly, whose . charms captlvated the
impassioned Vedarala. The “latter and his son were
the real comedians of the piece. The Vederala in
particular was very impressive, embodying in himself
the fertility and the richness of the countryside. He
and his son — a real chip of the old block—haye the

- distinction of wearing face masks, a feature with an
interest of its own. The masks enable them to do their
part without revealing their identity and which greatly
aided them in their comical hits. The Hetti, (the Chetti)
in his realistic make up, could easily pass off for a
real Chetti. Last but not least was the trainer, the
Gurunanse who accompanied the show with consider-
able skill in singing and drumming.

Replete with-scenes of rural life as the play is, its
fertility function is the most conspicuous of .its values
as played by the Kinnara tribe. = The Vedarala’s dis-
tended stomach is symbolic of a pregnant woman, and
in his stomach are babies, cattle and poultry. He rocks
the baby, tends the cattle, and minds the fowls and
mimics their cries. We have an insight too into the
domestication of livastock. Of operation in rural farm-
ing, also we have most vivid symbolisms. The dance
round the mat of paddy spread out in the sun to dry
is eloquent of the place of paddy in the economy of the
village. We have also a good deal of rural medicine
in practice, and of magic and counter magic, Bali rituals
and house building ceremonials. The Kapurala and
the Ahikuntakaya ( snake charmer ) are among other
interesting factors, and each plays his own part. A
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folk play with a strong dramatic appeal touching on
varied aspects of rural life, Sokari has amused villagers
for ages and still has its place among rural sports and
recreations. X

An adaptation of tlleir own, with a good deal of the
original episodes, the Kinnaraya production, highlights
the fertility motif, one of the constituents of the ritual
element expressed in the concluding verses of the
formal version of the story, verses which invoke the
Nature gods, the Sun and Moon and gods Kataragama,
Ganesa and Pattini, for cattle wealth, plentiful crops
and the great need of the yillager by the jungle, pro-
tection from wild animals.

3. DANCES OF THE RODIYA

L)
. In the variegated*and picturesque sbcial setting of
Ceylon, the Rodiya occupies a unique place. An outcast
of the Kandyan social order, he has yet a dignified
bearing, evident more in the Rodiya of the Vanni
than elsewhere. Claiming descent from royalty, he
has a cultural heritage of his own.

In isolated Rodiya viilages of the Kandyan region in
particular, the Rodiya woman is proud of the title
Nattukkari. Meaning literally,*the dancing maiden, it
evidently is a legacy of the days when the Rodiya
danseuse was the only woman dancer of Ceylon. The
point was brought home to the members of the
Backward Communities Development Board, during a
visit to one of the remote Rodiya habitats in the
Kandyan district. Since the art of the Nalangana of
the Middle Ages vanished, dance as an art of the
fair sex had altogether disappeared, until the Rodiya
stepped in® and took up the trail in her own way.

Dance, with the Rodiya, is one of the many amuse-
ments which are primarily his own. As a class, the
Rodiya is conscious of the role of recreation. More than
anything, it balances his book of life; it lends grace to
his technique of soliciting alms of a society, which
while it takes his exiled status for granted, is yet
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tolerant and even appreciative of his entertainment
value. Destined to beg his way through life, dance to
the Rodiya was one of the main avenues of his earn-
ing a living. Echoes of the past recall the days, when
the Rodiya danseuse danced ‘the alluring maiden
dance, draped in a silken sari, trailing down in folds
of grace”, to the accompaniment of songs “sweet as
the Cuckoo’s clarion call.!

Rodiya dances may be viewed under three more
or less different categories. First, is the round dance
jointly danced by men and women. In the form it
prevails today, (Plate 13).it is no doubt a heritage
of the vigorous tribal past. The round dance is a feature
~of early communities in general, all the world over.
Danced in the precincts of his domestic circle on joyous
occasions, it is not a dance which is generally, open
to public view.” &

Of the other forms, two distinct strapds may be
recognised. The most common is the dance, largely
capitalised in the business of soliciting alms and gifts,
already alluded to. Dances of this character are steadily
giving way under modsrn conditions with increasing
opportunities to- advance the economics of their life.

The third type is g refinement on the ancestral
dance heritage, under the influence of the art of the
Kandyan dance in an environment, intensely Kandyan,
as evident in the village of Udugalpitiya, Kadugan-
nava, in the vicinity of Kandy. Here, Sasira, the grand
old man.of the village, has had a reputation as an
exponent of this phase of Rodiya dance art. Among
his credentials is a certificate given him by the Ceylon
Industries Fair Association which testifies that he
“pbrought a troupe of Rodiya women darcers for
dancing and they danced at the Exhibition. The

1 Descriptive accounts of the Rediya dance with specimens
of accompanying songs, will be found in the studies pub-
lished in “Cultural Anthropology of the Rodiya”.

S.Z. Vol. 26 Part I, and in the monograph “Handseme
Beggars”: “The Rodiya of Ceylon” (K, V. G, de Silva & Sons,
Colombo), “an eminently readable and concise little book”.
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dancing was appreciated by the audience.” This was
in May 1939 and he was still active in giving dance
shows at his house at, Kadugannava at the time of
my studies and the visits of the Backward Commu-
nities Development , Board later. Men and women
whom State or Society exiled to Rodiya life in the
feudal days of the Kandyan Kingdom, may very possibly
have had their own share in spreading a knowledge
of the Kandyan dance among the Kandyan Rodiyas.
Udugalpitiya Rodiya village treasures the tradition
of such an origin. Here indeed, the Rodiya has taken
to education, more intensely than in most of the
other villages. A number of boys of this village are:
students of the Government Senior School, Kadu-~
gannava, and two of the youths — one of whom is
a gramdson of Sasira — have qualif%‘ed themselves
by a pass in the Junibr School Certificate Examination.
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CHAPTER IX
SINHALESE MUSICAL INSTRUMENTS

. Familiar to us from classical Sinhalese literature
is the term “Pancha-turya-nada” meaning five-fold
-music. References abound in the pages of the Maha-
vansa, the Jataka stories, such prose works as the
Thupavansa, Pujavaliya, Saddharmalankaraya, and
Sandesa Kavya$, in fact throughout almost the entire
range of Sinhalese literary works. Generally asso-
ciated with royalty and with the activities of Kings
either in the life of the Court, or in the battle field
or participating in religious ceremonials, the five-fold
music is a regular accompaniment in annual festivals
such as the Esala festival and in rituals connected
with temples and devalas.

The term itself is "a complex of the variety of
music emanating from the five kinds of musical
instruments classified under the terms ATATA,
VITATA, ATATA-VITATA, GANA and SUSIRA. The
generally accepted interpretation of the five terms
is as follows:!

ATATA—Drums with leather on one side.
VITATA—Drums with leather on both sides.
ATATA-VITATA—Instruments in which strings
are stretched across on a single face and
tightened with pegs, e.g. Vina.
GANA—Percussion instruments of bell-metal er
other resonant metal, e.g. cymbals, bell.

1 M. B. Ariyapala, Society in Medieval Ceylon, p. 259.
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SUSIRA—Wind instruments like flute, conch,
horana.
The Kandyan tradition ! gives a different interpretation
to the first three terms, viz. Atata—Drums played with
the hands only; Vitaja—Drums played with sticks;
Atata-Vitgta—Drums played with the hand and sticks.
It is obvious that the gbsence of the Vina from the
Kandyan tradition has influenced, this interpretation.
This version, however, cannot be accepted as con-
clusive in view of the significant place given to the
Vina in the ancient tradition as we shall see Iater.

It is evident that dryms receive the greatest
emphasis in this classification. Their significance
becomes more evident as we proceed to examine thea
large variety of drums known to the Sinhalese. Even
in Bharata Natya and other dance schools of
India’ in both classical and folk tradiMons, the drum,
particularly the mrdanga, is the most important and
most frequently used musical accompaniment. It
would therefore be quite natural for local traditions
which (as we have seen earlier) closely follow the
Indian, give much emphasis to, drums.

Sinhalese literary works have given us a formidable
array of musical instruments. The most comprehen-
sive of these is the list found in Thupavansa which
mentions 79 musical instruments. Of these 56 are
used by the army that accompanied the king in his
march against the Tamils?. In this list there are no less
than 32 varieties of drums, viz. Gata bera, Pana bera,
Ekas bera, Mihingu bera, Maddala, Pataha, Loho bera,
Yuwala bera, Maha bera, Daduru bera, Roda bera,
Karandi bera, Ghosa bera, Talappara, Virandam,
Tammatta, Nisana, Ranaranga ghosa, Samudra ghosa,
Anukattuls Timbulivi, Davul, Morahu, Mallari, Sirivili,
Tappu, Tatsara, Dakki, Udakki, Mandala, Damaru, Dindi
madhvani.

The wind instruments mentioned are Nagasara,
Uccambhayangi, Kombu, Dalaham, Sakuna viridu,

1 Sedaraman - Wdarata Natum Kalava (Colombo) p. 48.
2 Thupavansa, pp. 153-4.
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Surana, Kala, Dam dara, Loham, Sinnam, Sak sinnam,
Ran sinnam, Ridi sinmam, Ruwan sinnam, Randara,
Ridi dara, Gavaraham, Vijayayodhvani. Three per-
cussion instruments—Kaitalam, Samuttalam and
Gi-talam are also included. The stringed instruments
mentioned are Tantri, Patasiri and Kinnara.

Two other references to musical instruments are
made in connection with religious ceremonies; one
at the commencement of the construction work
of the Ruwanweliseya! and the other at the enshrining
of the Relics? The vast array of drums mentioned
earlier had been reduced by about half. An addition
¥s a drum called Davura. A large variety of conchs

o and some new wind instruments are noted: Ran sak,
Ridi sak, Ruwan sak, Alavatti, Vangi, and Vasdandu.
Three fresh stringed instruments are also mentioned
—Nakula vina, Bhranga vina and Xsudra vina.

The Dambadeni Asna, Dalada Sirita, Kavyasekhera
and the Sandesa Kavyas are some of the other
important literary sources from which information
about musical instruments can be gathered. The
Dambadeni Asna® wiich gives a description of
Sinhalese Court life of the Dambadeni period
mentions 54 different types of musical instruments.

Sixteen of these are not found in any other work.
These instruments are Loho Davul, Jina Davul, Nada
bera, Vayana bera, Burulu bera, Mahan kuttam,
Vadigakkumba, Yaturukulal, Dara sak, Viduru sak, Veni
vina, Mrdanga vina, Hasti vina, Maha vina, Davani
vina and Madina vina. A particularly interesting
feature is the large variety of stringed instruments.

The Dalada Sirita!, a thirteenth century literary
work which gives a history of the Sacred Tooth Relic
and enumerates the elaborate ceremonials connected
with the offerings made to it, also mentions a number
1. Thupavansa p. 177.

2 do p. 205.

3 Dambadeni Asna (ed. 1923), p. 4.
- 4. Dalada Sirita-Sorata (1945) p. 49.
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of musical instruments used at these ceremonies. Of
these the following are not mentioned elsewhere;
Vaddaru, Bobili, Gatapahatu and Vaskula.

The most s1gn1ﬁcant reference in the Sandesa
Kavyas to contemporary musical instruments is in
Tisara Sangdesa—(v. 162).
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Trumpets, pot-drum, double Kkettle drum, pata
tantiri, damaru e
Udakki, bobili, vina producing sweet music;
Maddala, gentle music of the cymbals, anklets
and tinkling bells,
D&ums numerous roared and reverberated.
A similar list is also®mentioned in Sri Rahula’s Kavya—
sekera (Cante 8-v. 32).
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Conchs, flutes and beautiful long trumpets,

Dakki, udakki and drumsemihingu and maddala,

Flutes, vina, cymbals and trumpets

Caused music te flow in the ten-fold directions.

The seventeenth century work Kustantinu Hatana also

gives a list of wind instruments—(v. 91).
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Notewofthy in this werse are the two words

n0®euxsin (turampettu) and esde®c (saramela)
which indicate that the Sinhalese had already assi-
milated instruments of Portuguese origin,

It is not possible today to identify most of this
vast array of musical instruments. It can however be
said that as in the case of the dance forms and dance
87-G
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techniques, a considerable degree of affinity with
Indian musical instruments of the past can be traced.
The names of some of the drums such as ‘Dakki,
Udakki, Maddala, Mrdanga are the same as those
found in India even today. The use of various types
of conchs in Indian temples is a very ancient practice
which has survived to modern times. Different
forms of Vina called tantiri, eka tantiri, pata tantiri
are obviously of Indian: origin. So are the wind
instruments and percussion instruments; words like
Kahala, magasara, kombu and gejji show definite
South Indian origins. =

Sinhalese traditions assign a sacred origin to most
of the musical instruments. The stories most current
are those relating to instruments still in use such as
the Gata bera, Udakki, Panteru, Tammatta and Davul.
Thus the Gata*bera was constructed on the orders of
Maha Brahma and the Sun and Moon are,said to dwell
on its inside and outside respectively. Similarly the
Udakki was constructed, on the order of Sakra, eut of
two tusks that emerged from the ocean; other deities
like Moon, Natha, Iswara, Vishnu and Asura Rahu
contributed various parts of it. The Tammatte was
also a creation of Iswara for the use of the Court of
King Maha Sammata. The origin of the Davul is asso-
ciated with the enlightenment of Lord Buddha and it
may be for this reason that this instrument is
invariably used in all Buddhist ceremonials. The
Pantheru is the Chakraudhaya captured from the
Asuras in their great war with the Suras. In this way
there is a considerable body of folk literature! still in
manuscript which gives detailed accounts of these
origins and an intensive study of them will be of
obvious interest. '

Foremost in importance among Sinhalese musical
instruments is the drum. Its variations are manifold
and each one serves its own particular purpose.

1 See Catalogue of Palm Leaf Manuscripts, Vol. 1, pp. 385-86,
Celombo Museum Library.
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Among them, the Gata bera is the most frequently
used and undoubtedly the most important. It is the
sine qua mon for all types of Kandyan dancing and
for all festive occasions. The latter use may be the
reason for its other name Magul bera.

The reason why iteis called Gata bera may be on
account of its shape, there being a gate (boss) about
three inches thick at the centre of the bera kanda
(the cylinder). The actual purpose of the gate is not
known; perhaps it gives rigidity.

The total length of the bera kanda is traditionally
laid down as 27 inches but today it is often varied to
suit the person using it; but the drum-head remains
always the same—8 inches—and the circumference at
the centre—25 inches.

The material used generally is jak (Atrocarpus
integmifolia) of the Varaka variety; Kohomba
(Azadirachta indicd) and Ehela (CasYia fistula) are
choice wvarieties more suitable for the purpose but
due to the difficulty of procuring suitable pieces, are
not frequently used. Rat-handun (Pterocarpus
santaliuns) is still rarer.

The method of its construction is, to say the least,
ingenious. From a single undamaged block of weod
is sceeped out the bera kanda. The chiselling is so
finely done that the thickness' of the shell is no mere
than a quarter of an inch. The edge of the left
drum-head is rounded off while that of the right is
slightly turned out. In one place on each head a
slight indenture called the andae ira, is made. For
the two drum-heads two different kinds of vellums are
used in order to produce two highly contrasted tones.
The right is usually of monkey skin and the left, the
much tougher ox-skin.

