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1. Tamaasha

Tamaasha is a traditional folk theaire form of Maharashtra. The term "Tamaasha' is derived from Persian language. It is said that
centuries ago, when Arab traders who came to the Coromandel coast, and while watching certain folk celebrations of border towns
of Maharashtra and Karnataka in which gods and goddesses were worshipped with song and dance, they started calling it
'Tamaasha'. It is believed that earlier this folk form was known as Gondhal, Jagran, and Kirtan. According to some of the scholars,
the rhythmic pattern used in Tamaasha, was that of Laavani Chchand (generic of musical compositions) and also used its dance
sequences including dialogues in question-answer format.

The Sutradhaar called 'Sardar' in Tamaasha is invariably a male artist and enters the stage in a stylised manner, to the rhythm
of percussion instruments. It is the female actress who is the chief exponent of dance movements in the play.

Tamaasha, which is closely related to rich traditions of Marathi literature, music, and theatre provides entertainment on both
intellectual and emotional levels. Religious rituals and rites give it a new dimension. Body movements. gestures, expressions of
the face. all are imaginary or symbolic. The themes in Tamaasha are social and at times religious.
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2. Tamaasha

The salient features of Tamaasha are Laavani and Murki. Murki is the actress doing the role of a dancer. She dresses herself
in a very distinctive manner. The saree is worn around her legs like tight pyjamas. Her hair is adorned with the Veni. There are
anklets around her feet, Kolhapuri necklaces around the neck. Paartli to decorate the hands. Jhaalar for the ears and the nose-
ring.

It is believed that one of the oldest forms of dance in Maharashtra is the Vaaghva-murali. Laavani has its roots in this ancient
dance form. Classical music, footwork at lightning-speed. and vivid gestures make it possible to portray all the emotions through
dance.

The stage for Tamaasha is over a meter higher than the ground level. The back of the stage is curtained. With the introduction
of electric lights, no oil lamps are lit now.

There are some performers who are remembered to this day. because of their contribution and life long devotion to the promotion
of theatre form, 'Tamaasha'. Performers like Nilu Phule, Ram Nagarkar, Dada Kondke, Usha Chauhan, Jaishree Gadkar, Maya Jadhav,
Sanjeevni Beedkar, Ganpat Patil, Dadu Indurikar and Vithabai Narayan Gavker are remembered to this day. Their names have become
almost synonymous with this form.
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3. Tamaasha

Tamaasha is usually performed throughout the night. Vag (love stories) are presented during the performance. The performance
begins with the worshipping of Lord Ganesha followed by Vag. Before Vag starts, the performers in dhoti, kurta and turban enter
the stage and pay homage to Lord Ganesha. The musical instruments played during the performance consists of naal, tun-tune,
Jjhaanjh, dholki and khanjari.

One of the important aspects of Vag is Gavalan or Gaulani. Gaulani, the religious dance-drama of Maharashtra, is the narration
of stories related to Lord Krishna. The dialogues are emotional, and full of expressions of love. Tales from the Puranas are also
presented in Tamaasha.

The music of Tamaasha is often based on the raagas Yaman, Bhairavi and Pilu. Other raagas are also used. The performance of
Tamaasha ends with an optimistic message of triumph of Good over Evil.
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4. Dashavatar

Dashavatar is the most developed theatre form of the Konkan and Goa regions. The performers enact
various episodes from the ten incarnations of Lord Vishnu — the god of preservation and creativity.
These ten incarnations are Matsya (fish), Kurma (tortoise), Varah (boar), Narsimha (lion-man), Vaman
(dwarf), Parashuram, Rama, Krishna (or Balram), Buddha and Kalki. Although the Dashavatar is
performed in various styles in different states of the country, but it is more prominent in Konkan and
Goa regions. The credit of bringing Dashavatar concept in the fold of theatrical arts goes to Jayadev
(12" century A.D.) who in his 'Gita Govinda' described the ten incarnations of Vishnu.
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5. Dashavatar

Dashavatar of Goa and Konkan is unique since in a single performance as many of the incarnations of
Lord Vishnu as possible are performed. Some of the incarnations like matsyavatar, narsimhavatar,
ramavatar, krishnavatar are presented separately also. The performance after elaborate purvaranga,
begins with the matsyavatar. Demon Sankasura steals the Vedas from Brahma. Thereafter, Vishnu
recovers them after killing the demon. Sankasura of Dashavatar performs the role of the villain as well
as jester. Buddha and Kalki incarnations are not shown on ‘the stage. The performer in the guise of
Kurma, and Varah do appear on the stage but no specific episode related to these incarnations occupy
an important position in the performance. The focus is on the presentation of episodes revolving around
Rama and Krishna.

The Dashavatar is generally performed in a spacious sabha-mandapa - the presiding hall of a temple,
on festive occasions. It is an elaborate ritualized offering to the presiding deity of the temple. The
Purvaranga begins with dhamal. The chorus stands in a crescent like formation with Sutradhar in the
centre, and no song is sung while dhamal is going on. Dhamal is performed by playing mridanga and
big brass cymbals. Other musical instruments usually played during the performance are tuntune, tambri,
daph, dholki and khanjiri.
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6. Dashavatar

The costumes for Dashavatar plays are very similar to the costumes of folk plays of Karnataka, as
all forms of Vaishnava drama are interrelated with regional variations and inspired by the Bhagvata
cult. Apart from stylized make-up, the Dashavatar performers wear masks of wood and papier mache
as per the requirements of the performance. Lord Ganesha's mask is considered the most auspicious
and is worshipped alongwith the temple deities.

In the picture (centre), one can see Ganapati, the remover of obstacles, appearing on the stage with
his two consorts — Riddhi and Siddhi. Elaborate worship is offered to them by two Brahmins. After
their departure, Saraswati - the goddess of learning appears in dancing and is recognized easily by
its peacock symbol. After giving her blessings she goes back. A wooden peacock head is tied to her
waist suggesting she is astriding the bird, which is her vahana.
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7. Krishnattam

Krishnattam as a theatre form, came into existence in the middle of 17th century under the patronage of King Manavada of Calicut.
The script of the play 'Krishna Giti' was written by him. Krishnattam is performed every year at the famous Guruvayur temple of North
Kerala. The performers belong to certain specific Nayar families. The Krishnattam is performed with great religious fervour. The
traditional costume, stage decor and presentation have been maintained over a long period. Krishnattam is a cycle of eight plays
performed for eight consecutive days. The plays are - Avataram, Kaliamardana, Rasakrida, Kamsavadha, Swayamvaram, Bana

Yuddham, Vivida Vadham, and Swargarohana.

The performance begins with the lighting of the oil lamp on the stage. The musicians appear on the stage with drum (maddalam),
cymbals (ilathalam) and gongs and perform a sequence to inform the audience that the performance is about to begin. After this
sequence, a colourful curtain is placed and held by two persons before the actual performance begins. Behind the curtain several
dancers dressed in female attire sing an invocation song Totayam, literally meaning "the beginning". The curtain is held in such a
way that the audience can see only the performers’ feet and parts of their bodies above the chest. Eyes and facial movements are
prominent features of Krishnattam. No other stage properties are used except wooden stools.
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8. Krishnattam

Avataram, the first play in the series of eight, is about the birth and early childhood of Lord Krishna. The play begins with Bhoo Devi
requesting the God's help to eradicate the evils from the earth. The Gods decide that Krishna, one of the avatars i.e. incarnation of
Lord Vishnu would come to earth and accomplish this goal. The performers dramatize the events depicting the birth of Krishna and
his childhood pranks. There is a belief that childless couples on watching this play are blessed with a child. In the picture (above
left), one can see Vasudeva and Devaki fondling a baby. The story goes on to tell us that Vasudeva gives the baby to Yashoda and
Nandagopa. In the picture (above middle) one can see the milkmaids celebrating the birth of Yashoda's son.

