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1. Before a Kathakali performance, the bell metal lamp called
Nilavilakkuis lighted with coconut oil. It is placed in front of
the curtain and was the only source of light on the stage in
olden days. Two men hold the rectangular curtain called
Tirasseela. It has a special significance for the entry of
certain characters on the stage.
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2. The orchestra which is also used in other traditional
performing arts of Kerala, normally comprises the Chenda,
Maddalam, Chengila, llathalam, Ildakka and Shankhu.
Here the artists are seen playing on the Maddalam,
Chengila, llathalam and Idakka.
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3. Tiranottam, literally meaning looking from behind the
curtain, is the introduction of certain principal characters
before the performance. These characters do not make a
stage entry from the wings but, stand behind the curtain.
The dancer performs short dramatic dance pieces before
the curtain is removed. This creates a suspense as the
audience eagerly waits the removal of the curtain to
behold the dancer. In this picture, a kathicharacter is seen
doing tiranottam.
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4. Tiranottam of chuvanna thadi (red bearded character) is
shown in this picture. These are known as the demonic or
tamasika characters such as,Dussasan or Rakshasas. All
the cruelty and evil power of the character is displayed in
this tiranottam. The accompanying music and sounds
produced by the dancer also add to his fearsome quality.
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5. Aharya, that is, costumes and make-up,play a significant
role in Kathakali dance performance. The first part of the
make-up is the teppuwhich is done by the dancer himself.
Each character has a distinct teppu. The dancer is seen
putting on the make-up for vellathadi (white bearded
character).
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6. The stages of make-up of Kathakali are the teppu, chutti
and uduthukettu. The second stage of make-up is called
chuttikuthu, which is done by trained make-up artists. A
mixture of rice and lime paste is used as base and,
nowadays, strips of drawing paper are cut and placed on
top to give the effect of the beard. The chutti artist is also
in charge of the costumes.
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7. The third stage of make-up, uduthukettu is seen in this
picture. The large skirt made up of several metres of cloth
is similar to the costume worn in many traditional ritual
dances of Kerala like Teyyam, Mudiyettu and Koodi-
yattam. In Kathakali dance, there are typical costumes and
headgears for each character.
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8. Inthe Kathakalidance, each character type uses a different
make-up. The more prominent characters are the pacha,
kathi, thadi, kari or minukku. The pacha is endowed with
satwaguna or noble qualities such as Nala, Yudhishtira
and Arjuna. The face of the pacha character is painted
bright green. In this picture you see a dancer in the basic
stance of Kathakali.
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9. A pachacharacter is seen here in a vigorous dance pose of
tandava, called kalasam. It is performed at the end of sung
verses.
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10. This picture shows the basic position taken by the female
character before the entry. Kathakali dance mostly uses
spaceand floor area to form rectangles and squares.
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11. This picture shows the dancer in full costume of a female
character making an entry.
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12. In this picture you see the Ardhachandram, the hand
gesture which is used to signify the half-moon. In kathakali,
mudras may be shown through asamyukta, single handed
gestures, samyukta, double handed and mishra, mixed
gestures.
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13. Of the twenty four hand gestures from Hastalakshana
Deepika, in this picture you see the dancer showing the
14th hand gesture called Bhramara. The Hastalakshana
Deepikais an offshoot of Natya Shastra, which is the basis
for the hand gesture language in Koodiyattam and
Kathakali.
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14. In this picture you see Krishna, notice the headgear and
make-up. He is playing the flute while Radha listens with
love and devotion.
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15. In this picture, Krishna is seen with his peelimudi. The
headgear for Krishna is different, though he is a pacha
character. Rama also appears with the same costume and
make-up. This type of make-up has close resemblance to
the form known as Krishnanattam performed in the
Guruvayoor temple in Kerala.
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16. Krishna showing the hand gesture of a beetle sucking
honey from a lotus is seen here. It is a symbol of love or
sambhoga shringara.
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17. Thefemale character in Kathakaliis called minukku. In this
picture you can see the minukkucharacter depicting karuna
rasa or compassion.

Wi B @ TMEW = Centre for Cultural Resources and Training







FAFAT Tq

Kathakali Dance

18. A 3R THEd F Ferh & fog 1 T ew ® Aq-gHofa (WA
m‘;ﬁ)aﬁm%mﬁ%ﬁquﬂmw&@wﬁhm
T 2 .

18. A scene from the story of Nala and Damayanti shows the
newly wed couple enjoying their honeymoon in the palace
garden.
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19. In this picture you see the vellathadi (white bearded
character) which is an important character in Kathakali.
The special make-up, jacket with fur and the round
headgear is worn by the dancer depicting Hanuman, the
costume gives the illusion of a monkey. Hanuman is seen
here showing the gesture for an elephant.
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20. This is a dramatic scene from the play Duryodhana

Vadham. Kathakali is very rich in the natya aspect of
dance. This scene depicts the Bhagavaddoothu, that is,

Krishna arriving as the messenger of peace to request that
at least five villages be given to the Pandavas. Duryodhan

refuses to do so.
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21. This picture shows a scene from Kalyana Saugandhikam.