The drum-head consists of two pieces of leather,
the top one in the shape of a ring about an inch
broad round the margin superposed on the other:
which completely covers the eye. The two drum-heads
are pressed down and kept in place by two circular
loops called the veni-vara-valalla woven out of finely
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cut ox-skin or deer-skin. = A long band of leather
about 50 feet in length and half an inch wide called
the varapataya (braces) is repeatedly passed through
the loops eight times in all at regular intervals along
its circumference. The two ends of this band are
then tied together. The desired tension is obtained
by tightening these braces. ~

Paralleled almost in age ard analogous in structure
is the famous Indian drum Mridanga mentioned in
ancient Sanskrit works and pictured on the walls of
Ajanta. The method of construction too appears to
be almost the same the only difference being that the
Indian drum has 16 braces and 8 cylindrical blocks
of wood over which they are passed. Unlike in the

~gata bere the drum-head is also loaded with a black
composition.

The drummer holds the drum at his waist with the
help of a sling’ called the ura-pota. He stands with
the left leg bent slightly so that the drum tilts up
slightly towards the right. He plays it with his bare
hands. :

The counterpart of the gata bere in the South is
the Ruhunu or Yak bewe which is universally used in
devil dancing, bali, devol, gammadu and similar
ceremonies. The drum itself is much longer than
the jate bere, but is absolutely cylindrical in shape.

- The method of construction is similar. The drummer
holds it at the waist with a sling but keeps it parallel
to the ground. It is also played with the hands. .

Generally turned out of well-matured Kkitul wood
(Caryota urens), deer-skin is frequently used for the
drum-heads.

The Udakki or the hour-glass drum is one of the
most interesting musical instruments used by the
Sinhalese. Ifs origin, no doubt, is in the Indian -
Damaru associated with Nataraja. Sinhalese tradition
also attributes a mystic origin to this instrument.
Udakki players always form an impressive feature
in the famous Kandy perahera. Exclusively used also
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in the Yak natuma called Dala Rurumbara Yagaya,?
several observers? have noted it as ‘“a favourite

domestic instrument” as in entertainments
at the houses of tkhe Sinhalese upper classes.
However  in contrast today its use is fast

dying out perhaps &ecause it is one of the most
difficult irsstruments to handle. Generally the Udakki
player also sings as e dances. He beats it with
one hand while with the other he tightens the straps
at the centre to obtain the necessary variations of
pitch. '

It is made of gam-suriya (Thespasia populnea),
ehela or even jak. The owutside is carved out to the
shape of an hour glass. There are traditional
measurements given in its construction, but thee
present day craftsmen do not strictly adhere to them.
The ¥ength of the drum is about 7% inches and the
diameter of the head about 8 to 9 inches. The waist
at the centve is about 2 inches. A very thin skin,
either of hare or talagoya is used. This is mounted
on a detachable wooden ring called walayan at each
head. There are six holes on each ring and through
these the lanu (braces) of niganda3 is passed.

Round the lenu at the centre is passed a patiya
(strap) by means of which the lanu can be
compressed thus increasing the tension on the vellum
thereby raising the pitch. On the left head is also
placed a thatha (snare) which helps to increase the
vibrations. The instrument is finished off in brilliant
lacquer.

The hour-glass shaped drum is not peculiar to
Ceylon. There are quite a number of examples
throughout India. Damaru itself is quite similar
except that it is played in a different way. A string
with a knot at the end s fixed to the waist of the
drum; this strikes the two faces when rattled. A
similarly played instrument is the Gudu-Guduke used

1 Hugh Nevill — Sinhalese Verse, Part III, p. 213.
2 John Davy (1821).
3 Sansiviera Zeylanica.
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by itinerant fortune tellers in South India. Similar in
construction to the local Udakki is the Idakku used
in Malabar; but this is not played with the hand but
with a stick. Used in the temple services in Malabar
is also Ittw Tudi which is a kind of damaru. The
closest that comes to the local instrument is the
one called the Idai Surungu Perai used in the Mari-
amman temples and-in temples of village deities. The
instrument is held in the left hand and beaten with
the right. But the shell is not made of wood as in
Ceylon but of either brass or clay. Other forms known
in South India are Davdndai; Dakka or Dakkai,
Karadi Vadaya, which is much larger in size and
“Kaitiri; but all these are played with sticks and not
by hand.

A larger edition of this instrument used in Ceylon
is the Dakki. This is also similarly constructed
as the Udakki but is much bigger in size. It is not
held in the hand but suspended with a banda patiya
(sling) from the shoulder. This is rarely used in
Ceylon now.

Davula is the most ublquitous and best known drum.
It is used along with the Tammettama and the Hora-
newa in all Buddhist functions both in the temples
and outside. The combination of these three instru-
ments is called Hewvisi. The colourful annual perahera
procession conveying the Sacred Tooth Relic at Kandy
is always led by a number of Hevisi players. In
certain parts of the country even funeral processions
are led by a band of Hevisi players. During the times
of the Sinhalese Kings Hevisi formed an important
part in Court ritual.

The Davula has another use. It is the arda-bere—
tom-tom—employed to announce royal edicts. In this
respect its use is still common in most village areas.

It is a eylindrical drum hung from the waist in a
horizontal position and beaten with a curved stick
called the Kaduppuwa on the right face and with the
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hand on the left. As in the gata bere the two faces
have.contrasted tones—the right hand end is louder
and higher in tone, the other lower and muffled.
Kos (Jak) and Kitul are normally used and rarely rat-
handun. The vellum is either of spotted deer or calf
skin at bbth ends. The Kaduppuwa is made of either
atteriya (Murraya exotica) or ratmal (Izora coccinea).
Ivory also has been used in rare ifstances. The vellum
is kept in place with the help of the vara pata made of
niyanda; these strings are tightened by moving the
sliding thongs of rings called illam, so as to obtain
the required tension. THe drum is given a lacquer
paint with some artistic design and other embeliish-
ments like tassels hung on to it. The traditional’
method of tuning it is to obtain the note made by the
bird *Kirala. . a

The length of the drum varies considerably, the
commonest sizes are 16 and 18 inches. The one used
as anda bere is much smaller—about 12 inches in
length. The size of the drum head also varies
according to its length. =

Tammettama also called Pokuru bere, a term some-
what rare today, consists of two bayas (literally
halves) in the shape of twd very large cups. The
right hand drum called the anda-baya has a drum-
head like that of the right hand drum-head of the
gata-bere. It is tensioned to a much higher pitch than
the left one which is called the mandama. The wood
used in both, is often Kos (jak of the varaka variety).
Two Kadduppus made out of vevel or kirindi-vel
(Rourea Santaloides) or pupula-vel (Veronia Zeylonia)
are used. The right hand drum is beaten with both
sticks in fast tune while the left is only used to punc-
tuate the other.

A rather uncommon Ceylon drum is the Davunde.
This is in use not too frequently, almost exclusively
at the Temple of the Tooth, Kandy and a few places
of worship in the vicinity of Kandy. It is somewhat
like an hour glass drum in shape but the waist is
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not so thin. The vara pota which holds the two drum-
‘heads in place are passed through illam as in the
‘case of the Davula. Though it has two drum-heads it
is hung vertically from the shoulder on the left side
and played with both the hands"and a kaduppuwa on
the top head. & :

Another drum used exclusively today in the Temple
of the Tooth, Kandy, and a few other Raja Maha
Viharas is the Tamboruwa. This is a very large drum
constructed in the shape of a Davula and played in
the same manner. But the drum-heads are not
‘tightened to the same extent as in the Davula; as a re-
,sult it emanates a rather muffled sound.

Patawa, a drum once exclusively used for female
dances is now completely unknown except in name.
This drum is "plaved only on cne side. It is con-
structed somewhat like a gata bere, but en the drum-
head a black spot of badama is placed in order to
dampen the vibrations of the head. The drum is
slung across the shoulder. This type of drum is also
found in South India. -~
- An essentially folk drum of the past is the Bum:
madiya, perhaps unheard of today except in the remote
villages of the Kandyan District. This is constructed
out of a pot similar to the ordinary clay pot commonly
used for fetching water in village homes. The mouth
of the pot is covered with vellum and at the bottom
an aperture is made. It is slung from the shoulder
and played with the fingers.

The Bummadiya is known to be used to accompany
songs and dances at harvest festivals and on similar
occasions. (Plate—24). - :

This instrument may not be essentially Sinhalese.
There are analogous instruments in South India such
as the Gummati of the Telugu districts, used by the
rural folk as a rhythmic accompaniment in singing
the well known ballad Bala nagamma katha; and the
Pulluwa Kudam used by the Pulluvans of Malabar
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in the cult of the Snakes, the Ndga cult. These are
constructed almost in the same manner and played
in the same style as the Kandyan Bummadiya.

Of more recent origin and almost dying out is the
drum called the Demala Bere which some writers!
appear to think is the same as Mihingu Bere. This is
much shd¥ter in comparison with Gata bere, about 18
inches in length; but tH% circumference at the middle
is much greater than the Gata bere, though the drum-
head is of the same size. The material used for making
this drum is the same as in others—the most fre-
quently used being jak. The vellum is of deer or
ox-skin and the head is t#%htened with vare pata of
leather and is woven in the same way as in the case
of the Tabla. On the left hand vellum the black spote
of badama is placed. This drum is normally placed
on the ground or on the lap of the player who
squats on the grolind. Sometimes it is suspended
with a sling from the neck and held at waist level.
This drum is never used singly; two drums tuned to
two different tones.are used, at the same time; it is
most frequently used now to accompany nadagam and
rukada (puppet shows). :

Modern nadagam and rukada players however seent
to prefer another accompaniment called the Dole or
Dolak which appears to have developed from the
Demala Bere. This Dole itself has changed much in
shape and at present there are various shapes and
sizes. Originally it was barrel-shaped and was not
more than 12 to 14 inches in length. The more recent
ones are conical in shape with the drum-head where
the badama is kept being about three or four times
the size of the other head. The vellum is the
usual type of skin kept in place by wvara pota
or cord, and illam. A late innovation is the pre-
sence of two rings carved out of the shell itself round:
about the middle of the barrel. On these, holes are
1 fggo Sinhalese Drums “Leander”, Ceylon Observer Pictorial,
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made and through them the wara pota on the
respective drum-heads are passed and are tightened
by rings (illam). This instrument is extreiely
popular in all types of musical entertainments today.

The instrument used universally for all domestic
rituals and entertainments is the Rabana, ,the cnly
form of a single-faced drum among the Sinhalese. It
is extremely simple in structure being a circular ring
of about 3 to 8 inches in height and one side covered
with a skin. In order to obtain greater tension it
is kept on a detachable three-legged stand and some
glowing embers placed underneath. The wood most
used today is gan-suriya (thespana populnea). Other
varieties are also used.

- Sinhalese mythology! attributes the origin of the
Rabana to a mipister named Atoja of the Brahfnana
caste. He was a Minister of King Nandagupta and
this instrument was invented in order to proclaim
the presence of the King. The Rabana or the ekaes
bere as it was called at that time, is said to be the
precursor of all other types of drums.

The Rabana used for the Raban dance and by the
Virudu players is slightly different in structure. Its
rim is much smaller in®*comparison being not more
than 2 to'3 inches in width. The vellum is more care-
fully fixed and studded with™ brass nails. In
comparison it is much more costly.

The wind instrument best known today is
the horanava which forms an essential part of hewvisi
and is always used with the davula and tammettama.
Its length varies from 11 to 14} inches and the
number of finger holes between 6 to 8. The open
end is a bell-shaped cone of brass or bronze. The
cenfre portion called the kanda is either ivory
buffalo horn or wood often beautifully ornamenteci
with coloured lac. The end from which it is played

1 Janawansa - H. Nevill (The Taprobanian, 1886) pp. 89-91.




-~

SINHALA NATUM - 183
”

is also of brass or bronze. At this end the reed,
usually made of a piece of talipot leaf, is fixed into a
narrow tube with a cirxcular metal disc against which
the lips are pressed when blowing.

A special variant siot commonly used teday is the
Dirgha Horanava, which is about 22 inches in length
and has two sets of finger holes, eight and four.

The most popular instrument of this category both
in village and town is the flute or wasdanda. It is
evident from the references to it in Mahavansa®' and
other literary works, that this was commonly used
even Iin ancient times son various occasions. In
modern times it is made out of the common reed
(bata) found in -all parts of the country. Its generak
popularity may be due to its simplicity.

An, instrument somewhat similar to the horanava
but much longer is*the nagasara. Ob¥iously an intro-
duction frem South India, during the Kandyan
era it came into use in the Sinhalese temples and
Devales. It is constructed of wood in the same way
as the horanava but it is about twice its length.

Frequently associated with temple and devala
ceremonies both in India and Ceylon is the conch,
(sak). From literary sources we are able to gather
no less than 8 different type$ of instruments made of
the conch shell. Today it is an unornamented plain
conch that is used*in most temples and devales; but
in ancient times the conch was heavily ornamented in
gold, silver or other metals. Elaborately designed
mouth-pieces were often attached to them. Ananda
Coomaraswamy reproduces photographs of two such
conchs in his work, “Mediaeval Sinhalese Art”2 It is
also represented in ancient sculptures in Polonnaruwa
and Anufadhapura, as in Amaravati and Sanchi in
India. Its great sanctity is due to its sacred associations
with gods like Lord Vishnu whose attribute it is,
and Lord Krishna associated with the conch Pancha-
jjanyam.

1 Mahavansa—ch. 72, 264; 74, 216.
2 Medieval Sinhalese Art. Plates. XLI and XLIIT A.
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An instrument that has almost died out is the
Kombu. In ancient times this had, most often, been
used in-the battle field. Today a few specimens are
preserved in ancient temples and are hardly used. It
is crescent-shaped and is about four to six feet in
total length. It is made up of several bras§ tubes of
gradually widening conical bore one fitting into the
other. It gives a very shrill note.

Its counterpart in South India bears the same name
while in North India it is called Sringa® It is used in
public amusements and is also known to be used to
welcome high officials and~dignitaries who happen to
visit the village.

? Among the percussion instruments the commonest
is the, Talampota or the cymbals. The talampota is of
various sizes; but the commonest is about two orsthree
inches in diameter. It is made of some heavy metal
with two discs connected together by a string running
through the centre. The instrument is also used to
keep time in all types of Kandyan dances, as well as
in temple and devala ceremonies.

A series of Sinhalese verses entitled ‘“Talampota
Kavi” gives the mythological origin of this instrument.
It is stated that Meragal Risi furnished the metal
which Vishvakarma moulded into its proper shape.
The chord was furnished by Maha Brahma and the
instrument thus turned out was played by the
celestial musicians, the Gandarvas. :

The Taliya is a rather rare instrument. It is a
metal gong about eight inches in diameter., Held
with a string which passes through a hole at its edge,
it is played with a kaduppuwa of hard wood. It is
generally used among the Kandyans to keep time in
certain dance performances; it is essentially an
instrument of the Kathakali of Malabar. :

The Pantheruwa is an instrument much like a
gypsy tambourine without the vellum used exclusively
in the type of Kandyan dancing, the Pantheru natuma.

1 P. Sambamoorthy: A Dictionary of South Indian Music and
Musical Instruments, Madras.
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Sinhalese tradition embodied in a set of verses entitled
Pantheru Upata, attributes to it a mythological origin.
It is said to be the Chakraudhaya captured by the Gods
from the Asuras in the great Sura-Asura war. Since
then the Gods used 1t to celebrate their victories in
war. The’Sinhalese, trye to this tradition. used it in
their battlefields for the same purpose.