In the second episode of Krishnattam, Kaliyamardana one can see the childhood pranks of Krishna. In the picture (above right), one
can see Krishna fighting and fatally wounding the Bakasura, a bird demon. Eventually the bird dies at the end of the sequence.
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9. Krishnattam

In one of the episodes, the singers recite a story of how Krishna was worshipped by Lord Brahma. The story begins with an episode
where Krishna surrounded by his friends is being praised immensely. Lord Brahma on witnessing such devotion suspects Krishna's
powers and thereby make the cows and cowherd devotees disappear. Krishna creates them again and carries on with his jokes and
witty conversation. Lord Brahma realizes that each of the new creations is a divine one thus repentent of his folly, he seeks pardon
from Krishna.

Krishna's costume consists of a red skirt with yellow pattern on its sides, a dark blue-black long sleeved shirt on the top with a
head-gear or mudi topped by peacock feathers, an urn shaped crown made of wood and covered with gilt, bells attached to the leather
pads just below the knees and a chutti, two white protruding borders which extend from ear to ear along the jaw and chin line. The
chutti is made by mixing one part lime powder with three parts rice powder along with water. For make-up the colours used are nilam
for blue, manayola for yellow and chalivam for red. Soot is used for black and rice powder for white. The green colour used for the
make-up of Krishna as a young child is light in shade and it becomes darker as he grows older. The costume of Lord Krishna also
comprises a breast plate, chest ornaments of beads and fresh flora, girdle, upper arm and wrist ornaments, ear and forehead ornaments.
Glittering crowns and other ornaments are worn by the performers as per the requirements of their roles. Different characters like
Brahma, Yama, Putna, Mura, Narakasura, Jambavan, wear different types of colourful masks.
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10. Mudiyettu

In the Malayalam month of Vrischikam (November—December), the temples of Kali in Kerala reverberate
with the sounds of Chenda drums and Iathalam (cymbals). The Kotti arriyippu is the musical announcement
inviting people to the temple to witness the traditional ritual performance of Mudiyettu.

The introductory scene begins with vandana-shloka (invocation song) followed by Shiva and Narada
entering the stage. Narada enumerates the problems faced by the devas due to the misdeeds of Darika.
In the next scene the entire temple courtyard turns into a battlefield when a fierce war rages between
Kali and Darika. Ultimately Kali (goodness) kills Darika (evil) and symbolically the head-gear of Darika
is removed.
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11. Mudiyettu

The origin of Mudiyettu has been traced to the ancient times, though there is no recorded evidence to indicate the accurate period
of its evolution. However, the choreographic nuances of this unique temple dance-drama indicate that other traditional arts like
Koodiyaattam, Krishnattam and Kathakali might have originated from it.

Known for its spectacular style, buoyancy of spirit and highly artistic presentation, Mudiyettu is usually performed only in the Kali
temples of Kerala as an oblation to the Goddess. Each year the first performance of Mudiyettu is held in the Kalambukavu temple,
in Ernakulam district. This is followed by performances, one after the other, in the temples of Padathukavu, Keezhkavu, Maradu, Vyttila,
etc. The performances are based on certain rites and conventions that vary slightly from terﬁple to temple.

Springing from the universal concept of the victory of good over evil, Mudiyettu depicts the triumph of goddess Bhadrakali over the
asura Darika. The eternal fight between dharma and adharma, as portrayed in the Puranic legend of Darika-Vadha is enacted in this
ritual dance-drama.

Prior to the actual performance, a large icon (Kalam) of Bhadrakali is drawn on floor with coloured powder. The gigantic Kalam is
usually drawn at the temple valiyambalam, beyond the sreekovil (the sanctum sanctorum).
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12. Mudiyettu

The seven characters in Mudiyettu — Shiva, Narada, Darika, Danavendra, Bhadrakali, Kooli and Koimbidar
(Nandikeshvara) — are all heavily made-up. The performers take on an other-worldy appearance wearing
gorgeous costumes, tall head-gears (mudis) and face make-up. Their ornaments are made of wood,
covered and gilded with glass pieces and beetle shells.

Traditionally Mudiyettu was monopolised by the Marar community. Later the Kurups also gained
proficiency in the art. Today this picturesque traditional form has just three or four performing groups

to keep it alive.
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13. Theyyam

Theyyam is a traditional and extremely popular folk theatre form of Kerala. The word 'Theyyam' is derived from the Sanskrit word
'Daivam’ meaning God. Hence, it is called God's dance. An interesting feature of this folk form is that spirits are also attributed
with godliness. The tradition of worshipping of spirits of ancestors, folks heroes, and deities of various diseases and ailments
used to be extensively practiced in South India and Theyyam is performed by various castes to appease and worship these spirits.

A variety of musical instruments like drum, cymbals, kuzhal, perumbara, conch, cherututi, uttuku and chermangalam are used
in Theyyam. The most important among these is the drum or thudi (small drum). The drummer is known by the title thudi karan
or kottumutharan.

The one who plays the drum leads the entire performance in terms of its speed and rhythm, climax and interludes, from the
beginning till end. The synchronisation of the dance of Theyyam with the beats of drum is the most interesting aspect of the

performance.
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14. Theyyam

One of the distinguishing features of Theyyam is the colourful costume of the performers. The typical
waist dress of the main performer is called Arayota or Atukkum Chiraku. This is made out of splices
of bamboos and covered with red cloth. The main characters are elaborately dressed up above the

waist and look very awesome and magnificent.

All male and female performers in Theyyam wear bangles called 'Katakam' and 'Chutakam' and small
anklets. Most of the ornaments are made from coconut fronds and a soft wood locally called murik.
Large necklaces and ear ornaments are made of soft wood with a coating of golden paper.

The head-gears or mudis of the main performers with intricate and complex designs and decorations
are huge in size. The mudis of some characters like Bhagvatis and Kshetrapalan are nearly 5 to 6
feet high. Made of arecanut splices, bamboos, leaf sheaths of arecanut and wooden planks, mudis

are dyed into different strong colours using turmeric, wax and arac.
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15. Theyyam

Mukath ezhuthu or writing on the face is a common practice in Theyyam. 'Ezuth' in Malayalam means
'writing'. The designs are mostly based on features of animals and shapes of flowers and leaves. It
is practiced to evoke feelings of awe, wonder, devotion and respect in the audience. Each design
conveys the myth and symbols of the particular Theyyam.

For make-up of the performers, the materials used are tender coconut fronds and rice powder
(arichattu) for the white colour, charcoal (kari) for the black colour, turmeric (manjal) for the yellow
colour. These are the basic colours used for make-up. Each deity has its own distinguishing colours
like yellow for Lord Brahma, green and blue for Lord Vishnu, and blue for Lord Shiva.

Masks are also used in certain Theyyams like Portan and Gulikan as a means to conceal or transform
the identity of the performer and also to evolve awe and wonder amongst the audience.

Masks are made out of leaf sheaths of arecanut tree and wooden plants. They are painted with
intricate designs and motifs.
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16. Koodiyaattam

Koodiyaattam is one of the oldest traditional theatre forms of Kerala and the roots of this theatre form can be traced to the Sanskrit
theatre traditions. The recitations and the music are classical in character.

The characters of this theatre form are : Chaakyaar or actor, Naambiyaar, the instrumentalists and Naangyaar, those taking on
women's roles. The Sutradhar, or narrator and the Vidushak or clown are the protagonists. Mime, facial expressions, eye movements
are the various means of this theatre form to get the message across to the audience. In this theatre form, even when poetic interludes
are there, gestures are used for its dramatization. It is the Vidushak alone, who delivers the dialogues. He often explains the poetry
in a simple language.

Traditionally Koodiyaattam is organised in a temple on a specially erected stage called Koottampalam. A huge lamp is lit on the stage
itself. Behind the stage there are two mishaavs, where the raangyaar women provide the faalas.