The episode from the story is when Bhima goes in search
of the divine flower Kalyana Saugandhika and reaches
Kadaleevana. Hanuman tries to put Bhima to test and

blocks his way. An angry Bhima asks the old monkey to
step aside.
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22. Kathakali dance has a very stylised element of drama. In
this picture you can see a scene from the story of Keechaka
Vadham. The lustful approach of Keechaka is repulsed by
Panchali who is disguised and working as a servant at King
Virata’s palace.
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23. Episodes from the epics are very popular in Kathakali
dance. This scene is from Thorana Yudham. Sita who has
been abducted by Ravana is held captive in the Ashoka-
vana. He offers valuable ornaments and clothes to her and
asks her to marry him. But Sita refuses and warns him of
serious consequences.
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24, Karutha thadi (black bearded character) is the Kattalan
meaning a hunter or forest dweller. The make-up and
dress are completely black or blue. The headgear is
cylindrical in shape and is decorated with peacock feathers

on top.
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Dance in India has a rich and vital tradition dating back to
ancienttimes. Excavations, inscriptions, chronicles, genealogies
of kings and artists, literary sources, sculpture and painting of
different periods provide extensive evidence on dance. Myths
and legends also support the view that dance had a significant
place in the religious and social life of the Indian people.
However, it is not easy to trace the precise history and evolution
of the various dances known as the ‘art’ or ‘classical’ forms
popular today.

In literature, the first references come from the Vedas where
dance and music have their roots. A more consistent history of
dance can be reconstructed from the epics, the several puranas
and the rich body of dramatic and poetic literature known as the
nataka and the kavya in Sanskrit. A related development was
the evolution of classical Sanskritdrama which was an amalgam
of the spoken word, gestures and mime, choreography, stylised
movement and music. From the 12th century to the 19th
century there were many regional forms called the musical play
or sangeet-nataka. Contemporary classical dance forms are
known to have evolved out of these musical plays.

Excavations have brought to light a bronze statuette from
Mohenjodaro and a broken torso from Harappa (dating back to
2500—1500 B.C.). These are suggestive of dance poses. The
latter has been identified as the precursor of the Nataraja pose
commonly identified with dancing Siva.

The earliest treatise on dance available to us is Bharat Muni's
Natya Shastra, the source book of the art of drama, dance and
music. It is generally accepted that the date of the work is
between the 2nd century B.C.—2nd century A.D. The Natya
Shastrais also known as the fifth veda. According to the author,
he has evolved this veda by taking words from the Rig veda,
music from the Sama veda, gestures from the Yajur veda and
emotions from the Atharva veda. There is also a legend that
Brahma himself wrote the Natya veda, which has over 36000
verses.

In terms of the classical tradition formulated in the Natya
Shastra, dance and music are an inextricable part of drama. The
art of natya carries in it all these constituents and the actor is
himself the dancer and the singer, the performer combined all
the three functions. With the passage of time, however, dance
weaned itself away from natya and attained the status of an
independent and specialised art, marking the beginning of the
‘art’ dance in India.

As per the ancient treatises, dance is considered as having three
aspects : natya, nritya and nritta. Natya highlights the dramatic
element and most dance forms do not give emphasis to this
aspect today with the exception of dance-drama forms like
Kathakali. Nritya is essentially expressional, performed specifi-
cally to convey the meaning of a theme or idea. Nritta on the
other hand, is pure dance where body movements do not
express any mood (bhava), nor do they convey any meaning. To
present nritya and natya effectively, a dancer should be trained
to communicate the navarasas. These are : love (shringar),
mirth (hasya), compassion (karuna), valour (veer), anger (raudra),
fear (bhaya), disgust (bibhatsa), wonder (adbhuta) and peace
(shanta).
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An ancient classification followed in all styles is of Tandavaand
Lasya. Tandava, the masculine, is heroic, bold and vigorous.
Lasya, the feminine is soft, lyrical and graceful. Abhinaya,
broadly means expression. This is achieved through angika, the
body and limbs; vachika, song and speech; aharya, costume and
adornment; and satvika, moods and emotions.