It has a circular rim about 8 inches in diameter and
one and a half inches in width. Five or six sets of
small cymbals are fixed at intervals through the rim.
The dancer holds it in his hand and rattles it rhythmi-
cally as he performs his dince, passing it from hand
to hand.

Historically one of the most important musical”
instruments used in ancient Ceylon is the Vina. A
large®variety of this instrument has already been
mentioned in the foregoing pages but unfortunately
not one of them has survived today though in India
the Vina is still one of the most important and widely
used musical instruments.

Literary works are our best sources of information
about this instrument.! Ther@ are two references to
it in the Sigiri Graffiti which show that the vina was
used in the 7th century.. Abundant references
to the vina are found in the Sandesa Kavyas
of the Kotte Perigd. Thus in Parevi Sandesa—
v. 35 “méeon cden g »a” —the celestial maidens
keeping the vina on their laps’; in Kokila Sandesa—
V. 169— “awm 1868 cden com” —playing upon the
gem-set vina’, shows that it was often a richly orna-
mented instrument. In Selalihini Sandesa, too, the
vina referred to in v. 45 is ornamented with gems.
From these references we may conclude that this
instrument was used in the highest strata of society
of the day.

1 S. Paranavitana; vv. 19 & 84,












CHAPTER 1

KOHOMBA, KANKARIYA

An alternate version of the legend of Kohomba
Kankariya, a variant of the commonly accepted account,
is tfe theme of a Qook in the Lihini Series (published
by M. D. Gunasena & Co. Ltd). The legend as given
herein is noteworthy for an articulation of Kohomba
Kankariya with the story of Pattini and Kovalan. Pat-
tini meets the powerful Yakka princes who figure in
incidents of Kohamba Kankgriya under the name of
Valiyakkas, who are deified by Pattini. The legend
also contains a narration of the origin of the Kohomba
God. The story as given in ‘the monograph, is herein
briefly narrated, with acknowledgements to the
Publishers.

The incidents narrated, of Kuveni’s black magic and
its baneful influences on Vijaya and his successor
Panduvasu Deva, are substantially the same as in other
accounts of the legend. The subsequent incidents
find some variation. The efforts of the Ministers failing
to effeet a cure, invogation is made to Kohomba
yakuma, a goddess presiding over the white parasol.
The Goddess approaches God Sakra and pleads that by
the death of King Panduvas, the kingdom of Lanka
established with such difficulty by King Vijaya would

189
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certainly perish. Therefore Sakra, knowing that the
only person in the world capable of removing this Divi
Dos is the King of Malaya, summons a meeting of De-
vas attended by a number of deities, Iswara, Vishnu,
Kataragama, Saman and Vibhishana.

Of the deities who officiate in the Xeohomba
Kankariya, the three Vali YakKas occupy a prominent
place. It is said that these are three powerful princes
who lived in Ceylon at the time of Vijaya’s landing.
These princes meet Pattini and Palanga while they are
returning from the abode of their preceptor. Pattini
was in the act of plucking mangoes with a forked stick;
when it got entangled with the stick of Palanga she
tound (it difficult to get it released, and appealed to
these princes for help. Thereupon the princes pulled
the stick and got-it released for Pattini. As a resuit of
the impact, Palanga’s forked stick snapped. Pattini,
being very much pleased, is said to have deified these
princes. This event is also supposed to be the origin of
“Ankeliya”.

The verses deshcribe the birth of Kosamba devi:—
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King Gajaba of prosperous Sri Lanka
Derived authority from King Male
In the name of Kosamba

The queen one night dreamt the full moon, and on
the full moon day of Asela (July-August) she gave birth
to this prince. 2
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Weaned after seven months,
The child was named Kosamba
Decked in ornaments:

And brought up in manner below:
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At the age of seven years

The prince was conducted to the thick jungle
There he was renamed Kosamba Devindu
After the place where he settled.

There are a few more verses which describe the
wanderings of Kosambadevi in India. A number of

deities were invoked: o
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The new Kohamba Devi abides in the mansion of
Meragal,

And the old Kohomba Devi, in that of Doragal,
The deity Maha Kohomba is in the mansion of

Siyambalagal
And all shower blessings on mankind.
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Seated at the foot of the Kosamba tree
Like*the full moon orn Vesak day,

All demons are driven in ten directions;
Homage to King Kosamba Devi.
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Clad in Kangan cloth

Betel is offered to the deity

Adorned with the blue lctus

The new Kosamba deviyo comes hither.
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The Moonlight shines through the forest
And the bee sings making sport;

Thus it happens to those at war.

.Here comes Kosamba devi, pure and noble.

Among other gods invoked in the Kohomba Kanka-
riya, are Irugal Bandara, Kande Bandara and -Vira
Munda. Melli Yakka of Dumbara i$ also invoked. His
services are obtained as a mark of recognition of the
assistance he rendered to Vijaya and his followers.
Other gods invoked in the ceremony are Maha Guru,
Kuda Guru, and Kadavara. Kuda Guru is thus
featured:— 3

-
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Hair on his head is tied up with a string
And he eats red fowls

And quaffs toddy in a ceremonial plate
That is the nature of Kuda Guru.

B Eed 8L gy oS 85 esF
CoBm9d eom D0 Owsy (G2
wensY »d o4& sDon @5y
B sne @b 0cOB Bessy esF

Thus the Guru comes from Kasi

Taking the needle he stitches the jacket;
Beggars are duped unhesitatingly,

And he says, “Kasi nada Guru am I”.
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{ CHAPTER II
KOLAM NATUMAE KOLAM DANCES
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Walking stick in hand

(He) is ready to come to the assembly
That he may discharge

The duties of a messenger.
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His hands are tender and small,

Manners pleasant,

And his walk, serene;

He is the Liyana Rala', and he comes to the
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assembly.
28eR8R WS CCHD 2w D8 83 (9]
e 28 816 ®ETEY At O coB g™ (35
DO80 B8 @b Baconm cnl@c cn®E 6@
e®ecsd 180 8RGO & DB BB 6CH (31

1 The Scribe.
193
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Stick in hand and using strong words against the
people :

(He) comes to the assembly to deliver messages;

Well clad and serene,;

Much like a king he comes, "to the assembly and
walks about. ¥
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Now comes Badajari'
He has received office
From ancient kings.
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The phlegm disturbed,

(He) suffers from.catarrh and cough;
The nose is dried up

And matter and blood flow constantly.
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With the sword in one hand

And a walking-stick in the right,
Comes the héwarala;?

Of what avail is the other Kolam?
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1 One who speaks through the nose.
2 The soldier.
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With palm-leaf in his arm-pit
And bags on his head;
The servant runs igstantly
With palm-leaf in hand
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Taking various forms

(He) strikes fear in those who behold him,

Here comes the hevarala .
Gladly bearing a leaf.
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Keenly eyes the assembly, as he waits,

And with firm steps,
(He) looks around
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And jumps into the assémbly like a demon.
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(You) who are used to associate with kings
Seem subject to phlegmatic diseases;

O! Hewarala, whence do you come,

Swinging fowl?
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Afflicted with catarrh, matter comes

the nose
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He begs for toddy and creates disturbance;
With unsteady steps
Greedy ‘“mukkan” soldier, jumps and dances,
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He has urgent messages to the King
And he comes limping
Attired in the form of a clown, he performs

devil-dancing and casts glances;
The greedy “mukkan ™ soldier, jumps and dances.
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Though you come to the assembly with a message,
Why do you behave like a Gini kadiya® without
serving?
If you are not hungry, have a little toddy,
And Hewarala, may you quickly do the dance.
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This is their manner; they do not know until life is
extinct;

Being 1ntox1cated they cherish desires;
Well aware as they are of what is actually

happening;
To eternally quarrel, isthe way with certain men.
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1. A species of ants.
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With the davul?, slung on the shoulder
Now comes the Anabera? gura;
And he trembles continuously,

- Like a man intoxicated.
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© With walking stick in hand
And a davul on the shqulder
(He) beatsthe drum under the orders of the King
In different villages. 5
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Dressed in a paccavadam?® around the waist

“ And head adorned with an uramalaya*
He is ready to come to the assembly.
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With trembling arms and feet,

With the davul hanging on the shoulder;

May the old gura come to the assembly;

His head, mouth and chin have a pointed aspect.
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1. A drum,

2. The long drum,
3. Red cloth,

4. Kerchief,
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This “Bahulajjariya’ is very old in age;
He reached old age as the result of his previous
“Karma”; 5
Has not even a son to beat the tom-tom;
This “Bahulajjariya” dances vigorously in the
assembly. -
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A palm-leaf in the arfh-pit and walking stick in
hand.
He has a paccavadam round his waist and a davul
. tied to the shoulder
Ceming frem different places, he shows his"beard
to the assembly;
In this advanced age, he dances in thé assembly.
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Intoxicated with toddy, and trembling,

(He) shows his beard to the assembled, raising his
eyebrows;

He does not like to beat the tom-tom early;

In this manner the anabera guru departs, jeered
and assaulted.
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(People) possessed of wisdom

And knowing the way of ruling the country,
Get ready to come to the assembly separately,
Aware that kings too will be present.

1,

This much ridiculed man,
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The people of tiat city

Are constantly protected;
Ralahamy' comes to the assembly
Accompanied by a servant. °
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The good gentleman who abides in that city
Having received the rank of ‘“Mudaliyar ”
Enquires into what is right and wrohg

And comes to the assembly.
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Adorned with the sword

And holding the rank of Mudaliyar,
Ralahamy comes to the assembly
To perform his duty.
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In that city, (the people) come first

Second with the king and the Mudaliyar;
Bedecked with the sword

The Mudaliyar is adorned with royal ornaments.

(OROUNONU)

1. An honorific term used for a Sinhala village headman and
other officials.
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A sword hangs from the gentleman’s shoulder,

A decorative comb adorns nis head,
And the coat that he weaxs is golden, too;

_Cleans his face with the handkerchief and puts it

on his shoulder.
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The people in this assembly
Having heared that story
Related it #0 the King. #
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Wearing a . CrOWD

That comes from ancient times,
And armed with a sword,

Now comes the King.
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The King comes to the assembly

With a crown on his head,

Bedecked with the sixty four royal orfiaments
Accompanied by men and ministers.
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Dressed in golden garments, ®

Adorned with gold ornaments set with gems;
The good King comes to the assembly

Armed with the golden sword.
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The King called Usirata

Who holds sway over all Dambadiva !
And governs tne people thereof
Comes, holding a white parasol.
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The King, Usirata by name,

Who removes evils

Wrought in seventeen ways

Comes bestowing long life %and prosperity.
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Thereafter the orders

Of the above gentlemen were maintained; °
Now why do you not listen to “Migasanasura’?
He comes down to the village and walks instantly.
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1. India,
2. The sense of the word is chscure,
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Bridges are buiit over streams and rivers
And roads strewn with white sand;
Dancers stand at the village boundaries
And every “Tolehisa”* decorated.
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Brandishing swords
As (if to fight) tigers, bears and elephants
Or vanquished the might of the hoards of the
enemy; :
Wise men, note the manner of the coming of this
King of Kalinga. 2
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People go to trade

With much wealth and oxen

I shall now .recount in this manner, the birth of
this maiden.
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‘A bull loaded with all sorts of things
According to the orders of the king
Comes to the assembly.
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1. sense obscure,

2, In North East India corresponding to the present state of
Bihar, very much associated with Ceylon history. 3
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Fhe bull with spots on the forehead
And well-set limbs,
Enters confidently.
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After disturbances
In the Wadiga ! country,
(He) comes driving h1s bull on the road.
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The bull which shines like a moon and gifted by
King Usirata

Has been loaded;

Called “friend,” in Tamil

The “Yonas” 2 of Wadigas come driving the bull.
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The beautiful bull is brought
With a rod and a palm-leaf;
Look at the bull which dances to the tunes.?
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1. The Andhradesa, whichhas had considerable relations with
Ceylon of the Middle Ages.

2. The Muhammadans, corresponding to the Moors of Ceylon,

3. The fourth line is obscure.
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O friend, I shall unravel your riddle
Without any fault;

This day evil is caused by leopards,
Hence protect the bull from fear.
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They roam from one country to another, *
Undergoing much difficulty

Pulling thousands of ~carts;

Thus they come bringing wares for sale.
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It shines in colours of black and white
Frowning with an open mouth, it shows its anger;
The bull is here to perform a dance before the

assembly, &
And the tigér gets ready to jump upon the neck
(of the bull).
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The leopard which destroys mankind

And which has gone into the wilds

Strikes terror;

I shall recount here the character of thie leopard.
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1. Generally called “tavalam”, carts of merchandise,
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Like sharp weapons are the claws,
The long teeth shine like crystal;
In power, it matcheg the lion

the body looks painted in colours.
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Hiding in the bush

It pounces upon quadrupeds
While they pass the place;
Thus it gets its prey incessantly.
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The spots are black

It is beautiful to behold;

Strong in body

The tiger jumps into the asgembly.
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The tiger roars
And the king-bull trembles;

The karma has borne fruit A
Alas! the tiger has jumped into the assembly.
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The leopard that shines like crystal, kills the
people.

Cleverly way-laying them; =

The assembled people are enamoured at the sight

87-H ‘ ;
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of the le(;pard.
May the leopard dance as much as it likes.
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Hiding in the paths wheré bulls roam,

(The leopard)- fills its belly with the flesh of oxen;
Its body shines as if painted; S
May (the leopard) dance and gladden the minds of

people.
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In that jungle the Vedda King lives
Hunting for food;

His place of abode over mountams and forests;
He lives accompanied by his hosts.?
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The Vedda King while thus living there,
A King comes to the jungle,
Falls in love with the queen;
O wise men! behold the troubles this causes
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King Maname and his queen

Go hunting in the forest;

. At that time there appears the Vedda

Because of the chief queen, the Klng meets with
his death.

1 Here is introduced the story of King Maname and his
faithless wife. 4
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I shallerecount as far as I know
How a battle was féught,
And the King killed,
In order that (he) may capture the queen whom

000

(he) loved.
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The royal couple reaches the forest,
The King is adormed with his golden‘%word on one
side there sits the queen; !
They pass houses and gardens where dwell the
virtuous; i
And the King carries bow and arrow.
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The King who thus comes accompanied by his
handsome queen

Reaches the forest where the Veddas dwell;

Enamoured of her beauty

They cast wistful glances at her.
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Seeing the King that day

The Vedda King comes forth and closes the road in
: anger;

Glad at heart, he is determined to take the queen;
The King challenges him to battle......
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Many Veddas assemble ~
To give battle to the virtuous king;
The King annihilates all; '
The two Kings now reach the assembly, and wage
war.
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-King Maname knocks down the Vedda king
And beckons the queen to hand him the sword;
The scabbard she takes out’ instead,
And that the queen gives to the King.
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Taking the sword the Vedda king
Beheads the King instantly;
Thereupon the Vedda King takes hold of the queen
And with her goes to the bank of the river.
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“The mighty King whom you loved for long is killed
Because of the desire you cherish for"me;
If I were to live with you
The same fate would overtake me
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Thus saying

(He) makes into a bundle, the ornaments which
adorned the gqueen

And leaves the queen to her own fate ;

The Vtsdda King erosses to the other bank of the
river. x

After this there are a few verses which describe the
lamentation of the queen who now realises her act of
folly and treachery. At this juncture Sakra seeing the
plight of the queen, takes the form of a jackal, and
visits her. The story is thus ¢ontinued.
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God Sakra takes'the form of a jackal

~ And Matali (his charioteer) that of a fish;
Another god appears like a hawk ;
The queen is put to great shame.
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Sakra, the jackal, comes with a piece of flesh in
its mouth,

Seeing a fish, it keeps the flesh on the ground;
The fish comes to the bank of the river
The jackal goes instantly to get the fish.
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The fish swims towards the upper reaches of the

river;

The piece of flesh that was on the ground is
snatched by the hawk,

The jackal stands there

And looks all around in great grief.
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The queen seeing all thig®
Remonstrates.with the jackal

Not to act in such a foolish way

And thus she spoke derisively of the jackal.
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“The p1ece of flesh which you were taking to
appease your hunger,

You left on the ground with a desire to catch the
fish in the water,

A hawk snatches the piece of flesh

O jackal! what foolish act did you commit!”
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“The chief queen that you were of King Maname,

You loved a Vedda King born in the forest;

The ornaments in which you were bedecked were
bundled away actoss the river; 5

You, O queen, acted more foolishly than I"..
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“Q friend, do not disclose the secret to any;
If you do not speak out, it will not be known to any;
Because of my giving the scabbard so that my
husband may be Kkilled
Today I suffer from repentance. ;
Thereaftér the story of the Sanda Kinduru Jataka is
recounted.