In the pavilions of some of the temples where Koodiyaattam is performed, scenes from the Puranas are painted on the walls and the
ceilings. The stage is decorated with flowers and plaintain and coconut leaves. A heap of grain is placed near the huge oil lamp from
where the ritual begins. The performance begins with a Naambiyaar sprinkling water on the stage and recitation of verses from the
Naandi or some other texts meant for inaugural ceremonies. Thereafter, the sutradhar enters the stage dancing to music and rhythm
and reciting the verses. He too recites the verses, set in tune.
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17. Koodiyaattam

At the time of begining of performance of Koodiyaattam, two drums - mishaavs are placed between the
two main doors. The kuzhittaal itself is played by a naangyaar singer who sings too. The other musical
instrument to provide the rhythm is the idakka played with sticks in accompaniment with koma,

kurunkuzhal and the conch.

Traditionally Koodiyaattam is staged for five to six days in the following sequence : Prastaapana
(introduction), Nirvaachana (continuation), purushaartham (bravery) which includes vinodam (merriment
and laughter), vaachanam (trickery), aashanam (mealtime) and raaja seva (honouring the king) in order
to portray the evils and corruption in the social order, misuse of power, injustice, etc.
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18. Koodiyaattam

In the introductory, nambyarute tamil, the nambiyaar presents the gist of the story in pure Malayalam
with help of gestures. The gestures are emphasized according to the text. Before the theme is introduced
and the performance begins, each artist introduces himself to the audience.

Emphasis on hand gestures and eye movements makes this dance and theatre form unique. Costume and
make-up, etc. are traditional, reminding the audience of the art of Kathakali, in a simplified manner.

A few of the most popular plays of this theatre form, are Baalacharita of Bhasa, as also his Pratigya
yaugandharaayana, Harsha's Naagaananda, as also other plays like Dhananjaya, and Choodaamani.
Some of the characters, like Jeemootavaahana, Arjuna and Rama all have special costumes to give them
a distinct identity on the stage.
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19. Yakshagaana

Yakshagaana is a traditional theatre form of Karnataka. It is said that the first Yakshagaana, was scripted
in Telugu by Peda Kempa Gowda. The first play in this style, was Ganga Gowri Vilaasam written in
the 16th century. A resurgence followed in the 17th century and this was the time when this theatre form
was revived. It spread out from Karnataka to Andhra Pradesh and Tamil Nadu. It developed in these
regions, and was recognised as a classical art form. The textual sanction of the Yakshagaana is mainly
derived from a 17th century classic work called Sabha Lakshmana Mattu Prasanga. Some of the popular
plays of Yakshagaana are Lakshmi Narayan alias Muddana, Parthisubha, Timna and Santibana Desikar.

In the Yakshagaana, the theme is based on mythological stories and Puranas. From the Mahabharata,
Draupadi swayamvar, Subhadra vivaah, Abhimanyu vadh, Karna-Arjun-yuddh, Keechak vadh are most
often presented. From the Ramaayan, Raajyaabhishek, Lav-Kush yudh, Baali-Sugreeva yudh, and
Panchavati are the most popular presentations.

The most spectacular part of Yakshagaana is its make-up, costumes, headgears, etc., which transform
the performers into other worldly characters. The performers of Yakshagaana, can be categorized as
Shoorveer nayak (the heroes) like the Pandavas, the Kauravas, Nripa Nayakas; romantic characters, like
Yaksha, Kinnara, Kiraata, Gandharva, etc. Then comes the Daanavas, the evil ones, like Ravana,
Shurpanakha, and Bakaasura. The gods and goddesses portrayed in this theatre form are Narasimha,
Chandi, Mahishasuramardini. The ordinary characters in this theatre form are sages, brahmins and the
soldiers. In Yakshagaana, the female characters like Sita, Devaki and Savitri are portrayed with reverence.
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20. Yakshagaana

The musical composition of Yakshagaana is rich in its content. There are two styles of Yakshagaana : Tenkutittu, Vadakutittu. The
first Tenkutittu is South Indian in spirit, with quite discernable traces of Kerala's Kathakali. The distinguishing features of the other
style are characterised by the make-up of the performers and dance sequences.

The main performer of Yakshagaana, is the Bhaagavathar who also recites and conducts the play. He makes his entry with a huge
gorg of bronze, beating it with a stick to introduce the theme through the singing. He then sits at the back centre stage holding cymbals
and is accompanied by the harmonium, manjeera, jhaanih, and the percussionists playing the chenda. It is the chenda player who
creates the impression of war, anger, bravery, and the antics of the clown during the performance.

The musical sequences of Yakshagaana are metrical, in rhythm. The most common metre is the Aarya, adding speed to the narrative.
It is believed that nearly about one hundred fifty Raagas are played in the Yakshagaana. Dr. Shivaram Karanth was instrumental in
preserving and reviving many of these Raagas. He had collected about sixty Raagas, blended in Classical, Hindustani and Kannada
musical traditions.

In Yakshagaana, the emotions most often portrayed, are of valour and fury. It is perhaps because of this, that Yakshagaana abounds
in quick, rhythmic body movements, dance sequences based on speedy footwork, as compared to its music and gestures.
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21. Yakshagaana

In Yakshagaana, the make-up is simple. The face is streaked with lines in different colours particularly red, black and white.
The hero's identity is established with a make up having pink and yellow colours. The cheeks, cheekbones and chin are
smeared pink by mixing coconut oil, water, pounded rice made into a paste, and whitening agents like chalk. The details
are added to perform the mood and emotional state of the character. The eyes and eyebrows are outlined with Kappu
(collyrium) and the lips are painted red. All characters except for those performing the roles of sages or women are mainly
dressed in loose pyjamas. The head is covered with Mundaasu and Mundale literally meaning turbans.

Some of the characters wear the veshti, an unstitched length of cloth. The colours are black, red and orange. The veshti
is matched with a loose shirt, red or green in colour. The ornaments giving a festive appearance, are a belt dyed golden,
kamarband, armbands, baazuband, bangles, bracelets, etc. The romantic characters and those with less important roles
are dressed simply.

In Yakshagaana, not just the face, but the body in front and back is made up. This might be because the Yakshagaana
audiences, down the ages, used to surround the platform, from all the directions. This could also be the reason why in
this theatre form, sequences are repeated, with the actors facing different directions, one after the other. Theatrically most
effective in Yakshagaana is the headdress made of a cap with long strands of hair and peacock feathers.
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22. Therukoothu

The most popular form of folk drama of Tamil Nadu is Therukoothu, literally meaning 'street play'. This
is mostly performed at the time of the annual temple festivals of Mariamman (Rain goddess) to achieve
rich harvest and also on the life of Draupadi. The themes are also taken from other epics and Puranas.
At the core of the extensive repertoire of Therukoothu there is a cycle of eight plays based on the
life of Draupadi. A performance usually continues during the whole night but when full play is
presented, it generally spreads over a period of eight to nine nights.

The performance begins with an invocation to the Lord Ganesha. A performer wearing an elephant-
head mask, dances while the invocation song is being sung. Some symbolic rituals are also performed
to pay oblation to the gods and goddesses during the invocation. This is followed by the appearance
of Kattiakaran who is the sutradhara of the Therukoothu performance. He gives the gist of the play
to the audience from behind the curtain held by two stage hands. He also conveys other usual
platitudes about king and his kingdom.
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23. Therukoothu

After the preliminaries the main characters make entry and each introduces himself on the stage with
a Daru, which is a small sequence of dance and song designed for each character to exhibit his
identity and also his skills in the art. There is hardly any written script, and it is Kattiakaran who
helps the performers by providing 'prompts' to enable them to deliver the dialogues extempore. The
performance is punctuated with dances which are presented in a simple manner and the songs are
based on classical music.
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24. Therukoothu

All the characters are recognized by their make-up and costumes. Heroes wear tall crowns decorated with
coloured mirror in red, green and gold patterns. The villains are painted red with white and black dots.
Komali, another stock character who entertains the audience with his buffoonery, wears a conical cap
and white bellow shaped trousers, etc.