Bharata and Nandikesvara, the two main authorities conceive ot
dance as an art which uses the human body as a vehicle of
expression. The major human units of the body (anga) are
identified as the head, torso, the upper and lower limbs,and the
minor human parts (upangas), as all parts of the face ranging
from the eyebrow to the chin and the other minor joints.

Two further aspects of natya are the modes of presentation and
the style. There are two modes of presentation, namely the
Natyadharmi,’which is the formalised presentation of theatre
and the Lokadharmi sometimes translated as folk, realistic,
naturalistic or regional. The style or vrittis are classified into
Kaiseki, the deft lyrical more suited to convey the /asya aspects,
the Arbati, the energetic masculine, the Satawati, often used
while depicting the rasas and the Bharati, the literary content.

Nurtured for centuries, dance in India has evolved in different
parts of the country its own distinct style,taking on the culture of
that particular region, each acquiring its own flavour. Conse-
quently, a number of major styles of ‘art" dance are known to us
today, like Bharatnatyam, Kathakali, Kuchipudi, Kathak,
Manipuri and Odissi. Then there are regional variations, the
dances of rural and tribal areas, which range from simple,
joyous celebrations of the seasons, harvest or birth of a child to
dances for the propitiation of demons or for invoking spirits.
Today there is also a whole new body of modern experimental
dance.

Kathakali Dance

Kerala is the home of several traditional dance and dance-
drama forms, the most notable being Kathakali.

Kathakali, as a dance form popular today, is considered to be of
comparatively recent origin. However, it is an art which has
evolved from many social and religious theatrical forms which
existed in the southern region in ancient times. Chakiarkoothu,
Koodiyattam, Krishnanattam and Ramanattam are few of the
ritual performing arts of Kerala which have had a direct
influence on Kathakali in its form and technique. Legend has it
that the refusal of the Zamorin of Calicut to send his Krishna-
nattam troupe to Travancore, so enraged the Raja of Kottarakkara,
that he was inspired to compose the Ramanattam.

In the temple sculptures in Kerala and. the frescoes in the
Mattancheri temple of approximately the 16th century, dance
scenes depicting the square and rectangular basic positions so
typical to Kathakali are seen. For body movements and
choreographical patterns, Kathakali is also indebted to the early
martial arts of Kerala.

Kathakali is a blend of dance, music and acting and dramatizes
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stories which are mostly adapted from the Indian epics. It is a
stylised art form, the four aspects of abhinaya —angika, aharya,
vachika, satvika and the nritta, nritya and natya aspects are
combined perfectly. The dancer expresses himself through
codified hastamudras and facial expressions, closely following
the verses (padams)that are sung. Kathakali derives its textual
sanction from Balarama Bharatam and Hastalakshana
Deepika.

The attakkathasor stories are selected from the epics and myths
and are written in a highly sanskritised verse form in Malayalam.
Many Malayalam writers have also contributed to the vast body
of Kathakali literature.

Kathakali music follows the traditional sopana music of Kerala
Itis said to be the ritual singing of the Ashtapadis on the flight of
steps leading to the sanctum sanctorum. Now Kathakali music
also uses Karnataka ragas — the raga and talaconformingto the
bhava, rasaand dance patterns (nritta and natya). The orchestra
which is also used in other traditional performing arts of Kerala,
normally comprises the Chenda, Maddalam, Chengila,
llathalam, ldakka and Shankhu.

Kathakali is a visual art where aharya, costume and make-up
are suited to the characters, as per the tenets laid down in the
Natya Shastra. The characters are grouped under certain clearly
defined types like the pacha, kathi, thadi, kari or minukku. The
face of the artist is painted over to appear as though a mask is
worn. The lips, the eyelashes and the eyebrows are made to look
prominent. A mixture of rice paste and lime is applied to make
the chutti on the face which highlights the facial make-up.

Kathakali dance is chiefly interpretative. The characters in a
Kathakali performance are broadly divided into satvika, rajasika
and ramasika types. Satvika characters are noble, heroic,
generous and refined. In pacha, green colour dominates and
kirita(headgear) is worn by all. Krishna and Rama wear special
crowns decorated with peacock feathers. The noble characters
like Indra, Arjun and the Devas are some of the pachacharacters.
The kathi type depict anti-heroes. Though they are of the
rajasika category, they are sometimes great warriors and
scholars such as Ravana, Kamsa and Sisupala to name a few.
The moustache and the small knob called chuttippufixed on the
tip of the nose and another in the centre of the forehead, is
peculiar to the kathi character. The characters of the thadi
{beard) category are the chuvanna thadi, (red beard), vellathadi
{white beard) and the karutha thadi (black beard). Vellathadi or
the white bearded character is generally that of Hanuman, the
dancer also wears the costume of a monkey. Kariare characters
whose make-uphave a black base, they wear black costume
depicting a hunter or forest dweller. Apart from these, there are
minor characters like minukkuwhich are the women and sages.