2
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7/K. 5. ewics’ »wg® - (KOLAM DANCES)!

The Doladuka motif is the theme of this text. Des-
cribing the origin of sthe Kolam dance, The author of*
this work states that during the rule of King of Ceylon,
his chief queen felt pre-natal longings. To satisfy these
longings various dances were performed.

-The folloWing is the text withh a free translation:
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She who had her belly full developed,
. Cherished no dainty dishes;
~ But longed to witness dances

Which provoke merriment.
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1The Colombo Museum Library Palm Leaf Manuscripts
Series. :
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Thereupon the King’ caused men

To perform the stick-dance (Leekeli)

To the accompaniment of songs ;

Even these gave the queen no satisfaction.
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Men from different countries came
And performed, “Malakkan” and “Buhurit” dances
With many tinkling bells;
These the queen disliked intensely.
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The King who felt that the longing of the queen

Had not been satisfied

Summoned one of the ministers

And ,ordered him~to get the “Kolam” dance per-
formed.
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Getting together carpenters,
An image was fashioned of wood in proportions
correct, :

Thereafter the Kolam dance featuringmthe image,

- Was performed before the queen.

Bag du BEecom Jd¥ €& enY
e e e CO e50d 8O eed
Ber 8BsY S ¢ =F Y 6 esy

der VL 6@ ¢ Y &g G




SINHALA NATUM e
»

Under the directions of the King
Many were the “Kolam” images that day modelled;
On the dances being-duly performed
The queen had her longings satisfied.
. 7/F.10. Vallura Kali Kolama !

An earlier stage in the evolution of the Kolam is
“obviously revealed to us in the accompanying songs, in
the eults of the Gods, in the cult specifically of the
Goddess Kali.
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Bh.le as the waters of the sea, is her hair,

With flowers dressed, and hand adorned with the
tinkling “Salamba”,

She walks like the noble elephant, in gait serene,

Indulging in the game, “Kavasi”.
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(Your) swan-like breasts are so beautifully formed
The flowing dark blue tresses shine like petals of
“Gomara’ flowers,

The divine silken shawl covers both your shoulders,
And you utter sounds like the lion’s roar.
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1. The Colombo Museum Library Palm Leaf Manuscrints
Series.
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Darts of the gods fly with thundering sounds,
shaking Mount Meru

By the power of the chark which thou holdeth in
thy right hand

And by the grace of efforts-which thou maketh to
attain Buddhahood

May the Yakkas be frightened, and sickness
driven without a semblance thereof.
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When you come in a trance clad in cobra de
capellos

And adorned with gem-set ognaments

Shining like the rising sun; to the sound of
“gigiri” bracelets

Even the great “Meru” trembles.

m
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Proud art thou in dlsposmon, though tender in
body and amorous in mind

After guarding the Southern region, O Pattini!

You come with burning flames

Having obtained authority over the whole of Sri
Lanka. »
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CHAPTER III

THE LI-KELI, THE STICK DANCE.

A folk play of wide disfribution in Ceylon as in
India is the Li-keli, the Stick Dance play. Despite its
high entertainment value, it is yet a play with an
intensg religious background and a respectable
ancestry. Its sacred character is indeed "more evident
than in most -of the folk dances of the present day,
obvious in the invocatory verses, invoking gods for a
successful performance. Specimens of the verses have
already been given. Following are the songs in full,
with verses in original: ! *
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May meritorious and virtuous Sri Vishnu shine in
blue
And bestow Kkindness, shedding light like the
golden Meru mount;
May all evils be dispelled and all beings protected,
May ®ri Vishnu grant us leave to perform the
stick-dance.

1 Reproduced with acknowledgments from de Silva, W. A,
and Malalasekera, G. P. “Folk songs of the Sinhalese”.
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May the iron spike be given unto the demon
“Kadavara” of Kadira pura; :

Having traversed round the sea shore and stayed
the roaring waves,

May (the deity) assert his powers at Seenigama
standing on the sea shore;

May God Kadira grant us leave to perform the
stick-dance.
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May he who obtained authority from Dipamkara,
the Lord of sdges,

Cast divine eyes upon all parts of this human
world, "

Assert his powers over this world of human bemgs
from his divine abode,

May god Natha grant us leave to perform the
stick-dance.
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May the God cast divine glances on Samanala
Giri (Sri Pada mountain)

And come hither mounted on his vehicle, the
white elephant,

That he may give protection to all beings;

May God Sumana Suman grant leave to perform
the stick-dance.
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Cutting six sticks frotn the same tree
And selecting six persons of equal height
And having obtained permission, hand them over
to the preceptor,
Let us now form into two groups and perform the
stick-dance. o
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Paying obeisance and taking refuge, first in the
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Buddha
Second in the Dhamma,
Third in the Sangha; e
May Goddess Earth grant us permission to raise
our feet. »
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I sat on a good chair upon the earth

Bedecked with ornaments and clad in garments
1 take refuge in Narayana (Vishnu)

And I%alute the feet of my preceptor.
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Let the stick-dances be performed on the upper
terrace, y

And the central terrace;

Descending from the central terrace,

(We) go to the lower terrace and perform the

dance. & :
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We bow in obeisance to the bough of the Bo-tree;
We turn back

And recognise one another;

May Bo-Pattini grant us leave.
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Only four of us come singing verses,
Let homage he pajd to the God at Mecca;
We are all given over to the care of Kataragama.
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Cutting six sticks from the same bush

And selecting six persons bearing the same name

The sticks are duly given to the preceptor for
distribution;

Lgt us form into two camps and perform the
_stick-dance.
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- Let us pay homage to the Sun god that rises in the
morning,

The moon god that rises in the evening,

The parents that nurtured us

So that we may attain Nibbana.
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Extracting the oil in purlty

The wicks are twisted "properly

The cleansing Mara is not seen

(May you) Salute the holy foot-print.
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Where the Sun God comeg, the dewdrops vanish,

Where the Moon God comes, darkness vamshes

When the elephants come, there remain ne
pillars or roots;

Where our Guru has visited, there’s no rivalry in
stick-dance.
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The Sun at its zenith s well placed

The Moon is well placed with stars around;

The maiden looks comely with a fold on her white
cloth,

It is but meet that we perform the stick dance in
this assembly.
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The white calf of the Sun God =
Was tethered in a golden~rope;

Having snapped the rope, it stood at the pillar;
Fetch me my white calf.
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The Sun God comes from above

The MoonsGod comes with a company
Gana Devi comes bestowing wisdom .
May Goddess Pattini protect us for ever.
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O gentlemen,

Tender children are we,
Come joyous to this assembly,
To perform the dance today.
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: The shed with canopies and curtains adorned
; And six ropes wound round the post;
' Let us perform the stick dance

‘.'And sing, that we may receive gifts.

OO O
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Prompted to corle from home to dance, to sing

I have no mind to*depart from here;

If you listen to the virtues of the “Buddha
dhamma’’,

May permission be granted, five thousand

times.
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May the Sky Gods assemble in the sky

And the Earth Goddess and

The four guardian gods witness

And make us win this game of stick-dance this day.
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Eighteen pots full of gold will accrue

To the city of the meritorious King

Tiling various houses; :

May (people) from the land of Bengal come for
the stick-dance.
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Setting foot on Usangoda

And bathing in the golden river

Sticks of authority are received that day;

Hosts of men received sticks from God Mangara,
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God Vishnu having created she vehicle to run on
land 2

Constructed a raft to sail the sea
And bearing two torches on either hand
Disported thus.
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Seated on 2 chair with gold ripgs on fingers ”

(Her) hair bedecked with flowers, and

Cloth, worn with a fold and the colour of the shirt
blue;

Your golden body is worth five thousand  and
your waving hands are like those of

~

a Goddess. ~ -
Gentlemen, may you freely give rupees with both
hands.
go, B 0O 62108008010 B8 ¢& Y
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I saw “Antudiya” (deer) serving after, handing
“Talgnpota,”
And beating tom-tom within a bottle-gourd fruit,
I saw too the scorpion in the rotten wood-apple
enjoying heavenly bliss; ;
May you unravel with a clear memory, who is the
maiden adorned with specks
~ Seated on a spike in the midst of the field.

i



SINHALA NATUM o5 223

-

& Bened Do gooes el el
88 mesy em e, 53 6BhC g
GG exn COB BB 4B ® Gils
88 Sened 2@ 8w ¢

vHear the story of Ridi Vihara;
Friehds, silver bags sprang out (of the ealth)

Know that this is not new but old;
Let us all worship at Ridi Vihara.
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%After a hearty chew of betel, (he) indulges in
hght-hearted talk
And hiving taken just a little toddy, says he is

intoxicated;
After the sticks have been cut to the size of a
short span
The stick-dance is performed.
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Gods Skanda, Ananta, Sakra

And the goddess Sarasvati

Bestow blessings and prosperity on me ;

May you listen to the story of the origin of the
*stick-dance.
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Having attained Buddhahood

With much effort at the foot of the Bo-tree

(He) caused the earth to tremble along with
Mount Meru and Brahma Loka;

From thence forth originated the stick-dance.
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Six handsome gods having descended thereto
Danced fanning the Lord of Sages with chowries
We shall now perform that dance in this assembly.
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Setting (your) two feet firmly on the ground

Remember the sweet verses and songs ;

Friends, do not have any fear

With the grace of God, may (you) perform the
stick-dance.
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All having taken toddy beyond limit
(They) cannot sing the verses to the proper tune,
Let the tender game be witnessed with love
And let us perform the stick-dance, this Livelong
poya day.
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Let all of us together stand ir’ different rows

And recite amatory verses sweetly ;

Dancing in this assembly without infringing the
“tala”,

Let us jump the two rounds.
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All appear like garlands of flowers.

And the singing is very sweet, indeed.

Why all keep silent? ;

Let us jump the three rounds quite well. =
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Six of us are here

It is scarcely possible to describe them;
Friends, may you jump ift competition

As a cloth set on flame rises in the air.
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Obtaining authority from deltles of the three
worlds -

May all gods gain merit and protect us every day ;

Let ws jump the three rounds gladly

That we may foot it lively and long.
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Mounted on horse Kantaka, Prince Siddhartha left
to practise austerities

‘On the day of enlightenment (the elephants) of

the danta clan danced to celebrate the event,
Kantaka came from the city to the sea- port
“ Sinhala pura ”’ .
Let us start the dance “Clonta gatan” first with
the “devaraja vannama.”



CHAPTER IV
THE RABAN
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May the learned forgive, if there be any faults
sLet us play Raban for the (New) Year, as in the

early days.
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Young men sit and play Taban,

Young women group around commencing raban
play.

All play Sural in competition;

Some repent, standing still.
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Today is pre-nuptial day:; tomorrow the nuptial

day
Curd and honey is given at the wedding, worth a
« country. 5
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c®f cé adecs @iy GEemms
w bisvee enfemsy st DN SHB)

qoc® B8 avin : DX @
297:



2238

k,,

y

SINHALA NATUM

Taking rice from “Hamban Vella”

Fish from the sea shore at Modera

Gathering faggots from the Cinnamon Gardens
0 mother, I shall come without delay.
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DT mh DSGH ~

Goon 2852 Bef 1), O géeorm

&sTe B0 Do OB N

The seven merchants of Bengal

Discoursing together,
Purchase merchandise"to the value of Lanka

And dance to the tune of “Runda Takita”

cc@Goesy Omd B&,
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Few few, are the babblers
Many many, are the magpies ;

A handful and a handful of thin coral
Enough the quantity of spices.
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Surrounding the wedding house, they play “Sural”
Warming two rabans, they come out.
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Although (you) may have a sip of toddy and
: arrack,

Kill a dog or two per day ;

And come hither renouncing your village lands
\ and household,

(You) cannot obtain employment as a foreman,
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There are hares’in the bush of arrow grass

There are hares ir? the bush of red grass ;

The sound of raban spreads in the ten directions,
The hares fly from the bush.
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O parret (pettappu), may you come from high *
and high
O parrot, may you come from the ground and
the ground

O parrot, may you comesto eat Pittu;
Stay not but come from Petangala today, Tari
Kita Dirikita, Pettappu (parrot),
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Why do you want tender oranges,

Why did you gather tender oranges

Putting the large fruits in the bag of tender coco-
*nut leaves

Give the tender oranges to the girl.
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On the other side of the land, canes are cut from
the talipot palm ;

On this side of the land, canes are rent from the
talipot palm ; ‘

Slender Cochins flee carrying banners ; :

(They) row boats in Hoipura (in Kaluta”ra)
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Here, O sister, are betel leaves from trees,
Here, O sister, are betel leaves from the vine,
In our house now, we always chew tender betel.
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The Takkita Tal Vedda who lives under the
rock in Ahala Kaditta :
Shot a deer now, keeping his foothold on the rock.
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O Menike, come for the dance today

And be rewarded with three Tumba flowers,
a handful of spices and two kernels of
groundnut. ;

O fellow, although I may earn and earn;

I am not given to eat, O-fellow ; nor am I allowed
to stay.
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These crows, a black crow perched on the top
A white crow eats perched on the ground

~In between, a_young cobra spreads its hood ;
Punchlhamy stays at home playing Raban.
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On the top of the hill and in the centre of the city
stands the pinnacle

High is the mountain Pidurutalagala ;

To the golden dagoba “studded with blue gems

A glimpse is seen of the holy foot print on

Samanala.
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‘Who oh! who is it that quarrels?

The aunt and uncle quarrel ;

Why oh! why do they quwarrel?