The ensemble of musical instruments used in Therukoothu include Kurukunghe similar to nagaswaram,
maddalam and talam. Musical compositions are a combination of folk and classical music. The audience
is also entertained on the lines of Swang,
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Living traditions occupy a prominent place in the Indian social system.
Any living tradition has a natural flow. There can be no doubt about the
fact that traditional art forms reflect the ideals of the society, its determination
to survive, its ethos, emotions, fellow-feelings, and so on. Drama in itself
is a complete form of arts. It includes in its framework acting, dialogue,
poetry, music, etc.

In community living, the art of singing has its own importance. In all the
traditional theatre-forms, songs and the art of singing have an important
role to play. Traditional music of the theatre is an expression of the feelings
of the community. Traditionally the language of ordinary people has an
element of creativity, though not based on classical or grammatical roots.
This kind of creativity is spontaneous, emerging from the circumstances.
When there is intensity of emotions, there is a natural kind of rhythm in,
the expressions. It is this natural rhythm from which emerges the traditional
theatre-form. In this art form, sorrow, joy, frustration, hatred and love have
their role and place.

The elements of acting in folk theatre take a natural tone. Normally, there is
dynamism and flexibility in words and body language. These are used by
the actors, with slight emphasis and subtle change.

Traditional theatre forms even after acquiring a distinctive style have an
ample scope for improvisation, making it possible for assimilation of local
traditions. When the hold of conventional rules and rituals grow strong,
then local traditions form a kind of challenge, as they have a strength of
their own against rigidity. The potential of local traditions to fight against
rigidity makes the theatre form multi-dimensional. Traditional theatre forms
reflect the thoughts of the common man.

In different regions of India, there are religious festivals, fairs, gatherings,
ritual offerings, prayers, almost throughout the year. During these
occasions, traditional theatre forms are presented. They reflect the common
man’s social attitudes and perceptions. In this social portrayal, there is
also the individual’s role which is given due importance.

Traditional theatre forms, incorporate not only the common man's interests
but there is also a classical element in them. This classical facet, however,
takes on regional, local and folk colouring. It is possible, that those
associated with the classical world of Sanskrit drama, went to the
neighbouring regions after its decline and intermingled with the local theatre
forms. This kind of synthesis, give-and-take must have taken place on
various levels such as written, verbal, classical, contemporary, national
and local.

In traditional theatre forms there are special styles of dance portraying the
entry on to the stage or platform, narrative and descriptive roles. The best
example of descriptive acting, is the Bidapat naach. In this traditional
theatre form, emphasis is not on beauty but on acting itself and narrative
and descriptive skills. Dance as a narrative art is the base of theatre form
which can be seen in the traditional theatre form of Bhavai of Gujarat. In
this form, quick or slow foot movement is a means of narration. The art of
making the entry by dancing has been perfected in the traditional Kashmiri
theatre form, Bhand Jashn. The way each character walks and enters the
platform, identifies him. In Koodivaattam and Ankia Naat, the entry by
dancing itself is complicated and artistic. In both the forms, the tempo and
basic posture and gesture identifies the role of the character.
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In traditional theatre, age-old forms, customs and the desire to improvise
are intermingled. It is usually when the significant themes are enacted,
that the acting restricts itself to traditional norms, not deviating from it.
But, everytime the theme inches towards the contemporary, the actors
improvise as far as dialogues delivery is concerned. In the Bidesia of
Bhikhari Thakur, the actors perform on both levels. Bidesia, Jatra,
Kirtaniya, Bidapat are all dance and theatre forms in which there is a
synthesis of intensity and lalitya which can also be explicitly seen in the
Ankia Naat.

In traditional theatre forms there are certain conventions of presentations
depending upon and changing according to the form and size of the stage
or the platform and other available situations. There is no formal set-up
governing the entry or exit of the actors. Depending on the situation or
context, the actors enter into the stage and enact their role without being
formally introduced. After a particular event or incident is over, all the
artists make an exit, or all of them sit down on the sides of the stage or near
the backdrop, conveying the change of a scene.

In traditional theatre forms, there is no such thing as episodes. There is
always a continuity in its theme, structure and presentation. There is also
a scope for improvisation and incorporation of new references leading to
subtle extension in the story-line. There is direct and intimate
communication between the actors and the audience.

Traditional theatre forms have definitely been influenced by industrial
civilization, industrialization, and urbanization. The socio-cultural aspects
of these influences should be carefully studied. There was a time when
Kanpur became the centre of the traditional theatre Nautanki. Artists,
dancers and singers produced plays based on local heroes, their popularity
and traditional love'stories. Thus, a local theatre form acquired a
significance in the field of entertainment.

Traditional theatre forms have a common distinguishing feature, that is
the element of simplicity. What is the underlying force of traditional theatre
forms that has enabled it to survive and maintain its simplicity? The fact
remains, that it is the immediate, direct, realistic and rhythmic relationship
that the spectators are able to develop with the artists of traditional theatre
forms which is generally not experienced in other art forms. It is reflected
in the applaud by the spectators by means of clapping their hands.

Secondly the development of traditional theatre forms is based on such
local and regional peculiarities which are not bound and restricted by
social and economic divisions, limitations, etc. Traditional art forms have
influenced classical art forms and vice-versa. It is an eternal journey in the
sphere of ‘culture’.
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In traditional theatre forms, for certain sentimental scenes and their
presentation, special training is given to the artists. In Raasleela due to
emphasis on childhood pranks and adolescence, the roles are given to the
young boys. In Yakshagaana, on the other hand, veer rasa requires the
characters to look tough and muscular. In Nautanki, it is the shringaar
rasa that is emphasized, resulting in a concerted effort by the artists to
match the emotions.

In traditional theatre forms, characters keep changing their place on the
stage to be more impressive and to give the situation a greater significance.
This technique also reduces the chance of boredom through repetition
and stillness. Dialogues delivery is usually carried out in a high pitch. This
helps the actors in reaching out to a larger audience. The artists always
add something or the other to the original dialogue on their own. The
changes brought through improvisations, make the spectators ecstatic.
Also, it establishes a direct relationship between the artists and the
spectators. The clown also plays a similar role. While being humorous,he
also touches upon the socio-economic, political issues and situations
with lot of satire. There are different methods too, in the way the clown
makes his appearance. If the king, in traditional theatre forms, decides on
a step not beneficial for the people at large, the clown appears and takes
the side of the common man. He makes the audience laugh and at the same
time discloses the anti-people attitude of the king.

The actors of traditional theatre forms are mostly not highly educated.
But, through acting and with the help of emotions and body movement,
they present the entire theme. They are able to sing reasonably well, since
they have inherited the sweetness and rhythm present in the voice of their
ancestors and forefathers. In traditional theatre forms, music is a useful
means of communication with the audience. The nagaara heralds the
audience with powerful drum beats. Percussion instruments like mridang
and dholak weave together the situation and the dialogue.
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Different forms of traditional theatre

Tamaasha is a traditional folk theatre form of Maharashtra. It has evolved
from the folk forms such as Gondhal, Jagran and Kirtan. Unlike other
theatre forms, in Tamaasha the female actress is the chief exponent of
dance movements in the play. She is known as Murki. Classical music,
footwork at lightning-speed, and vivid gestures make it possible to portray
all the emotions through dance.

Dashavatar is the most developed theatre form of the Konkan and Goa
regions. The performers personify the ten incarations of Lord Vishnu-the
god of preservation and creativity. The ten incarnations are Matsya (fish),
Kurma (tortoise), Varaha (boar), Narsimha (lion-man), Vaman (dwarf),
Parashuram, Rama, Krishna (or Balram), Buddha and Kalki. Apart from
stylized make-up, the Dashavatar performers wear masks of wood and
papier mache.