Kathakali costumes and make-up are elaborate and designed so
as to give a super human effect. The make-up of Kathakali can
be classified into the teppu, chuttikuthu and uduthukettu. The
teppuis done by the actor himself. Each character has a distinct
teppu. The second stage is done by experts who specialise in
make-up. The wearing of huge bellowing skirts is called
uduthukettu.
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A simple stage is used. A large oil-fed lamp is placed in front of
the stage and two people hold a curtain called Tirasseelaonthe
stage, the main dancers stand behind it before the performance.

In no other dance style is the entire body used so completely as
in Kathakali. The technical details cover every part of the body
from facial muscles to fingers, eyes, hands and wrists. The facial
muscles, play an important part. The movement of the eye-
brows, the eye-balls and the lower eye-lids as described in the
Natya Shastra are not used to such an extent in any other dance
style. The weight of the body is on the outer edges of the feet
which are slightly bent and curved.

Kalasamsare pure dance sequences where the actor is at great
liberty to express himself and display his skills. The leaps, quick
turns, jumps and the rhythmic co-ordination make kalasams, a
joy to watch.

A Kathakali performance begins with the kelikottu, calling the
audience to attention followed by the todayam. Itis a devotional
number performed where one or two characters invoke the
blessings of the gods. Kelikottu is the formal announcement of
the performance done in the evening when drums and cymbals
are played for a while in the courtyard. A pure nrittapiece known
as the purappadu comes as a sequel to this. Then the musicians
and drummers hold the stage entertaining the audience with an
exhibition of their skills in melappada. Tiranokku is the debut on
the stage of all characters other than the pacha or minukku.
Thereafter, the play or the particular scene of the chosen play
begins.

lakiattam is that part of the performance when the characters
get an opprtunity to demonstrate their excellence in abhinaya.
For the most part of the performance the dancers engage
themselves in cholliattam which means acting in strict con-
formity to the words in the padams sung by the accompanying
musicians.

Thanks to the service done by the poet Vallathol, this classical
dance form received a new impetus and today many innovations
are also being made to suit the needs of a changing society.
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The Cultural Packages on dance and the suggested activities aim
at familiarising the students with:

— the grammar and technique of body movement of different
styles of Indian dance.

— dance as a vehicle for communication.

— the range of dance vocabulary and how closely it is relatedto
real life — through stories of kings, super-humans or
animals and flowers;

— the study of the historical evolution of dance forms through
literary and visual sources.

A few activities have been suggested, however, there is scope

-for using the illustrations in this package in a variety of teaching

and learning situations. The teachers are requestedto use these
in as many school disciplines as possible. They are also advised
to invite dancers to the school for practical demonstration in
music and dance. Students may be taught small dance pieces, if
possible, for them to have a first-hand experience of rhythm,
music and expression through body movement.

1. All classical dance forms in India revolve mainly around
themes from mythology and nature. Stories about gods and
goddesses, the origin of the earth, different aspects of
nature, etc. are selected from myth and legend and then
communicated through dance. The students may be asked
to choose important deities, natural forms or real life
situations which they have seen in dance,as for example,

— Shiva, Vishnu, Ganesh, Parvati, Durga, Saraswati.

— important rivers, sacred trees, flowers with
symbolic messages or wearing ornaments.

They may then be asked to collect all the mythological

stories and legends connected with each. For example:

— how Ganesh got the head of an elephant,
— what was the outcome of the churning of the oceans,
— legends linked with the lotus flower, etc.

Reference from books, interviews with senior citizens, the
observation of traditional customs andrituals can be various
ways in which to gather information.

This exercise will help the students widen their knowledge.
The material can be exhibited on the bulletin board and
made into a project book for later reference.

2. Periodic excursions may be organised to temples and
museums so that children may be exposed to sculpture and
painting. Those specifically related to dance should be
studied in detail. The students should be encouraged to note
down various aspects regarding each work of art — facial
expressions, mudras, postures, costumes, dance
formations and even the surroundings and environment.

Students from the senior school may be asked to make a
study of the relationship between the dance form and
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specific items of sculpture and painting.

A folder with photographs, pictures, observations and
comments may be prepared. (Pictures from this package
may be used similarly in the class room before organising an
excursion in order to make the students familiar with the
forms).