They quarrel over the tobacco stalk.
ot ctf oi’di 8nf Exf 55 eang
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In tall, tall trees are long, long leaves ;
Leaves in the trunk are cut ;
Twenty-five leaves from the top of the trunk;
Twenty-five, dear fellow, twenty-five.
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Alla, malla leaves and Gandapana leaves,
With small pieces of pittu, for women ;
Aramala, tiramala, tékka kundan
~And rice cooked from hill paddy, for men.
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The “Idda” flower and a wreath cf flowers,
Donta Tariki Ta, i

The red lotus flower and a wreath of flowers,
Donta Tariki Ta;

The “Idda” flower and a wreath of flowers ;

The red lotus and a wreath of flowers, Donta
Tariki, Donta Tariki, Donta Tariki Ta.
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Tarikita, Tarikita, Tarikita Singho
Dirikita, Dirikita, Dirikita Singho
Tarikita Singho, Dirikita Singho,
Kunda Kundan Kundan Ta.
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Gold in the land, on the other side

Gold in’the land, this side ;

On the land that side and on this side
There is gold to the weight of an elephant.
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Seated on either side of the verandah

Women extract oil from the flower of the
“Rasakinda” creeper '

And bedeck their hair with beautiful flowers.
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O golden femal® bird, O golden female bird,
Where is the goltlen male bird?

Takkita Tarikita, it has got caught at a house
And now found in the prison at Kandepile.
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If the highland is enjoyed, so let it be ;
*If the lowland is enjoyed, so let it be.

If both the highland and lowland are enjoyed,
So let-it be.
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Carrying on their heads winnows
With the rind of jak fruits ;
Women tether cattle, tatei tei,
O women, tether cattie.
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Though fried in oil, it is a wild pigeon
Theugh fried in mllk it is a wild pigeon ;

In whatever it may be fried

Oil or milk, it is the self-same wild pigeon.
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Women tether cattle near the bakery at Panadure
Putting a “madu” creeper round the neck
They cry “Indok” “Indok’*
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Takka Don Don Takka Don Don
There have bloomed, teak fiowers

O friend, look now O friend, look here,
Flowers are bent towards the road.
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The red pumpkin (creeper), bore fruits on the top

The red pumpkin (creeper), bore fruits at the
bottom

Small, small pumpkin fruits are borne

Both on the top and bottom.

The spontaneous character of the varied range of
folk life is evident in these lines, reflecting the
simplicity and gaity of rural Sinhalese society. Un-
connected as they are in content, the separate sets of
verses are yet so many links in the chain of traditional
Sinhalese rural culture, the values of which are
revealed to us in the passages of the Raban-pada with
all the attributes inherent in Sinhalese folk musie.

The intimate relation of the Raban-pada.to rural
social life is among its many noteworthy features, in
further illustration of which are reproduced the follow-
ing excerpts. 2 i

2

1 Sounds uttered in driving cattle.
2 Extracted with acknowledgments, from Perick Appuhamy
of Walgama, (1905), Raban pada Pota.
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THE RABAN: A SACRED LEGEND
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Lying on his bed one night

Iswara had a dream ;

In the morning the God

Directed his steps to the woods, adze in hand.
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Reaching the centre of the forest

Iswara cut a piece of wood from near the root
of a sandal wood tree,

Sweet scented.
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Taking note of the markings
The God selected a block of wood
And measured its girth.
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A wheel round, Iswara made of it "
And put it on his shoulder ;

Stretching over the rim a length of skin,
Iswara adjusted it with care.

. 235
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Pulled the stretched skin round h
And round the rim fitted -

Golden bands
And brass nails over these, he fixed.
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Three long days

It dried in the air o
Three days after

In the right hand was held (the instrument)

“Bahuvajramaya’’.



CHAPTER V
THE VADIGA PATUNA

As seen today in perfgrmances of the dances of
South Ceylon, Vadiga Patuna is a colourful dance, with
dancers wearing the Indian dhoti and turban to match,
It is obviously a dance play that has had its beginnings
as a e«eremonial dance in rites of exorcism, ! evidently
brought to Ceylon by Indian ascetics from Andhradesa,
a land whieh has had considerable cultural relations
with medieval Ceylon. Vaduga, as one of the dances
of South India, figures in the South Indian classic epic
poem, “Cilappadikaram” of the second century A. D.

The verses reproduced here,are of the Manuscript in
the collections of the Colombo National Museum
Library, numbered AM/14 .(—
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The Seven ascetics

Coming from the country of Vadiga
Performed a yaga

Brono.lght from Vadiga patuna in times gone by.

1The Vadiga Patuna is featured as an interlude in the
exorcist ceremony of Huniyam and Kapima; Saratchandra,
E, R. “The Sinhalese Folk Play and the Modern Stage”,
Colombo (1953), pp. 42—44.
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- To the Tamils, in this manner

SINHALA NATUM
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The Yaga was performed in the name of the king
In languages, unmixed Sinhala, ‘Magadha, Sanskrit,
Pali and Tamil o

And also in the eighteen languages.
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The ascetics performed the yaga in this manner
In languages such as Gurulu, Telugu,
Pattadi and Tamil.

6396 GENGCHLDSL e sF
208 @5 5p eB5NCE 534
& B35 gbACen sy

60 BBcO wme DS o

The yaga was performed in the name of the king
in this manner,

With stanzas .

Mantarams Kavaca

(The third line is very obscure in meaning).
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The Brahma Yaga was performed
By reciting verses in the yaksha language ;

-

The Tamil language was used.
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The eighteen languages

Were used in this manner ;

The verses at the end of the book
‘Were in the Andi language
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It was composed in Nagari
(Sanskrit) by the Thera Maliya ;

239

That day it was récited in ‘unmixed Sinhala

language.
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This pure book
Was found within the golden cave ;
‘The demon seeing it

Kept watch over it. -
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- Power Pilaiar yakkas
The Oddi yakkas and the Suniyan yakkas,
All these demons stood around the book.
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Demons such as “Rama girl”

And those of the eighteen languages,
Including Tamil and Sinhala
Surrounded the book in this manner.
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At the outset Tamil was spoken, £

This aeon came into existence in the morning ;
The Yaga was performed in the Vadiga language
Together with armlets and charms.
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The Vadiga Patuna was recited in this manner
By the four Guardian Gods; .

The book was called Vadiga Patuna, e
When it hiad to be named. °
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When the gods plotted
Against Prince Malsara ;

This book reached the country of Vadiga
And came into the possession of the line of

OO

ascetics.
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Such was the origin.

The seven ascetics having come .
Wrote the “ dapana” in Sinhala
In the city of Malsara.
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At the beginning the verses are in Sinhala,
Thereafter it is in the Tamil language ;

In the centre of the book

The verses are in Andi language.
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The Vaduga Patuna was rehearsed
By the gods Sakra, Brahma, Iswara
And Vishnu Maheswgra

And the Sages.
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They speak” the eighteen languages ;

The book is worth a thousand, .
And it contains twenty four stanzas 3
These are charms from,the “Aravali.”
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There are five hundred “Dapana” and “Abina”,
Seven hundred verses,

Three hundred Tamil “ Dapanas”

And five hundred ‘*‘ashta kaviti”.
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The gods on that day
Sang verses of the Vadiga Patuna in this manner ;
The gods brought this about
So that the people of the world may be protected.
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Bearing the golden style in the right hand
God Sakra,

Wrote in nagari characters on that day,
And kept (the book) in the golden rock cave.
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The book was guarded

By the four Guardian Gods

The Demala (Tamil) Pilli demons

And the Vadiga and the demon of sensuous
pleasures. >
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The book was offéred

Nine leaf cups each of blood and rice
Jasmine and champak flowers

And also rice with the five kinds of fried flesh.
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Having tethered goats and fowl
Offerings are made of gold ; =
Flesh of the gaur,
And pigs and sambhur deer are also tethered.
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If offerings are made in this ‘manner

The door of the library would be opened
The chief of gods saying this grant authority
And assigned the book to the demon.
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The Buddha aeon having passed in this manner
The sage Gautama attained Buddhahood

They assembled there

And fled away so that®hey may reassemble.
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The ascetics of Vadiga Pura on that day
Saw the library

And offering a lakh,

They obtained the book.
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From that day onwards

The powerful Vadiga Patuna came into existence
On that day the ascetics performed a yaga

On behalf of Prince Malsara.
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May the “vina ” and “ bandana ” disappear
And the sensuous Vadiga demons come hither
By the power of Vadiga patuna

May the “devel” and ‘“penali” disappear.
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May the demons perform the dance
In respect of eight hundred joints
Nine hundred veins
And three lakhs of hair on the body.
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May the demons with burning heads perform the
dance

And come hither making the heart tremble -

0O, the_demons! may you come

So that the ““ Avaragiri Bandana ” may disappear.
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May the sun dance

And also the gods of the earth and sky

Let the four corners of Mahameru dance

O, demon! come hither so that you may be

subdued.
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I shall offer fire in order that the demon may
tremble
The * Henagini Mandala ” may dance
The portal of Yama may come hither
And six hundred parts of flesh in the body may
disport.



CHAPTER VI
GIRI DEVI NATUMA

L

In the hierarchy of the Yakas of Ceylon, the Gara
Yaka holds a place apart. With little or no evil ten-
dencies such as those associated with the rest of the
Yakl®as, the Gara Yaka has a positive beneficent
influence in the life of the villager. His role is cons-
tructive and not destructive.

The Gara Yzka swinglng on the aile, is the closing
scene of many a ceremony in exorcism. In structure
the aile recalls the clothes-line, except that the line
here is something strong and Substantial with a bough
of the Goraka tree spanning the support on either side.
On this, Gara Yaka sits, gambols and swings about.
He is quite at ease on the aile, voraciously eating the
offerings (pideniya) of sweets and delicacies handed
to him. Buoyant and joyful, he quips with the atten-
dant priest, the (kattadiya). The dialogue often ranges
from obscenity to innocent fun, reminiscent of the
;clechnique of ritual obscenity surviving from -early

ays.

The closing scene in the Gara Yaka ritual is essen-
tially a “fertility rite. The officiating priest who
impersonates the Vattaruva the legendary grand-
son of Gara Yaka, dons a bull’s head and walks about
on all fours, symbolising the puddling of the field by
bulls, preparatory to the ploughing. The rest of the

245
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agricultural operations follow from sowing and harves-
ting, to doling out the share of the produce to the
villagers who have lent a hand in the customary services
of cultivation.

The Gara group of yakas comprises twelve indivi-
dual Garas. Their names severally are Alut Gara,
Sohon Gara, Desa Gara, Savun Gara, Pushpa Gare,
Kana Gara, Uma Gara, Lavuna Gara, Vata
Gara, Tota Gara, Kila Gara, and Kili Gara. Each of
these Garas has his own individual rituals coliectively
known as Dolaha Pelapaliya.

Allied to his function of dispelling evil, is his role of
a cleansing agent. In ceremonies of Graha Santi as in
~ceremonies of exorcism as the Bali, descending from
his aile, with the lighted torch of rags, the (pandama)
in hand; the Gara Yaka in quickened steps, covers the
premises of the house, throwirng handfuls of the
powdered resin which, lighted by the flaming torch,
go up in flame and smoke.

Legends recount how Gara Yaka set the stage at
the wedding of God Kataragama to Valli, the daughter
of the wilds. The Veddas collected the flesh of animals
they hunted for the wedding feast. The stench of
stored flesh was too much for the gods who attended
the wedding. Gara Yaka demons were invoked to
tidy up the arena. The yakas with their voracious
alppetite made short work of the collected meat, and
cleaned up the place.

The Gara Yakas have their consorts, each of them
distinguished by the name Giri. Andun Giri, Sohon
Giri, Desa Giri are some of the names of the consorts.
The chief of the Gara Yakas is Dala Raja, and Giri
Devi is his consort. 8 :

At a full scale ceremonial performance, are enacted,

~the dolaha pelapaliya, the twelve different rituals.
Twelve dancers impersonate the goddesses, attired in
womens’ garb, set off with diadems and ornamented
by breast bands, bangles and anklets. The life of
Giri Devi, the goddess of surpassing beauty, is high-
lighted in a number of poses.
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Giri Devi is a personality of interest. Her life story
has been handed down in the folk poem, Giri Devi
Kathava, (in the collections of the Colombo Museum
Library, Ms. A.R./10). A chronicle of value for its
cultural content, a free translation of it is hereunder
given, with verses in woriginal. ;

Daughter of King Aravati of Dantapura and Queen
Hamsavati, Giri Devi ( as the princess is known in the
legends) grew up in all the glory of her birth and
rank. As she came of age, she was a maiden of
radiant beauty and charms. At her birth, the astro-
logers who were summoned to forecast her future
revealed that her Karma destined her to marry her
brother. This prediction caused untold distress to the
fathér and mother., They decided to bring her up in
a concealed, trench. This proved no deterrent to the
working of fate. Her sensuous and passionate
brother, Prince Dala, discovered her secret abode with
the aid of the washerwoman. Overpowered by his
sensuous longings for his sisfer, he sent word to his
parents that his life would not long endure unless he
realised his cherished wishes, and prevailed on the
King and Queen to let him see his sister. The nego-
tiations culminated in a meeting of the two. Conflict-
ing passions were aroused at this encounter. The
princess would not easily yield to his advances. She
gave expression to her dominant feelings of the igno-
miny that a union of brother and sister would cause.
Her lamentations were of no avail and Prince Dala
accomplished his desires. The rest of the story may
best be ' gathered from “the words of the legend
appended.

Brother-sister alliances are known from history in
the ancient royal families of Egypt and Persia and the
Incas of Peru. Survivals of the custom are known to
have prevailed in early days over certain areas of the



248 - SINHALA NATUM

world, including the Hawaiian Islands of the Pacific.!
As an institution, it appears to have been more or
less forbidden to those other than royal or chiefly
rank. The main motivation seems to have been the
belief in the virtues of the royal plood and the desire
to keep the blood as pure as pessible. (Hastings —
Encyclopaedia of Religion and Ethics, “ Marriage ”,
Vol. VIII, p.425).

At a comprehensive programme of folk dances held
in Colombo in July 1957, Giri Devi Natuma was one of
the colourful shows presented under the auspices of
Ruhunu Kala Kavaya. Thé dancing was of a high
artistic standard. The vivacious and graceful dancing,
fleeting footwork and tempo, did ample justice to the
interplay of feelings, emotions and conflicting passions
aroused by the story as a wholey and its emotional

situations, with a good leavening of the supernatural
element.

GIRI DEVI KATHAVA — The story of Giri Devi.
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I shall recount briefly the origin
Of princess Giri Devi;

In the capital of Dambadiva
Reigned a prosperous line of kings.

1, Something of the folk psychology in relation to this cul-
tural phase and its implications, has been handed down in the
.fol_k—lore of different lands, including Ceylon. See Martin
Wickramasinghe—Essays in Sinhalese Culture, 1956. A signifi-
cant r&':ferenFce1 lﬁol this folklore was made in the course of his
paper on “Fo ore, Music and Dance” by Austin Jayawar-
- dhana, read at the UNESCO SEMINAR on Traditional Cultures,
held in Madras November, 1958. : ;
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An attractive city was Danta Pura;
Sunfmoned princesses of noble lineage
And the King Aravati of noble birth
Chose Hansa Vati to be his queen.
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Her breasts developed

Like the moon that waxes day after day
njoying senswyous pleasures e

The queen got pre-natal longings.
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‘Ten months after pregnancy
. She gave birth to a princess in the waxing half of
the month of Nikini (July-August)
‘When the princess was born, a drum was beaten
announcing the birth;
The child cried at the auspicious hour.

ceasy 8 Afeeny BER Ay
RsY 5 @B5Y 686 WEWO ¢y 8
G5y B BENH B ¢Ed 684 8
S5 B3 16 he BBB ©ed d

I shall summon Brahmins to make a forecast,

Now the previous “karma” has borne fruit

The two aspired to join each other from the
previous existence

The couple has joined in wedlock.