Krishnattam, folk theatre form of Kerala, came into existence in the middle
of 17th century A.D. under the patronage of King Manavada of Calicut.
Krishnattam is a cycle of eight plays performed for eight consecutive
days. The plays are Avataram, Kaliamardana, Rasa krida, Kamsavadha,
Swayamvaram, Bana Yudham, Vivida Vadham, and Swargarohana. The
episodes are based on the theme of Lord Krishna - his birth, childhood
pranks and various deeds depicting victory of good over evil.

Mudiyettu, traditional folk theatre form of Kerala is celebrated in the month
of Vrischikam (November - December). It is usually performed only in the
Kali temples of Kerala, as an oblation to the Goddess. It depicts the triumph
of goddess Bhadrakali over the asura Darika. The seven characters in
Mudiyettu-Shiva, Narada, Darika, Danavendra, Bhadrakali, Kooli and
Koimbidar (Nandikeshvara) are all heavily made-up.

Theyyam is a traditional and extremely popular folk theatre form of Kerala.
The word ‘“Theyyam’ is derived from the Sanskrit word ‘Daivam’ meaning
God. Hence it is called God’s dance. The tradition of worshipping of spirits
of ancestors, folk heroes, and deities of various diseases and ailments can
be traced back to ancient times in South India. Theyyam is performed by
various castes to appease and worship these spirits. One of the

‘distinguishing features of Theyyam is the colourful costume and awe-

inspiring headgears (mudi) nearly 5 to 6 feet high made of arecanut splices,
bamboos, leaf sheaths of arecanut and wooden planks and dyed into
different strong colours using turmeric, wax and arac.

Koodiyaattam, one of the oldest traditional theatre forms of Kerala, is
based on Sansknt theatre traditions. The characters of this theatre form
are : Chakyaar or actor, Naambiyaar, the instrumentalists and Naangyaar,
those taking on women’s roles. The Sutradhar or narrator and the Vidushak
or jester are the protagonists. It is the Vidushak alone who delivers the
dialogues. Emphasis on hand gestures and eye movements makes this
dance and theatre form unique.

Yakshagaana, traditional theatre form of Karnataka, is based on
mythological stories and Puranas. The most popular episodes are from the
Mahabharata i.e. Draupadi swayamvar, Subhadra vivah, Abhimanyu
vadh, Karna-Arjun yuddh and from Ramayana i.e. Raajyaabhishek, Lav-
Kush Yuddh, Baali-Sugreeva yuddh and Panchavati.

Therukoothu, the most popular form of folk drama of Tamil Nadu, literally
means “street play”. It is mostly performed at the time of annual temple
festivals of Mariamman (Rain goddess) to achieve rich harvest. At the
core of the extensive repertoire of Therukoothu there is a cycle of eight
plays based on the life of Draupadi. Kattiakaran, the Sutradhara of the
Therukoothu performance, gives the gist of the play to the audience and
Komali entertains the audience with his buffoonery.
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In this package, students can get detailed information on:

— the essence of Indian traditional theatre forms

the psychology of the Indian people's life

different dimensions and aspects of folk music

ritualistic traditions of different regions of India and

- some unique aspects of folk art forms.

Some activities have been suggested, on the basis of which one can use
the printed pictures as well as the text. Teachers are suggested to give an
idea of the richness of Indian traditions through instructions in theatre
forms as also the ideals forming the basis of these arts. This will give the
students an idea of the aesthetics underlying these forms, and also by
inspiring them to create in the masses new aspects of entertainment and
enjoyment, which might culminate in establishing a new sociology of
interest. The performances can be staged after learning about traditional
theatre forms, its rhythm, music and postures.

1. The different regions of India have their own special cultural
aspects. These aspects have to be noted down systematically, so
that regional literature, art, dance and theatre forms can be referred
to by everyone. Especially, the crafts of various traditional theatre
forms can be studied. It may sound strange but true, that it is the
common people who have perfected certain techniques of
presentation on the stage or platform, which can astonish anyone.
It is people like them, who are storehouses of information and
techniques about traditional theatre forms. Teachers should find
out these masters of the art of acting and introduce their students
to them. With these old masters of theatrical traditions, teachers
could enrich their own information and communication skills as
also that of their students, with theatrical terminology, context,
costumes, music, etc.

2. Workshops should be organized in the institutions with the help
of artists of traditional theatre forms. In these workshops, not
only the students and teachers, but also others interested in theatre
and its various aspects should be invited to take part. This will
lead to the development of traditional theatre forms on both
regional and national level.
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10.

11.

12,

13.

Students and teachers should be encouraged to watch
performances of traditional theatre forms taking place in their
region.

Provincial and national trips should be organized so that students
and teachers get an opportunity to study different forms of
traditional theatre and meet the artists. It would be better to draw
up the list of artists to be contacted during the trip.

Teachers should organize frequent performances of traditional
dance dramas in their schools. Students and teachers who excel
in these activities should be given awards as well.

There should be frequent competitions of plays and music,
costumes, etc. associated with these. This will act as incentive to
perform better and at the same time acquaint them with different
dimensions of the theatre forms.

Students should be asked to study the various ritualistic contexts
of traditional theatre forms, their mutual dependence and influence
on each other and also trace their roots.

Traditional theatre forms being performed in other languages
should be translated in their regional languages which will lead to
atmosphere of exchange and closeness at the level of languages
and literature.

There should be a fund for helping those upcoming artists who
have talent and need financial help.

Artists and others associated with traditional theatre forms should
have their biographies printed and published in the various
branches of the media. This will give information to the reader of
unknown artists as also lesser known art forms.

The art of staging and presentation, should be described in depth
so as to introduce the students to stage-decor and other minute
details.

The flowers, animals, birds, cities mentioned in the musical meters
used in the verses of traditional theatre forms should be carefully
taught and studied.

The musical instruments used in traditional theatre forms should
be understood and students trained to play them. There should
be a collection of these instruments in the schools so that students
can play them when the time permits.
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14. The schools should have pictures and paintings on the walls -
depicting the world of the theatre so that there is a constant
awareness of the various aspects of the subject in the students.

15.  The schools should collect visuals and other relevant material on
traditional theatre forms. Regular viewing of these can help in
familiarization and appreciation of these theatre forms.

16. There should be a collection of books and magazines on the
subjects of traditional theatre forms. A bibliography should be
readily available in the school library.

17. There should be frequent seminars and meetings on issues
connected with theatre forms in schools and on regional and
district level so that there is a better assessment and appreciation
of contemporary conditions and situations. It will inspire to
generate new viewpoints and nascent thoughts.

18.  Students should be encouraged to make comparative study of
different theatre forms. This will lead to a better understanding
and appreciation of the regional variations and their cultural
structures.

The packages produced by the Centre for Cultural Resources and Training,
and other similar devices should be used to enrich the artistic sensitivity
as also the acting talents of the students, inspiring them to attain higher
goals.
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1. Tamaasha

Tamaasha is a traditional folk theatre form of Maharashtra.
The term 'Tamaasha’ is derived from Persian language. It is
said that centuries ago, when Arab traders who came to the
Coromandel coast, and while watching certain folk celebra-
tions of border towns of Maharashtra and Karnataka in
which gods and goddesses were worshipped with song and
dance, they started calling it 'Tamaasha’. It is believed that
earlier this folk form was known as Gondhal, Jagran, and
Kirtan. According to some of the scholars, the rhythmic
pattern used in Tamaasha, was that of Laavani Chchand
(generic of musical compositions) and also used its dance
sequences including dialogues in question-answer format.

The Sutradhaar called 'Sardar’ in Tamaasha is invariably a
male artist and enters the stage in a stylised manner, to the
rhythm of percussion instruments. It is the female actress
who is the chief exponent of dance movements in the play.

Tamaasha, which is closely related to rich traditions of
Marathi literature, music, and theatre provides entertain-
ment on both intellectual and emotional levels. Religious
rituals and rites give it a new dimension. Body movements,
gestures, expressions of the face, all are imaginary or sym-
bolic. The themes in Tamaasha are social and at: times
religious.