Qoo
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She does not disclose anything;
The princess had one brother *
Even God has not the power to stop that which is

RO

ordained
The princess was in love with her brother.
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The two parents were in great distress

The queen began to shed tears in great remoxse,
Constructing a labyrinth like unto a heavenly city
An auspicious time was fixed tfo. enter the

labyrinth.
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The passionate princess steadfast in disposition

Had a company of five hundred wet nurses;

She was not to be compared with anyone else;

The princess Giri shone like the full moon, inside
the labyrinth.
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The princess attained the age of seven years,

The flowing tresses seven fathoms long are like
the blue (feathers) of the peacock

The narrow forehead was like the crescent moon

And she figured like a golden image.
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The,eye-brows Wwere like rainbows

And the eyes wefe two blue sapphires

(Her) nose shone like a golden goad

Such features were not possessed by anyone else

in Lanka. :
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When she reached the age of sixteen
“The passionate princess Giri attained puberty
Her mind was not bent on any trivial thing
But she longed for sensuous pleasures.
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Now Giri Devi could not resist her temptations
As passionate as female swans

Her mind bent on sensuous desires. :
The women carried this news to Prince Dala.
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The Princess Giri attained puberty at the proper
age

The ceremony relating to the cloth performed
By washers engaged for the service of the cloth.

smn’ 286 e Fudsy @d )
O WEB e wd el O H o
®8s DoNEsY 6690 6B D (3)
Bty Sad QoveE D3 )



252

SINHALA NATUM

Seven curtains were drawn in front of the queen.
Bidden to do the rites of puberty,

The “ talanpota ”’ is sounded by both hands

And the ceremony of the cloth, performed.
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Causing the five hundred women to stand on
either side “

They take golden plates
Dancing like female swans
They invoke blessings standing on either side.
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Seeing the Pediya (washer) coming that day
King Dala was greatly angered

(He) sat on the wayside because of fatigue
Seeing Prince Dala, he ran from his sight.
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A washerwoman comes along the road all alone
Prince Dala waylaid her
And belabouring her

Asked which way she went.
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I worship you so that you may not kill me,
Your sister is keeping well.

I am returning

After attending her Kotahalu ceremony.
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The washerwoman was asked where the sister
lived

She said that she lives ia the beautiful labyrinth;
- Saying that she should not lie
He drew the sword asking her to swear.
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O washerwoman, where does (my) sister live?
She lives in the labyrinth in the bowels of the
earth. Q
Utter no falsehood as a result of being
intoxicated by sensuous pleasures ;
She swore upon the golden sword.
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Swearing upon the sword at that time
A necklace was gifted
Because of the washerwoman (they) reached the

city
Prince Dala thus got information.
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Rightly planning that he knows how to act now
(He) stretched himself on the bed face downwards
Except for the longing that to see his sister
He said he had no other ailment and started
weeping.
:
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Go and inform my parents

That my life would-not hereafter endure very
long;

Do not believe what women say

Send my sister so that I may see her.
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Prince Dala is like a rutting elephant

He does not either.eat or drink;

Unless (he) sees beautiful Giri Devi

The life of Prince Dala is not sure to endure even

Qoo Q’

this day.
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This is the evil that betook a princess who was in
her home

The Brahmins foretold this on that day;

Whatever it be the Princess was brought hither.
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A curtain was hung around the prince

Having summoned the five hundred wet nurses at.
once

They were adorned with the sixty-four ornaments

When the five hundred golden plates were gifted
at the same time.
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Taking her by the twq hands which shone like
golden garlands

She was seated on the bed

Saying that he suffered much in trying to win her; -

(He) indulged in sexual pleasures.
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Carrying her she was placed on the bed

The maiden Giri uttered lamentations
Although young she thought of the ignominy
Her sexual desires roused.
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Having dressed her in a cloth worth a thousand
A necklace worth a thousand was put on her neck
Enjoying sensuous pleasures with Giri Devi

He became fatigued.
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She was given sweet smelling porridge

Admiring the beauty of her face which shone like
crystal

Hosts of men were made to wake

Her passions roused by pleasant talk.

a’e 2éce B& 69n
g2Y & 8D d D5 @B emy
57 <0 BB w5 Bes DD
BF & e oy @B @

Having combed and tied the hair well

She is bedecked with the sixty-four ornaments
Summoning the five hundred wet nurses at once;
(She said) that these women would now insult her.
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O Sister; why do you speak so much ;
You were summoned because of my intense
desires :
You are the person who is my equal in beauty
And it is you who appeased my carnal desires.
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Are there no other queens who are very beautiful?

‘Why did you cherish a desire for me?

Is this not a noble royal lineage?

Does it not cause a stigma by what has been done
to me?
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Many are born in the same womb

And they agree to indulge in sensuous pleasures
No one will disclose the fact because of shame
The fact that it is not known is enough.
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Although you do not feel ashamed

I cannot think in that way

When the fact comes to be known people will

start speaking B
Then the women would laugh at me.
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Will the mark in the moon leave it?
Will the spring in the pond leave it?
Will the pollen of the flower desert it?
Will the attachment I bear towards you break off ?
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A fire burns within my bowel, :
Something might happen and my life will not last ;
Even God does not see my sufferings,

How can I live in love with my elder brother ?
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Who is it that has not seen the spot on the moon?
Why did you appease my carnal desires?

Who in this world has not seen us?

(He) slept on the lap.of Giri Devi.
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When he kept his head on the bed
Giri Devi started crying .
(She) went to an Asala tree
And hung herself.
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The powerful god Dala did not see prince Dala,
She hung herself by a creeper ;
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By the power of God Sakra "
(Her) life was not found tobe extinct.
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The two hands hurg like two garlands

The flowing® tresses hung seven fathoms long
Her breasts were bathed by the tears of her eyes
This was seen by the divine eye of Sakra.
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When Prince Dala woke up

He did not see Giri Devi

In madness he roamed all the world over
Searching for her.
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He searched in many countries’ i
Weeping and wailing :
He searched for her even in Benares
Calling out “ Giri, Giri !”
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From there (he) searched all over
Kicking and smashing roots and stones
Hillocks and dales
Large elephants were 3ashed on the ground and
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The earth was rent and tied to Naga loka
He searched everywhere

Even in the sifted sands of the sea

He asked O! where is my beloved damsel?

Oy geeads’ Edeed A e

coles €@ ¢ oEw &l e
ce vmsy g e $Hdw e
e &8 @ea Ge emn®e ge e

At once he looked in the divine world
And he sat at a game of dice
Gambling thus, he won lakhs

He asked O! where is my damsel?
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He searched in the noble abode of Sakra
And all over the Nandana garden
Shaking the noble Parijata tree

He made enquiries.
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Sakra seeing this through his divine eycs
Got down the goddesses immediately,
Making them stand in rows by lakhs
He asked him to take his damsel.
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The celestial world and the Brahama worlds

And six thousand other world systems

And three kotis of celestlal maldens

All these are not worth as much "as the smalk
fingers of ““ Giri Devi.”

eI

ernece S&es) qLec e o3
6JEd WG 2G o Eesf %
c9ed s S 82 emBeny @
O 1, & etsdeab OF (=

On the day that she hung by a creeper
On the “ Asala” tree in your abode
Sakra saw it through his divine eye
Saturn was sent along with the prince.
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Having caressed her body

He saw the swan-like breasts
Kissing the face with much gusto!
He saw the sawn-like breasts ;

QRAQ

1. The meaning of the lh;fine is obscure,
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Going near the “ Asala” ftree
Prince Dala cried® with grief over the maiden
Climbing the tree &nd removing the creeper
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He took down the dead body. i
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Ambrosial waters sprinkled on Giri Devi
And she awakens forthwith

When poisonous water is sprinkled

She gets into the forest without seeing me.
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Prince Dala, born in the same womb ‘
Married the damsel Giri in a state of insanity
Thereupon God Sakra took away the damsel Giri.
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Up to this day, it is well known in this world

That the sister was taken to wife ;

Verses relating to Giri have been composed,

The maiden Giri sojourns in the abode of Sakra
to this day.



CHAPTER VII
RATA YAKUMA

A very significant dante in the cult of the spirits,
is the Rata Yakuma held to invoke blessings on barren
and pregnant women. The chief character in this
dance is Queen Riddi born out of a fire that arose on
the Maha Meru mountain. Maha Brahma, who sojourn-
ed on earth at the time, took her to wife. She begot
seven daughters, Na Mal Kumari, So Mal Kumari, Idda
Mal Kumari, Picca Mal Kumari, Sapumal Kumari,
Vadamal Kumari and Siddi Mal Kumari.

Later Maha Brahma deserted queen Riddi and she
went to king Vesamuni with her daughters. From
Vesamuni she obtained authority to cause illness to
women and children. Owing to the fact that they even
exceeded the authority given by Vesamuni, he imprison-
ed queen Riddi and her daughters at Asuragiri Kotuwa
(Fort of Asuragiri) for a period of twelve years. As
they had no food during this period they had to find
a way to live. Legend has it that they cultivated a new
field with cotton and spun thread and wove it into a
robe which they offered to Buddha Dipankara,
from where they derived their authority to cure the
ailments of barren and pregnant women.

A street with seven pandals is made at the site
where the Rata Yakuma is held. The dancers came
to the assembly along this path decorated with wood-
land flowers, plantain stems and tender coconut leaves.

262
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After offerings to the demons, the twelve posture

" . dances (Pelapali) are performed.

Among the dancers are represented the queens, and
the Buddha Dipankara. At the end of the dance a
decorated doll is placed in the hand of the patient.
‘This symbalises a safe delivery to the patient.

The origin of betel and cotton is sung during this
dance.
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CHAPTER VIII
DAHA-ATA SANNIYA
THE CULT OF THE EIGHTEEN SANNIYAKKAS.

The eighteen “Sanni” dances are performed to
propitiate the demons who cause various types of
diseases. The origin of  sanni ” is described as rollows.
in the Palm Leaf Manuscript: No. 7/Al of the Colombo
Museum Library.

When King Suddhodana was reigning in this pros-
perous country of Sri Lanka, hosts of demons were
summoned in the name of merchants and husband-
men. When the Lord (Buddha) went begging for alms.
along the central road of the city of Visala, he found
Dammodiya petrified and dumbfounded. Determined
to make Dammodiya speak, the Lord showed his
powers.

Thereupon he (Dammodiya) made a sound of
“Hafti”. By the first spittle, the dogs were destroyed,
at the second cattle died, and at the third men died.
On looking into the reason for this through his divine
eyes, it was found that it so-happened as a result of the
powers of Sohon Yaka who had his birth at the cemetery
where Princess Ajapali of Visala was cremated. He
has neither mother nor father. This foolish demon,
having dug a hole in a street of that city, posed in the

264
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following manner. Having a corpsé on the back and
- one on the belly (he) kept one for his head, and two
each on his two hands and two feet. While he was.
covering himself with the skin of a corpse and munching
a dead body, he was agked what type of a demon he:
was.

When the Lord threatened him not to speak an un-
truth, he said that he causes windy diseases within a
range of eighteen cubits, eighteen types each of burning
sensation, coughs and fits, bashfulness, convulsions,
pains and also the attitude of looking up, down, around:
and about, mortal fears andelunacy.

Thereupon the Lord uttered “yatoham’” at which
the demon being weakened in his powers, hid himself’
under a lump of cowdung. Then he was called a
second”time to come Jnear (the Lord); whereupon he-
immediately came and saluted with one hand. When,
he was asked the reason why he did not salute with
both hands, he took the book and saluted with both
hands after performing a dance relating to the book.

On asking what are the offerings that should be-
made to him, he made answer:— the offering unto the
head should be rice, that unto the waist rice. Holding
leaf-plates on the two hands, and having adorned the-
body with eighteen twigs, perform the “Kola” Sanni
dance. And when one sees that the “ Sanni” diseases
of the village afflict the other village, and that village-
after village, and house after house are devastated,
take a skull and having put rice therein offer it at the-
boundary of a village after charms had been chanted.
Make further offerings of eighteen plates of food,
eighteen lamps properly lighted, a fowl, five leaf cups.
each of flowers, antlmony, sandal, blood, acid,

“patan ” (Sapan wood), juice of orange peels, water,.
milk, roast meat and toddy

By way of illustrating some of the ““ Sanni” dances,
a few Sinhala verses are extracted hereunder withe
their translation in English.
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“ Kalas Pali ” (Plate 22)
(Dance relating to water-pots)

esnce’ 285 eumd b cxem sY ey
e 0dbimsy ¢ enE . Y65y
e|MEH cume A Bemsy £BeH ¢ F¥eny
Des @ ¢ 85 Bw Db 5y 65T

Thou art seen with thy head uncovered and dis-
porting with bears and gaurs. Millions of men are
dreamt in dreams. Having seen the dance relating
to water-pots, may the “ Sanni ” demon come hither.
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Holding a skull in his right hand, he looks con-
siderately with three eyes.

May all diseases willfully caused be removed, and
the “ Sanni ” demon come hither

Seeing the dance relating to the king-coconut.
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He is dreamt in dreams as attired in black cloth

And is seen bearing clubs and waylaying on roads.

By the powers of the magical charms of (constel-
lation) Revati,

May the “ Sanni” demon come unto the dance
relating to betel.
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Demons who have committed gruel acts in the
past have hideous dreams.

He who was born in a cemetery as the result of a
sinful act

Eats his mother’s flesh for several days.

May the “ Sanni ” demon come hither seeing these
lights and incepse.
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May the demon who enter the city of Visal,

And devastate that city by his glances

Immediately accept these offerings made as
desired.

M2y the demons come unto the dance relating to
the club.
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The demon who was born from the womb of &
Tamil mother

Has the skin of a living man girt around his.
waist,

And matted locks of hair falling on his back bound
in the “ Malala” fashion.

May the “ Sanni” demon called *“ Demala Buta
Maru ” (Demon of a Tamil Spirit)

Come and accept these offerings.

7/A 1 — Eighteen ““ Sanni ”’ dances
Daha Ata ‘“ Sanni ”’ Paliya
gy 8¢ qguecei 16 sYesy
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May the demon who sojourns in ‘‘Molagala”

Come unto this dance across the golden threshold

Take off the sickness which afflicts this patient :

And the dance shall be performed taking the
golden bow.
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A Vedda approached the city of Visal

Threatening war angd to devastate that city ;

Having travelled in the woods I lost the power of
shooting ;

Dead bodies were taken out of that city.
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He Stoo% in the midst of the jungle with bow in
han

And looking through his divine eyes

The arrow that was shot will even pierce Mount
Meru

May the “ Sanni” demon be driven away from
this place in proper manner.
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‘ If the bow is taken into the hand (thou wilt) be
shot and killed ;
The demon is being chased and castigated
And the epidemic diseases that afflict the city of
Visal are removed
Taking the bow the dance is properly performed.
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(The first line of this verse is very obscure
“in meaning. »
Having heard those words, the demon went and
reached the city of Visal;
May the “ Sanni ” demon called Ginijal come unto
this “aile”.
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A ‘“viduru”® (érystal) torch was given unto the
two hands

In order that disturbances may be created at
places of violence

Flames are lighted in the ten directions

May the “ Sanni ” demons come immediately unto
this “aile”.
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The fierce and cruel demon called “ Raja Sanni ”
came along that day from the cemetery with
a company of demons

Unto the city of Visal

Our Lord of the sages drove away the demons with-
out permitting them to stay behind

Seeing the dance relating to the pitcher, may the
eighteen ‘“ Sanni ” demons come hither today.

(e O U]

1. Viduru—from Vajra—As applied to the torch, it may be as
showing its brilliance.

87-J
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The bears, elephants, rams and cattle affected and
destroyed by the epidémic
And by the power of our king of sages the demons
were driven away
Sacrifices and offerings were made unto the
demons at the “aile ” and archways constructed
at the sixteen corners
Having performed the“dance of the water-pot, let
us drive away the “ Sanni” demons as from
~ this day.
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Let me first describe the origin of the ‘“ Sanni”
demons in the city of Visal
Offerings of flowers and lamps are made after
decorating the altar with canopies
And dividing it into eighteen apartments
May the eighteen “ Sanni” demons come hither
looking at the uncooked food offerings at the
garden festival.
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When the Sage came to Isipatana after having
gained victory over the hosts of Mara
He saw the men who fell victim to epidemic
diseases
The demon being driven away to the North,
eighteen leaf cups were offered
May the fierce eighteen “Sanni” come hither
looking at the dance of the king-coconut.
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(The demon) was nurtured by the flesh of the
Corpse that was dismembered

And he speaks in harsh tones to the Lord of the
Sages

The demon flies in fear of the refulgent rays that
emanate from the Buddha

Having seen the dance of the betel may the
“ Sanni 7 evils be dispelled.
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When the Buddha reached northern region

And asserted his powers against demons, they had
no place to stay

Having stayed on the mace they were given
authority and driven to the North

May the “Sanni” Yakku came hither seeing the
dance of the cudgel and remove diseases.
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The witch doctor having gone to the altar

That day offers a fowl

Crowing like a cock he stretches forth

And bearing a bow in hand performed the dance.
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They speak the words spoken by the King of gods

And think that they would cause diseases through-
out

Having obtained authority from our Lord of
Sages

May the “ Sanni ”” demon of Sunday cast-his glance
on the “aile”. E
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By the power of the Sage who sat on the crystal
seat

The epidemics are removed
. ~Diseases that afflict the head too are removad
May the “ Sanni” demon of ‘Monday come to the

“aile”.
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Haunting on Tuesdays

The demon causes disease to some people

Knowing the power of the respected and powerful
Vesamuni (King of demons)

May the demon of Tuesday descend.
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Thou knoweth the exegetical meaning of verses

- And many are the epidemics caused

Knowing the power of the Sage Kakusanda

May the ‘“Sanni” demon of Wednesday -cast
glances at the “aile”.
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The epidemic diseases of the city of Visal

Weres not driven®away by the power of the sage
Gautama.

By the power of the sage Konagama

. May the “ Sanni ” demon of Thursday come to the

(laile’)’.
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Thou knoweth the exegetical meanings of letters
And many are the epidemics caused
By the power of Kasyapa, the Lord of Sages, :
May the” “ Sanni” demon of Friday come to the
“aile”.
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While it rains incessantly

The Sage has taken shelter within the coils of the
cobra King

Knowing the powers of the virtuous Sage Gautama

May the demon of Saturday come to the “aile”.
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In order to drive away all the * Sanni ”

By the power of the Lord of Sages

Maiy the ‘““Sanni” demons of the seven days
come on this “aile”. :

Under the influence of the god possessed with
“Siddha ” powers.

-

o000
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w@zd »O»8 — Yakun Natanava (Devil-Dancing)
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If hosts of men are seen with uncovered heads
during the thirty hours of the night
When one is asleep and if his mind is trembled
At the sight of branches being waved
Thensknow that these are diseases caused by “ Bita
anni ”’ o
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Knowing that darkness has fallen

He descended from a place several yojanas in
distance ;

Roaming in a trance

“Bita Sanni” comes demanding offerings.
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There are burning sensations in the heart

And head-ache is caused with reddened eyes ;

Vomitting sensation is brought about by un-
savouring dishes, -

Know these diseases caused by “ Amukku Sanni ”.
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He rolls (on the ground) afflicted with sounds in
the stomach

And does not partake of food because of pain ;

He clamours always for sweetmeats

Know these disegses caused by “ Gulma Sanni ”.
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Matter comes out froih growths in the ear
And there is constant burning sensation in the
Hands and legs become cold ~

Know these diseases caused by “ Vedi Sanni ”.
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For diseases such as sores, lameness in legs and
arms

Fever, burning sensation and blindness

(the demon) is propitiated with two leaf cups of
milk

Diseases caused by “ Kana Sanni ” (sanni of blind-
ness) are removed with effect from this day.
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Bearing a “yama” cudgel in the right hand

And waving a twig by the left :

He appears in dreams in the night in a ferocious
manner ;

The demon “Kora Sanni” (Sanni of lameness)

comes begging for offerings.
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If (he) appears clad in black cloth in dreams

Give two leaf-cups of rice in black colour ;

May you know the power of the Sage Revata

And the diseases caused by “Golu Sanm” (Sanni
of dumbness) be removed.

-~




APPENDIX
DANCES OF INDIA
BHARATA_NATYA

The four well defined traditional dances of India
are the Bharata Natya, the Kathakali, the Kathak and
the Manipuri. Despite the distinctive character of
each %f these, it is generally true to say that a
common under-currént runs through these main
schools of the Indian dance. True to its name. Bharata
Natya has been fundamentally the parental art of all
India, however much it is the dominant art today of
South India.

Though conventionally regarded as a creation of
Sage Bharata Muni, the comprehensive character of
Bharata Natya Sastra as an integrated code of dramatic
art, would dispose us to view it as a heritage of ages,
an art that spread its influence not only over all India,
but also over the contiguous lands of South East Asia.
Bharata Natya Sastra has been studied and inter-

preted by various students of the art over decades °

past, and a vast body of commentaries has grown

round it.
In the South as in North India, several dances

developed co-ordinated to the life of the people. In

North India, Kathak leads, except in the States of
Assam and the little mountainous State of Manipur.
An art distinctive of Kerala is the Kathakali. Besides
these four main types, a picturesque variety of folk
dances lends colour and charm in different parts of
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India. What is hekre presented is a short account of
the vast field of Indian dances within the scope of
a quick survey.

First to claim our attention is the classical art of
Bharata Natya. In a programme of Bharala Natya as
presented today, the first is a dédicatory and introduc-
tory dance—the Alarippu. Standing erect with feet
close and hands extended above the head, in the pose
of adoration, the dancer executes a series of rhythmic
movements of the neck, co-ordinated to the glance of
the eyes and movements of the limbs.

The rhythmic movements of the neck, the play of
the eyes and the graceful movemenfs of the hands
and feet, are highlighted in the next dance—a dance
in mnrtta, the Jattiswaram, a dance in Jati or time
measure, rhythmic permutations in a particulir tala
rendered on the mridanga. -

Sabdam, the next is a dance in abhinayo—the code
of signs and gestures standardised by the Natya Sastra
—the dance that sets the pace for what follows, the
Varnam, the most entrancing of the whole series.
A harmonious blend of both wnrtia and nrtya, senti-
ments conveyed in the accompanying songs (padams),
are interpreted by appropriate abhinaya. Stories are
selected for their range of emotional content. One of
the most favoured is the classical Gita Govinda by
poet Jayadeva, who sings of the amorous sports of the
divine lover, Sri Krishna. The audience sits enchanted,
following every step, the movement, and the abhinaya
of the dancer, vibrant with emotions aroused in the
action of the story. As the most resplendent of the
dances in Bharata expressive of the Natya and most
technique of the art, the Varnam holds the stage the
longest in an evening's programme.

A fitting finale to the entire programme, is the
short and crisp Tillana, a fantasy of vigorous and
intricate foot work. A dance in exuberant nrtta,
with no theme at the back of it, it finds a parallel in
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the Kalasam of the Kathakali, with its vigorous foot
work. It finds a counterpart too in the Kastirama,
the concluding dance in a bout of Kandyan dance.

Bharata Natyam in the form in which it prevails
now in South India, we are told, is an art that evolved
in Tanjore just over® a hundred years ago, at the .
the hands of the great masters of the art, Chinniah,
Ponniah and Sivanandam, “the Tanjore Quartette’.

Something more may now be said of the constituents
of the technique typical of the art—the fourfold
system of abhinaya. First is the angikabhinaya, poses
and movements expressed ip hasta, the standardised
code of signs and gestures. The orchestra, vocal and
instrumental is denoted by the term Vachikabhinaya,
the musical accompaniment that delights the audience
with jts sweet songs, while it sets the pace to
the singing in an wundertone, scarcely audible, by
the dancer herself as she dances. Aharabhinaya.
conveys the over-all effect of the dancer’s impressive
personality—the spectacular appeal of her artistic and
colourful costume, the make-up and jewellery. Every-
thing contributes to produce the distinctive and subtle
effect which goes by the term Sattvikabhinaya, ex-
pressive of the supreme Rasa or exhilaration in the
audience.

The dramatic presentation of the subtle emotions
stands among the great accomplishments of Bharata
Natya. Emotions (Bhava) conform to a nine-fold
analysis, the Nava Rasa. These severaily are sringara
(erotic), hasya (comic), karuna (compassionate),
roudra (fierce), veera (heroic), bhayanaka (terrific),
bheebhatsa (disgusting), adbhuta (marvellous), and
Santa (serene). Though the Natya Sastra analyses
human emotions under nine categories, the dominant
emotions represented in Bharata Natya are Karuna
and Sringara, the devotional and erotic. - This is
due to the fact that the original classical compositions
are of these two categories—the Spiritual and the
Romantic. These two often blend as in Jayadeva’s
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Gita Govinda dlluded to already, dramatically
picturing the amours of the divine Sri Krishna.
Bharata Natya is essentially a feminine art and the
devotional and erotic themes give wide range for an
accomplished artiste to display her talents.

KATHAKALI

For an art that dramatises the varied range of
emotions and sentiments we may turn to the Katha-
kali, the dance drama that evolved in the land of
Kerala, the region skirting the West Coast betwez=n
the Western Ghats and’ the Arabian Sea, with a
culture sharply differentiated from the rest of South
India. Often spoken as a dumb show, it is not a term
that may rightly be applied to the rather noisy art
of Kathakali. Though the actors themselves are
silent, they convey their emotions and feelings by
means more expressive than words—by a highly
specialised code of sign-language and an elaborate
code of abhinaya. Behind the actors, is the Kathakali
orchestra of a pair of singers and a pair of drummers,
one playing the big drum, the chenda and the other,
the maddala, struck with the fingers. The two singers
sing alternately in a stenforian voice, covering
between themselves the entire story. The rhythm
is kept by a pair of cymbals, the Kaimani One of
the singers has a gong which is struck as needed in
harmony with the tempo of the acting.

In the gathering shades of the evening you hear
the sounds of the Kelikottu, the distinctive drum tattoo
announcement. This alerts the neighbourhood and
the news spreads fast. The venue invariably is one
of the prominent households. The travelling Katha-
kali troupes of the time, over five decades ago, moved
about from place to place all over Kerala with
their large entourage and equipment, entirely
dependent on social patronage to maintain themselves
and the art. Following the drum announcement, the
open front—smoothly laid out—is soon filled with
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interested spectators, who squat on the ground, facing
the impromptu stage erected by the troupe. A Katha-
kali show lasts a whole night, the last scenes closing
with the streaks of early dawn.

The performance varies according to the story enacted,
dramatisation of the *several events featured in the
Ramayana or the MaRabharata. -The characters in
Kathakali are mostly devas and asuras, some with
their spouses. Among the normal figures, are the
saintly personages, the sages (rishis). The imper-
sonation follows closely on their delineation featured
in the epies.

The make-up is an elaborate technique which follows
a standardised pattern. The four stock characters are
known severally by the technical terms, Paccha
(literglly, the Green), the mantle of virtue and nobility,
with a soft makeup,of white over a base of cream
yellow; Kari (the Black); Kathi (the Knife) and Thad:
(the Beard) for the ignoble and asura characters.
White borders of thick flour paste, called the Chutt:
outline the contours of the face. This and other
designs painted on the face to suit different characters,
impart to the face all the look of a colourful though
mobile mask.

Femininity is the key note of the costume and
make-up of the female in Kathakali, strongly remini-
scent of the purdah of the Muslims. How the purdah
ideology arose in the characterisation of the
female, is hard to account for, except on the plausible
view that it best represents the primarily shy and
bashful woman. :

Kathakali dance is tandava, virile and vigorous, in
contrast to the lasya Bharata Natya. - Nevertheless,
Kathakali is not all tandava. Sringara indeed lends
charm and grace in its romantic and domestic
scenes. Such are the scenes of the family life
of Ravana and his wife Mandodhari, and of
picturesque scenes of dances and plays. An illus-
tration of the latter is the insight into the life of the
court of King Virata in whose palace Arjuna spends
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a delightful period of exile, living incognito.  Arjuna
becomes the dance and music teacher to Uttara, the
beautiful daughter of the King. Among the most
picturesque scenes in Kathakali is the dance play, the
Kummi, by the King’s daughters.

The stage in Kathakali is in kéeping with-its sombre

and sublime setting. On one side stands a massive g

and tall brass lamp, the slots of which burn thick
cloth rag wicks fed with coconut oil. The glow of
the flames lights up and intensifies the lurid scenes
of the Asuras and their weird aspect.

In the technique of dramatic representation, Katha
kali evolved and perfected a resourceful language of
symbolism which for its versatility and refinement

-~ stands unrivalled in its presentation of every passing
emotion of shade of sentiment however sensitive.
Built up on the primary hastas- standardised in the
Natya Sastra and Abhinaye Darpana—ithe 24 single
handed gestures, 13 double handed gestures and 27
supplementary hatas, Kathakali brought into practical
application, a code very much its own, running into
some hundreds of hastas and subtle forms of ex-
pression of sensitive feelings.

Kathakali is 4n example of an art that has grown
from a variety of elements—the folk and the classical.
Of the well-marked stages of the art, two names
stand out Manavedan Rajah of the princely house of
the Zamorin of Calicut, and a Rajah of Kottarakara,
of the State of Travancore. The former dramatised
the story of Sri Krishna in the play he produced
Krishnattam, in the medium of pantomime. This
was the prelude to the production of Ramanattan: by
the Rajah of Kottarakkara with a choreography more
directly related to Kathakali than its predecessor
Krishnattam.

Of the earlier influence, we have the Kuthu and
Kudiyattam of early Kerala. Specific evidence of
these comes from the pages of the Cilappadikaram of
the second century A.D. which tells us of a per-
formance of the classical Koodiyattam staged before
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the Ceran Emperor Sengottuvan. Huthu was the play
specifically of the Cakkiyars, a Nambudiri out-caste
group, well versed in the Sanskrit lore. Among other
indigenous elements are the picturesque folk cults
of the land, Bhagavati cult in particular with its
colourful glramatic pageant of scenes.

Sanskrit for long ihfluenced and continue to in-
fluence Malayalam literature. With the rise and
growth of Kathakali as the pre-eminent dramatic art
of Kerala, poets and dramatists vied with each other
to produce Kathakali dramas, the Attakathas of
Malayalam literature.