2. Tamaasha

The salient features of Tamaasha are Laavani and Murki.
Murki is the actress doing the role of a dancer. She dresses
herself in a very distinctive manner. The saree is worn
around her legs like tight pyjamas. Her hair is adorned with
the Veni. There are anklets around her feet, Kolhapuri
necklaces around the neck, Paatli to decorate the hands,
Jhaalar for the ears and the nose-ring.

It is believed that one of the oldest forms of dance in
Maharashtra is the Vaaghya-murali. Laavani has its roots
in this ancient dance form. Classical music, footwork at
lightning-speed, and vivid gestures make it possible to por-
tray all the emotions through dance.

The stage for Tamaasha is over a meter higher than the
ground level. The back of the stage is curtained. With the
introduction of electric lights, no oil lamps are lit now.

There are some performers who are remembered to this day,
because of their contribution and life long devotion to the
promotion of theatre form, 'Tamaasha'. Performers like
Nilu Phule, Ram Nagarkar, Dada Kondke, Usha Chauhan,
Jaishree Gadkar, Maya Jadhav, Sanjeevni Beedkar, Ganpat
Patil, Dadu Indurikar and Vithabai Narayan Gavker are re-
membered to this day. Their names have become almost
synonymous with this form.

3. Tamaasha

Tamaasha is usually performed throughout the night. Vag
(love stories) are presented during the performance. The
performance begins with the worshipping of Lord Ganesha
followed by Vag. Before Vag starts, the performers in dhoti,
kurta and turban enter the stage and pay homage to Lord

Ganesha. The musical instruments played during the perfor-
mance consists of naal. tun-tune, jhaanh, dholki and khanjari

One of the important aspects of Vag is Gavalan or Gaulani.
Gaulani, the religious dance-drama of Maharashtra, is the
narration of stories related to Lord Krishna. The dialogues
are emotional, and full of expressions of love. Tales from
the Puranas arc also presented in Tamaasha.

The music of Tamaasha is often based on the raagas Yaman,
Bhairavi and Pilu. Other raagas are also used. The perfor-
mance of Tamaasha ends with an optimistic message of
triumph of Good over Evil.

4. Dashavatar

Dashavatar is the most developed theatre form of the
Konkan and Goa regions. The performers enact various
episodes from the ten incarnations of Lord Vishnu — the
god of preservation and creativity. These ten incarnations
arc Matsya (fish), Kurma (tortoise), Varah (boar), Narsimha
(lion-man), Vaman (dwarf), Parashuram, Rama, Krishna
(or Balram), Buddha and Kalki. Although the Dashavatar
is performed in various styles in different states of the
country, but it is miore prominent in Konkan and Goa
regions. The credit of bringing Dashavatar concept in the
fold of theatrical arts goes to Jayadev (12" century A.D.)
who in his 'Gita Govinda' described the ten incarnations
of Vishnu.

5. Dashavatar

Dashavatar of Goa and Konkan is unique since in a single
performance as many of the incarnations of Lord Vishnu as
possible are performed. Some of the incarnations like
matsyavatar, narsimhavatar, ramavatar, krishnavatar are
presented separately also. The performance after elaborate
purvaranga, begins with the matsyavatar. Demon Sankasura
steals the Vedas from Brahma. Thereafter, Vishnu recovers
them after killing the demon. Sankasura of Dashavatar
performs the role of the villain as well as jester. Buddha and
Kalki incarnations are not shown on the stage. The per-
former in the guise of Kurma, and Varah do appear on the
stage but no specific episode related to these incarnations
occupy an important position in the performance. The
focus is on the presentation of episodes revolving around
Rama and Krishna.

The Dashavatar is generally performed in a spacious sabha-
mandapa - the presiding hall of a temple, on festive oc-
casions. It is an elaborate ritualized offering. to the presiding
deity of the temple. The Purvaranga begins with dhamal.
The chorus stands in a crescent like formation with Sutradhar
in the centre, and no song is sung while dhamal is going on.
Dhamal is performed by playing mridanga and big brass
cymbals. Other musical instruments usually played during
the performance are tuntune. tambri, daph, dholki and
khanjiri.

6. Dashavatar

The costumes for Dashavatar plays are very similar to the
costumes of folk plays of Karnataka, as all forms of
Vaishnava drama arc interrelated with regional variations
and inspired by the Bhagvata cult. Apart from stylized
make-up, the Dashavatar performers wear masks of wood
and papier mache as per the requirements of the perfor-
mance. Lord Ganesha's mask is considered the most aus-
picious and is worshipped alongwith the temple deities.

In the picture (centre), one can secc Ganapati, the remover
of obstacles, appearing on the stage with his two consorts
— Riddhi and Siddhi. Elaborate worship is offered to them

by two Brahmins. After their departure, Saraswati - the
goddess of learning appears in dancing and is recognized
easily by its peacock symbol. After giving her blessings
she goes back. A wooden peacock head is tied to her waist
suggesting she is astriding the bird, which is her vahana.

7. Krishnattam

Krishnattam as a theatre form, came into existence in the
middle of 17th century under the patronage of King Manavada
of Calicut. The script of the play 'Krishna Giti' was written
by him. Krishnattam is performed cvery year at the famous
Guruvayur temple of North Kerala. The performers belong
to certain specific Nayar families. The Krishnattam is per-
formed with great religious fervour. The traditional cos-
tume, stage decor and presentation have been maintained
over a long period. Krishnattam is a cycle of eight plays
performed for cight consccutive days. The plays arc -
Avataram, Kaliamardana, Rasakrida, Kamsavadha,
Swayamvaram, Bana VYuddham, Vivida Vadham, and
Swargarohana.

The performance begins with the lighting of the oil lamp
on the stage. The musicians appear on the stage with drum
(maddalam), cymbals (ilathalam) and gongs and perform a
sequence to inform the audience that the performance is
about to begin. After this sequence, a colourful curtain is
placed and held by two persons before the actual perfor-
mance begins. Behind the curtain several dancers dressed in
female attire sing an invocation song Totayam, literally
meaning "the beginning". The curtain is held in such a way
that the audience can sec only the performers' feet and
parts of their bodies above the chest. Eyes and facial
movements arc prominent features of Krishnattam. No
other stage properties are used except wooden stools.

8. Krishnattam

Avataram, the first play in the series of eight, is about the
birth and early childhood of Lord Krishna. The play begins
with Bhoo Devi requesting the God's help to eradicate the
cvils from the earth. The Gods decide that Krishna, one of
the avatars i.e. incarnation of Lord Vishnu would come to
carth and accomplish this goal. The performers dramatize
the events depicting the birth of Krishna and his childhood
pranks. There is a belief that childless couples on watching
this play are blessed with a child. In the picturc (above left),
one can see Vasudeva and Devaki fondling a baby. The story
goes on to tell us that Vasudeva gives the .baby to Yashoda
and Nandagopa. In the picture (above middle) one can see
the milkmaids celebrating the birth of Yashoda's son.

In the second episode of Krishnattam, Kalivamardana one
can see the childhood pranks of Krishna. In the picture
(above right), onc can see Krishna fighting and fatally
wounding the Bakasura, a bird demon. Eventually the bird
dies at the end of the sequence.

9. Krishnattam

In one of the episodes, the singers recite a story of how
Krishna was worshipped by Lord Brahma. The story begins
with an episode where Krishna surrounded by his friends is
being praised immensely. Lord Brahma on witnessing such
devotion suspects Krishna's powers and thereby make the
cows and cowherd devotees disappear. Krishna creates them
again and carries on with his jokes and witty conversation.
Lord Brahma rcalizes that cach of the new creations is a
divine one thus repentent of his folly, he secks pardon from
Krishna.