Kathakali has in the pas? few decades exercised so
powerful an influence over India as a whole, that a
new art steadily arose, the art of the dance-drama,,
“in Kathakali technique”, as this arf production is
calle® This movement has spread so fast that it has
almost eclipsed the original parental art of Kathakali.
In its traditfonal form and choreography, it reposes
today only in a few of the institutions such as the
Kerala Kala Mandalam, the Darpana, the Kala Kshetra
and the Natana Niketan,

KATHAK

Kathak is an artistic blend of the two main cultural
elements of India, the Hindu and the Muslim, a syn-
thesis of the primarily austere outlook of the Islam
and the liberal views of the Hindu, over social and
aesthetic arts. In its cultural contents as in its tech-
nique, Kathak bears the ideologies of the two systems
harmoniously integrated. Its early days have been
traced to the Mughal Court under the patronage of
the Mughal emperors. In succeeding ages, it developed
as an integrated social and decorative art with a
technique perfected over the decades.

The dancer stands in a supple and erect pose with
the right arm held over the head and the left arm
extended horizontally. To the swaying of wrists and
gentle gliding of the neck—the rechakas—the dance
proceeds with the eyes sending darting glances co-
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ordinated to the “movements of the hands and the
neck. The feet begin their tapping to simple rhythm
of the thhat, the body vibrates with the slow undula-
tions of the rhythm. This sets the pace for the amad,
the piece styled the salami or Salutation.

After each movement, the .dancer does”a stylised
walk preparing herself for a series of alternating
dance sequences, the Paran, the Gat, the Torah and the
Tukra. Paran is recitation of rhythmic syllables,
expressed in abhinaya, strictly co-ordinated to the
time measures, permutations of metric counts dis--
tinctive to the art. z

An elaborate version of the paran, is the chukradar
uran paran. A rthythmic dance with descriptive
passage is the Gat with appropriate abhinaya. A
dramatic sequence in rapid and prilliant tempo“is the
Torah. “The rhythmic sequence finds brilliant
expression in the Tukra, which excels In double and
treble timing, with all the devices of a tricky tempo.”

The metric count is the soul of the Kathak. The
tala follows the precise metric divisions in their
several forms—the tintal, the dhammar, the jhaptal,
the dadra. Each tala is made up of an avaradi, a
thythmic arrangement of syllables. The climax of
every tala in the sama. The three different styles of
movements are vilamit (siow) ; the madhya, (medium)
and the druta, (fast).

A speciality of the Kathak is the spin— the chukra
—which succeeds almost every dance sequence. The
speed may be so fast that the dancer has to pause
before regaining balance. The choreography of Kathak
is attuned to a technique of contrast—the slow grace-
ful movements of mime contrasted to the swift
motion of the pure dance, and rapid changes from a
slow to the fast tempo. Fast and prolonged spinning
has so much come to be looked upon as the climax
of the art, that it is being increasingly recognised as
harmful ultimately to the best interests of the art,
essentially graceful, lyrical and romantic in appeal.
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Unlike Bharata Natya, Kathak is not an exclu-
sively feminine art though performances by such
talented artistes as Tara Chowdhary, have a distinetly
emotional and artistic appeal, scarcely paralleled by
the mere male, however much he may have the gift
of virtuosity and excel in the more robust aspects of
the art, which call g greater physical endurance,

The costume of the dancer, whether male or female,
has been traditionally the dress of the Rajput noble-
man—the light churidar, with the transparent pleated
over-robe. A recent change in costume has been to
the full-skirted lakanga for the woman dancerl.

MANIPURI

And now we come to the Manipuri, the dance dis-
tinctive of the small mountainous State of Manipuf,
on the eastern frontier bordering Assam. A secluded
and peaceful valléy, its natural charms and simple
life sustained, for ages, a society deeply rooted in their
artistic traditions, dedicated to dance and music.
Following its discovery in the twenties by Rabindra-
nath Tagore, Manipuri soon spread its fascination
over all India. Its latest conquests are over Ceylon,
where dance classes in Manipuri have been a feature
]())Ver a decade now, under the direction of Sukhendu

utt.

The art of the isolated mountainous tract, Manipuri
. has features which sharply distinguishes it from
other dances. The most striking is in the costume
of the dancer. Almost exclusively a feminine art,
the dancer wears a tight fitting jacket and colourful
skirts in two pieces—a lower skirt, umbrella shaped
and stiff in red, blue and green, decorated with
rounded reflecting bits of grass. Over this is a short

1 The account of the Kathak herein given follows the
description of the art by Sarla Saigal, in “Indian
Dance”, The Publications Division, Ministry of
Information and Broadcasting, Government of India,
1955.
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white upper skirt, fringed with a beautifully
embroidered frill. “"On her head she has a conical cap
set under a thin white veil. The costume in itself
with its altogether novel design and its decoration,
must have taken long to evolve.

Ras-lila, the most typical perhaps of the several
forms of the Manipuri, is the best known by virtue of
its emotional and sacred appeal displaying the amours
of Sri Krishna, the only male character in the play.
The dominant sentiment in Manipuri is the erotic,
more specifically divine erotics. Movements in
Manipuri are sinuous,-more so than in the Bharata
Natya. The supple and easy posture of the dancer
is another of its points, distinctive from the stance
either of the Kathak or the Bharata Natya dancer.
~ The four main Rasas are the Kunju, the Vasantha,
Maha and Nitya. The last Nitya Rasa is danced on
any festive occasion. The first three are seasonal,
played in the months of Asvin,Vaisakha and Karthika
respectively. The rasa-mandal, the special pandal
erected for the occasion is a circular structure
enclosing a dance arena, round which gather. the
spectators. The dance begins with a series of invoca-
tory dances.

Rasa-lila dances form an artistic visualisation of the
several scenes in the life of Sri Krishna. In the Maha
Rasa, the Gopis seek Him all over manifesting
their heart-felt prayer that He will not forsake
them. Everyone of them feels her desires fulfilied
and dances a dance of realisation, with Krishna as
the central personality.

Danced with the background of the divine love to
the players, the dances are a ritual homage to the
a visualisation of the divine love.

Rasa-lila is one of the four main forms of the Mani-
puri dance. The three others are the Laiharoba, Astra-
Vidya and Chalam-Gathan. Laiharoba is the ancestral
classical art, dances inspired by mythology—the
creation myths, the creation of the earth, the
ideology of the Supreme Being, and the coming
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of Man. Gods Indra, Varuna and Kubera, and the
Buddha, are worshipped in the form of ceremonial
dances, in the first stage of these series of dances.
Astra Vidya, as the name implies has a good deal in
it of the features of a martial play, masculine dances
with the sword and spear simulating mock fights.

Chalan-Gathan is dahced to the singing of Kirfanas,
rendered in the Manipuri mridanga, the Khol. Clad
in spotlessly white dhoti, uttariya and pagri, the
dancers dance in a semi-circle led by a leader who
stands in the centre. As the tempo rises, the dances
are climaxed by leaping, whirling and twisting dances
by the Khol players who enter the arena to
display their acrobatic skill.

FOLK DANCES AND PLAYS g

Besides these four main schools of dance, distributed
all over India is an assortment of picturesque dances.
Some of these are classical in background as
in technique. Among this small group, perhaps
the more prominent today, is the Kuchipudi,
known after the village of Kuchipudi in Kistna
district of Andhra-desa, where it flourished. That the
dance originated with certain Brahmin families is
among the significant traditions. It has had the good
fortune to enjoy the patronage of successive royal
dynasties—of the Satavahana, the Vijayanagar, the
Tanjore Kings and the Nawab of Golconda.

The art, it is believed, evolved in the wake of a
reformation movement against the demoralising
influences of the temple dances by the Devadasis.
Female dancers gave place to male dancers—the Raja
nartakas, dedicated to témple service in the royal
court of the Satavahanas. The master-mind behind
the art was Siddhendra Yogi who initiated the
novel idea of training Brahmin boys dedicated
to the art, excluding women altogether. The cus-
tom slowly grew of male children being dedi-
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cated to the art as babies. To the waist string was
tied a belt as an initiatory rite, a custom which perhaps
survives to this day.

Kalapam the lament of Bhama—Satya bhama—at
her separation from her lord Sri,Krishna—the Nawab
of Golkonda, bestowed on the troupe, the entire village
of Kuchipudi shared by eight Brahmin families of play-
ers. The dance takes its name after this village of
Kuchipudi. A troupe that found its way to the Court
of the Maharashtra Kings of Tanjore, was rewarded by
a number of villages, including the villages of Mela-
ttur. Thus arose the Tanjore art of the Bhagavatalus
of Melattur, dance plays of puranic themes.

An art with such romantic appeal could not.ever
be closed against the ranks of women. The participa-
tion of women dancers has been a growfh of recent
years. Among women votaries of the art, is the
talented Yamini Krishnamurthi who displayed the
art to audiences in Australia and New Zealand, besides
appearances on the Indian stage.

The Kuchipudi dance-dramas give scope . for
exhibition of emotions of a wide range—the nava rasas
and the gay graceful abhinaya follow the Bharata
Natya technique.

An intensely colourful and vigorous dance-play is
the Yakshagana of the Karnataka State. In common
with the Kuchipudi, it arose as an art solely of the male
and remains so. In its mythological themes as in its
presentation, it approximates the open air play of the
Kannatas, the Bayalata, and the Teru-Kuttu, the street
play of the Tamilnad. A typical play of rural simpli-
city and directness it has no need or place for the
stubleties of Kathakali. The players sing their own
snatches of songs. .
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Kerala besides its national art of Kathakali, has a
number of other dance plays both of the classical as of
the folk arts.! Of the classical form is the Ottam Tullal,
the solo dance of mythological themes in Kathakali
costume and technique. A feminine solo dance, is
the dance* of the Mohini, the divine temples, the
Mohini Attam, based on the Hindu mythological
theme of the Mohini, the Enchantress.

A seasonal folk-play is the Kaikotti Kali in the
festival season of Tiruvatira, a round dance played by
women in graceful steps and movements fo the singing
of songs, with the tala kept by themselves by the
clapping of hands as they move about. Other plays of
Kerala, include the Kolattam, the play of the striking .
of sticks, corresponding to the Li-Keli of the Sinha-
lese; And the Purakkali, the vigorous folk-play of
North Kerala, with a religious background. :

Of Puppefry we have the Bommalattam of the
Andhradesa and Tamilnad and the Pavakuthu of South
Malabar.

Assam has a variety of dances. In the hills of the
Naga land, are the tribal dances of the Nagas. Among
these are the Spear Dance common to all Nagas.
Dancers in their head gear of feathers or horns, neck-
laces of horns and shining armlets present a
picturesque sight. A seasonal festival dance is the
Bihu, danced in the harvest season. A Dance-drama
integrated to the life of the people, is the Ankia-nata,
dramatising themes from the holy epics.

Typical of the community dance, is the Kirtan of
Bengal. Performed to the accompaniment of the
drum (the Khol), it had its early days in the propa-
gation of Vaishnavaism by Chaitanya. An ancestral
dance is the Jatra, performed by professional troupes.
Different districts have different forms, as the
Raibeshe of Burdwan, of the class of martial dances

1 {tg‘lg,;lavan,. M. D. Folk Plays and Dances of Kerale, Tricur,
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indicative of drawing the bow and hurling weapons.
A form of the stick dance, is Kathi, a solitary example
perhaps of a stick dance with a lingering motif of a
martial dance, reminiscent of a war dance of the tribal
days. Noteworthy for the pastoral setting, are the
dances of the Santhals of Chotaz Nagpur.

Punjab dances the Bhangra®on festival occasions—
a national community dance. A dance of the Punjab
women is the Giddha danced in a circular formation,
singing pleasing folk tunes.

In the Himachel Pradesh, are the charming pastoral
folks dances as the Pangi of Chamba and pastoral
dances of the Gaddi, the® shepherds. A dance of the
Kumaon Hills in the Chapeli dance.

Rajasthan has a rich tradition of folk dances as the
Jhumar (Ghumar) and the Geer group dances of
women clad in gorgeous colourful skirts, danceS dedi-
cated to goddess Gauri (Paravati). Danced with
earthen pots balanced on the head are” the Panihari
and Ghudia dances, highlighting girls going to fetch
water from the well.

A rustic burlesque of a unique character is what
is appropriately termed the Tamasha of rural Maha-
rashtra traced to the days of Sivaji. A revival of the
art is in the form of Tamasha troupeswho take the art
to the cities of the State.

In the wet weather, they are forced to play inside
the city theatres. The players are called Tamasgirs,
comprising boys, men and women. A hereditary
art among certain castes, steps are called for by the
State to improve this vigorous folk art. Nothing more
intensely folk in character can be imagined. The
characteristics of the Tamasha are vigorous folk
dances and traditional love songs, the lavnis. In
contact with cities these are undergoing changes, with
the importation of cinema film “ hits ”’, and modernisa-
tion of the costume in place of the traditional Maha-
rashtrian costume.

. 3
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Demon Cults, 2,79,80
Demons, eighteen sanni, 4
Devadasis, 15,42,43 .
Devalaya, Sacred dance of the,
26-48
Devalayas of Ceylon, 10
Devol Deviyo, 134-138
Dhamma in India and Burma, 4
Digge Natuma, 10,15,26-48
Dikshitar, M, 146
Dividos, 11
Doladuka, 78, 80
Dondra, 47
Dutthagamini ,King, 11,21,42

41

E

Embekke Devalaya, 29,43,51-55
Exorcism, 135

F

Female musicians, 26
Festivals, Buddhist, 43

Hindu, 20
Rain, 20
Spring, 20
Field of the dance, 13-18
Fine arts, 2,6
Fire walking, 129
Folk arts, 6
FolkCults, 3, 4, 10
Folk cults, costume in, 151-153
Folk dances, 286-289
Folk literature, 7
Folklore societies, 7,8
Folk music, 46
Folk religion, 2,4
Folk songs, 18

~

G

Gadaladeniya Temple, 27,43,52
Gajabahu, 21,42,104

Gajabahu and Pattini Cult, 125
Gam Madu, 2,3,6,9,10

Gandasuct Pose i

Gara Yak .Natuma, 10

Giri Devi Kathawa, 248-261,
Giridevi Natima, 17, 245-248
Giri Sandesaya 33

Gods and Goddessesof South India,6
Gods of the Hindu Pantheon, 43
Gok-Kala, 3

Goyam Kavi, 18

Guttila Kavyaya, 31,32,52

H

Handicrafts, 1
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Kings and Dances, 21-26

Kinnari Minstrel, 27

Kinnari musicians(pp. arenotgiven)

Kinnaraya and Sokari, 158-167,
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Makuta Mutta Sdlé, 50, 53
Malabar, ancient art of, 102
Malabar Cult, 10
Malaya Desa, King, 74
Mal-Yahan, 3
Mandapa, 50
Manika Méhagald, 24
Manipuri Dance, 284-286
Mara Yuddhaya, 46
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Sanniya, Dahata, 4, 147-150, 264— Udekki Dance, 59, 60
275 Upulvan, God, 34
Saitvika, 36, 49® ' Upulvan, Shrine of 10, 47
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Embekke Devale — Dancing Figure
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Dancing School — Madhyama Lanka Nurtiya Mandala
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Sokari — Dance by Kinxiarayas
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Dancing figure from an Ivory Comb
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Fire walking at a Devol Maduwa




Kalas Paliya — A scene from a Yak-Natuma
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| KANDYAN DRUMMER, CEVION,

Kandyan Drummer playing the Davula
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Drum) Used In a ‘Harvest Festival.
The Other Drum in the picture is the GetZ Bere.

ii. A Scene from a Folk Dance from Kerala
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Scene from Maha Sohon Samayama
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