Krishna's costume consists of a red skirt with yellow pattern
on its sides, a dark blue-black long sleeved shirt on the top



with a head-gear or mudi topped by peacock feathers, an
urn shaped crown made of wood and covered with gilt, bells
attached to the leather pads just below the knees and a
churti, two white protruding borders which extend from ear
to ear along the jaw and chin line. The chutti is made by
mixing one part lime powder with three parts rice powder
along with water. For make-up the colours used are nilam
for blue, manayola for yellow and chaliyam for red. Soot
is used for black and rice powder for white. The green colour
used for the make-up of Krishna as a young child is light
in shade and it becomes darker as he grows older. The
costume of Lord Krishna also comprises a breast plate,
chest ornaments of beads and fresh flora, girdle, upper arm
and wrist ornaments, ear and forehead ornaments. Glittering
crowns and other ornaments are worn by the performers as
per the requirements of their roles. Different characters like
Brahma, Yama., Putna, Mura, Narakasura, Jambavan, wear
different types of colourful masks.

10. Mudiyettu

In the Malayalam month of Frischikam (November—-December),
the temples of Kali in Kerala reverberate with the sounds
of Chenda drums and [lathalam (cymbals). The Kotti arriyippu
is the musical announcement inviting people to the temple
to witness the traditional ritual performance of Mudiyettu.

The introductory scene begins with vandana-shloka (invo-
cation song) followed by Shiva and Narada entering the
stage. Narada enumerates the problems faced by the devas
due to the misdeeds of Darika. In the next scene the entire
temple courtyard turns into a battlefield when a fierce war
rages between Kali and Darika. Ultimately Kali (goodness)
kills Darika (evil) and symbolically the head-gear of Darika
is removed.

11. Mudiyettu

The origin of Mudiyettu has been traced to the ancient
times, though there is no recorded evidence to indicate the
accurate period of its evolution. However, the choreographic
nuances of this unique temple dance-drama indicate that
other traditional arts like Koodiyaattam, Krishnattam and
Kathakali might have originated from it.

Known for its spectacular style, buoyancy of spirit and
highly artistic presentation, Mudiyettu is usually performed
only in the Kali temples of Kerala as an oblation to the
Goddess. Each year the first performance of Mudiyettu is
held in the Kalambukavu temple, in Ernakulam district.
This is followed by performances, one after the other, in
the temples of Padathukavu, Keezhkavu, Maradu, Vyttila,
etc. The performances are based on certain rites and con-
ventions that vary slightly from temple to temple.

Springing from the universal concept of the victory of good
over evil, Mudiyettu depicts the triumph of goddess Bhadrakali
over the asura Darika. The eternal fight between dharma
and adharma, as portrayed in the Puranic legend of Darika-
Vadha is enacted in this ritual dance-drama.

Prior to the actual performance, a large icon (Kalam) of
Bhadrakali is drawn on floor with coloured powder. The
gigantic Kalam is usually drawn at the temple valiyambalam,
beyond the sreekovil (the sanctum sanctorum).

12. Mudiyettu

The seven characters in Mudiyettu — Shiva, Narada, Darika,
Danavendra, Bhadrakali, Kooli and Koimbidar (Nandikeshvara)
— are all heavily made-up. The performers take on an
other-worldy appearance wearing gorgeous costumes, tall
head-gears (mudis) and face make-up. Their ornaments are

made of wood, covered and gilded with glass pieces and
beetle shells.

Traditionally Mudiyettu was monopolised by the Marar com-
munity. Later the Kurups also gained proficiency in the art.
Today this picturesque traditional form has just three or
four performing groups to keep it alive.

13. Theyyam

Theyyam is a traditional and extremely popular folk the-
atre form of Kerala. The word 'Theyyam' is derived from
the Sanskrit word 'Daivam' meaning God. Hence, it is called
God's dance. An interesting feature of this folk form is that
spirits are also attributed with godliness. The tradition of
worshipping of spirits of ancestors, folks heroes, and deities
of various diseases and ailments used to be extensively
practiced in South India and Theyyam is performed by
various castes to appease and worship these spirits.

A variety of musical instruments like drum, cymbals, kuzhal,
perumbara, conch, cherututi, uttuku and chermangalam are
used in Theyyam. The most important among these is the
drum or thudi (small drum). The drummer is known by the
title thudi karan or kottumutharan.

The one who plays the drum leads the entire performance
in terms of its speed and rhythm, climax and interludes,
from the beginning till end. The synchronisation of the
dance of Theyyam with the beats of drum is the most
interesting aspect of the performance.

14. Theyyam

One of the distinguishing features of Theyyam is the
colourful costume of the performers. The typical waist
dress of the main performer is called Arayota or Atukkum
Chiraku. This is made out of splices of bamboos and
covered with red cloth. The main characters are elabo-
rately dressed up above the waist and look very awesome
and magnificent.

All male and female performers in Theyyam wear bangles
called 'Katakam' and 'Chutakam' and small anklets. Most
of the ornaments are made from coconut fronds and a
soft wood locally called murik. Large necklaces and ear
ornaments are made of soft wood with a coating of golden

paper.

The head-gears or mudis of the main performers with
intricate and complex designs and decorations are¢ huge in
size. The mudis of some characters like Bhagvatis and
Kshetrapalan are nearly 5 to 6 feet high. Made of
arecanut splices, bamboos, leaf sheaths of arecanut and
wooden planks, mudis are dyed into different strong
colours using turmeric, wax and arac.

15. Theyyam

Mukath ezhuthu or writing on the face is a common
practice in Theyyam. 'Ezuth’ in Malayalam means ‘writ-
ing'. The designs are mostly based on features of animals
and shapes of flowers and leaves. It is practiced to evoke
feelings of awe, wonder, devotion and respect in the
audience. Each design conveys the myth and symbols of
the particular Theyyam.

For make-up of the performers, the materials used are
tender coconut fronds and rice powder (arichattu) for the
white colour, charcoal (kari) for the black colour, turmeric
(manjal) for the yellow colour. These are the basic
colours used for make-up. Each deity has its own
distinguishing colours like yellow for Lord Brahma, green
and blue for Lord Vishnu, and blue for Lord Shiva.

Masks are also used in certain Theyyams like Pottan and
Gulikan as a means to conceal or transform the identity
of the performer and also to evolve awe and wonder
amongst the audience.

Masks are made out of leaf sheaths of arecanut tree and
wooden plants. They are painted with intricate designs and
motifs.

16. Koodiyaattam

Koodiyaattam is one of the oldest traditional theatre forms
of Kerala and the roots of this theatre form can be traced
to the Sanskrit theatre traditions. The recitations and the
music are classical in character.

The characters of this theatre form are : Chaakyaar or
actor, Naambiyaar, the instrumentalists and Naangyaar,
those taking on women's roles. The Sutradhar, or narrator
and the Vidushak or clown are the protagonists. Mime.
facial expressions, eye movements are the various means of
this theatre form to get the message across to the audience.
In this theatre form, even when poetic interludes are there.
gestures are used for its dramatization. It is the Vidushak
alone, who delivers the dialogues. He often explains the
poetry in a simple language.

Traditionally Koodiyaattam is organised in a temple on a
specially erected stage called Koottampalam. A huge lamp
is lit on the stage itself. Behind the stage there are two
mishaavs, where the naangyaar women provide the raalas.

In the pavilions of some of the temples where Koodiyaattam
is performed, scenes from the Puranas are painted on the
walls and the ceilings. The stage is decorated with flowers
and plaintain and coconut leaves. A heap of grain is placed
near the huge oil lamp from where the ritual begins. The
performance begins with a Naambiyaar sprinkling water on
the stage and recitation of verses from the Naandi or some
other texts meant for inaugural ceremonies. Thereatter, the
sutradhar enters the stage dancing to music and rhythm and
reciting the verses. He too recites the verses, set in tune.

17. Koodiyaattam

At the time of begining of performance of Koodiyaattam.
two drums - mishaavs are placed between the two main
doors. The kuzhittaal itself is played by a naangyaar singer
who sings too. The other musical instrument to provide the
rhythm is the idakka played with sticks in accompaniment
with koma, kurunkuzhal and the conch.

Traditionally Koodiyaattam is staged for five to six days in
the following sequence : Prastaapana (introduction),
Nirvaachana (continuation), purushaartham (bravery) which
includes vinodam (merriment and laughter), vaachanam
(trickery), aashanam (mealtime) and raaja seva (honouring
the king) in order to portray the evils and corruption in the
social order, misuse of power, injustice, etc.

18. Koodiyaattam

In the introductory; nambyarute tamil, the nambiyaar pre-
sents the gist of the story in pure Malayalam with help of
gestures. The gestures are emphasized according to the text.
Before the theme is introduced and the performance begins,
each artist introduces himselt to the audience.

Emphasis on hand gestures and eye movements makes this
dance and theatre form unique. Costume and make-up, etc.
are traditional, reminding the audience of the art of Kathakali,
in a simplified manner.

A few of the most popular plays of this theatre form, are
Baalacharita of Bhasa, as also his Pratigya yaugandharaayana,



Harsha's Naagaananda, as also other plays like Dhananjaya,
and Choodaamani. Some of the characters., like
Jeemootavaahana, Arjuna and Rama all have special cos-
tumes to give them a distinct identity on the stage.

19. Yakshagaana

Yakshagaana is a traditional theatre form of Karnataka. It
is said that the first Yakshagaana, was scripted in Telugu by
Peda Kempa Gowda. The first play in this style. was Ganga
Gowri Vilaasam written in the 16th century. A resurgence
followed in the 17th century and this was the time when
this theatre form was revived. It spread out from Karnataka
to Andhra Pradesh and Tamil Nadu. It developed in these
regions, and was recognised as a classical art form. The
textual sanction of the Yakshagaana is mainly derived from
a 17th century classic work called Sabha Lakshmana Mattu
Prasanga. Some of the popular plays of Yakshagaana are
Lakshmi Narayan alias Muddana, Parthisubha, Timna and
Santibana Desikar.

In the Yakshagaana, the theme is based on mythological
stories and Puranas. From the Mahabharata, Draupadi
swayamvar, Subhadra vivaah, Abhimanyu vadh, Karna-
Arjun-yuddh. Keechak vadh are most often presented. From
the Ramaayan, Raajyaabhishek, Lav-Kush yudh, Baali-
Sugreeva yudh, and Panchavati are the most popular pre-
sentations.

The most spectacular part of Yakshagaana is its make-up,
costumes, headgears, etc.. which transform the performers
into other worldly characters. The performers of Yakshagaana,
can be categorized as Shoorveer nayak (the heroes) like the
Pandavas, the Kauravas, Nripa Nayakas; romantic charac-
ters, like Yaksha, Kinnara, Kiraata, Gandharva, etc. Then
comes the Daanavas, the evil ones, like Ravana, Shurpanakha,
and Bakaasura. The gods and goddesses portrayed in this
theatre form are Narasimha, Chandi, Mahishasuramardini.
The ordinary characters in this theatre form are sages,
brahmins and the soldiers. In Yakshagaana, the female char-
acters like Sita, Devaki and Savitri are portrayed with rev-
erence.

20. Yakshagaana

The musical composition of Yakshagaana is rich in its
content. There are two styles of Yakshagaana : Tenkutittu,
Vadakutittu. The first Tenkutittu is South Indian in spirit,
with quite discernable traces of Kerala's Kathakali. The
distinguishing features of the other style are characterised
by the make-up of the performers and dance sequences.

The main performer of Yakshagaana, is the Bhaagavathar
who also recites and conducts the play. He makes his entry
with a huge gorg of bronze, beating it with a stick to
introduce the theme through the singing. He then sits at
the back centre stage holding cymbals and is accompanied
by the harmonium, manjeera, jhaanjh, and the percussion-
ists playing the chenda. It is the chenda player who creates
the impression of war, anger, bravery, and the antics of the
clown during the performance,

The musical sequences of Yakshagaana are metrical, in rhythm.
The most common metre is the Aarya, adding speed to the
narrative. It is believed that nearly about one hundred fifty
Raagas are played in the Yakshagaana. Dr. Shivaram Karanth
was instrumental in preserving and reviving many of these
Raagas. He had collected about sixty Raagas, blended in
Classical, Hindustani and Kannada musical traditions.

In Yakshagaana, the emotions most often portrayed, are of
valour and fury. It is perhaps because of this, that Yakshagaana
abounds in quick, rhythmic body movements, dance se-

quences based on speedy footwork, as compared to its music
and gestures

21. Yakshagaana

In Yakshagaana, the make-up is simple. The face is streaked
with lines in different colours particularly red, black and
white. The hero's identity is established with a make up
having pink and yellow colours. The cheeks, cheekbones
and chin are smeared pink by mixing coconut oil, water,
pounded rice made into a paste, and whitening agents like
chalk. The details are added to perform the mood and
emotional state of the character. The eyes and eyebrows are
outlined with Kappu (collyrium) and the lips are painted
red All characters except for those performing the roles of
sages or women are mainly dressed in loose pyjamas. The
head is covered with Mundaasu and Mundale literally meaning
turbans.

Some of the characters wear the veshti, an unstitched length
of cloth. The colours are black, red and orange. The veshti
is matched with a loose shirt, red or green in colour. The
ornaments giving a festive appearance, are a belt dyed
golden. kamarband. armbands, baazuband, bangles, brace-
lets, etc. The romantic characters and those with less im-
portant roles are dressed simply.

In Yakshagaana, not just the face, but the body in front and
back 1s made up. This might be because the Yakshagaana
audiences, down the ages, used to surround the platform,
from all the directions. This could also be the reason why
in this theatre form, sequences are repeated, with the actors
facing different directions, one after the other. Theatrically
most effective in Yakshagaana is the headdress made of a
cap with long strands of hair and peacock feathers.

22. Therukoothu

The most popular form of folk drama of Tamil Nadu is
Therukgothu, literally ‘meaning ‘'street play'. This is mostly
performed at the time of the annual temple festivals of
Mariamman (Rain goddess) to achieve rich harvest and
also on the life of Draupadi. The themes are also taken
from other epics and Puranas. At the core of the exten-
sive repertoire of Therukoothu there is a cycle of eight
plays based on the life of Draupadi. A performance usually
continues during the whole night but when full play is
presented, it generally spreads over a period of eight to
nine nights.

The performance begins with an invocation to the Lord
Ganesha. A performer wearing an elephant-head mask,
dances while the invocation song is being sung. Some
symbolic rituals are also performed to pay oblation to the
gods and goddesses during the invocation. This is followed
by the appearance of Kattiakaran who is the sutradhara
of the Therukoothu performance. He gives the gist of the
play to the audience from behind the curtain held by two
stage hands. He also conveys other usual platitudes about
king and his kingdom.

23. Therukoothu

After the preliminaries the main characters make entry
and each introduces himself on the stage with a Daru,
which is a small sequence of dance and song designed for
each character to exhibit his identity and also his skills
in the art. There is hardly any written script, and it is
Kattiakaran who helps the performers by providing 'prompts’
to enable them to deliver the dialogues extempore. The
performance is punctuated with dances which are presented
in a simple manner and the songs are based on classical
music.

24. Therukoothu

All the characters are recognized by their make-up and
costumes. Heroes wear tall crowns decorated with coloured
mirror in red, green and gold patterns. The villains are
painted red with white and black dots. Komali. another
stock character who entertains the audience with his buf-
foonery, wears a conical cap and white bellow shaped trou-
sers, etc.

The ensemble of musical instruments used in Therukoothu
include Kurukunghe similar to nagaswaram, maddalam and
talam. Musical compositions are a combination of folk and
classical music. The audience is also entertained on the lines
of Swang,