Students may be asked to make large drawings or collect
pictures of all the different mu dras or symbolic actions used
in the dance form they have seen. A large board may be
prepared with traditional decorations. Under each mudraor
pictorial representation, they may be asked to write its name
and meaning and what it is used for. Senior students can
add the Sahitya or verses of the songs where the
mudra/action is used. An attempt should be made to project
the use of the same mudra/action in different situations.

Facial expression — Abhinaya, forms an important part of
dance. The teacher should explain the nine rasas to the
students. The details of explanation can vary with each age
group. ’

An interesting informal game can follow this. The students
can be asked to mime a mood in a self-created situation or
story. The rest of the class may be asked to interpret the story
and name the rasa that it portrays. Bhaya or fear can be
depicted at length, for example, as a child trapped in a
dangerous situation in a dark and gloomy forest with a
fearsome animal chasing the child. Simple movements and
prominent expressions can reflect the mood.

The teacher can encourage the students to improve their
rhythm and tala by organising simple activities. The
students should be asked to prepare charts where the beats
of the rhythmic pattern are visually represented using
attractive motifs. Different motifs should be used for each
different time cycle. (A key can be made to explain the value
of the symktols shown in the chart).

More experienced students may be given another graded
activity. Each student may be allotted a fixed number of time
bars and be asked to create rhythmic patterns within the
given time frame, using various permutations and
combinations of speeds and rhythm. This activity will bring
out the inherent creativity and develop precision and
concentration.

The teacher may give the students a project topic, such as
‘Dance in daily life’. The students may be asked to observe
the actions and expressions of the people around them.
Students can then compile a list of scientific dance
movements that are akin to those in daily life and trace their
origin in every day actions and mannerisms. The students
must be made to realize that art forms and real life are
closely linked to each other. Infact, they may be asked to pick
out a few common gestures and convert them into aesthetic
dance movements, using their imagination.

During important religious and social festivals, the students
may be asked to compose short dances depicting — the
relevance of the festival, for example, birth of Jesus, Lord




TATAT TATEN | ISR $H B FH, AT g A-HqE ATEH
3 EiferarT Y FETHr qAT AR A 7 B ThD, Infe B yEqa
feram s @ 21 3/ Teg A e @ fa vt & @ 7 yeqa
PeparT ST T & | W ATy O @ 3 A & sy FRdy 2
WTWWWWWM T 9 MW T
ST 21

BTAT & TAATCHHAT T @ISR D FH | JeaTqet o qiige fF F
Ie T ®9 &, g § graf-aq shas afafafat & s
AT HATTF J@ATA X gbAErs & AEarigEs I g
Iqart faaa ot #F ¢ g@d & g —

— qufeq & AELIRAT  — T Tl
fear @ =dar —  qaiEor ST
— QIS FFHAHATY

10 & 15 O & GHEl H ATFHE T97 TAEHY T & T
ATCHIT ILA A FATH B (AT F@T AT ThaT & | FATHT B FroreT
i Pesire aTei- oot TS OTAT & AHET g &1 A A |
T TfTat 1 ITIT BIAT F FAT ST @ 3 I BeATCHS
gfa ST 1 ITART FTAT 81 F7 Aitepar B iy feaat srgar @
feas & sraee a2 weqa fepam T gepar 21

fawas Foa, A% T @ arfts feaw aumre siwar s fadh
TaTAE @ foa dare fear S gaar @1 @t sraras us @ty
frerart @ FT aaEd € 3R 400-500 BTAT Y AFL T FAFT
(e7) wEaa FT aba &1 3Ee fag gt s @ faeg |-
WepfeT- 37X ST T HLEIUT, AT, @ T whedt, stoSrantoat
a&maﬁﬁﬂmmmélﬁmmﬁwm@
T qHET OF W UE HFaT 21

I FEA Heca Ul tarara oral @ fag s o A qedr
&1 ol sr=g e T e Teg - w9t @ gt wre § sy
B I7% e T =ne e ok & o eu wv & afifaa &, se@ sy
T &G H AT B

qUHLY. B, g0 Je7 9T 39 ol 7 qwret @ sremgq gra fafay
WepTT Y Tfafatear smatfera @ s aedr &, arg & W T
Tt At 3R qEaet B gReitHar e ST g £
ATAFH, TS T IH@ T4 | fafta €9 & Joq-Ioqat &
ST BT o <@ 2 g & @ ant #, 've, fade,
Eauicd WFW%H&TWWW%Mﬁ“gwﬁ
I FTATHR T & | T A B ARG A B2 T A Tl B
oAl a@ off Tgud €| T Frdwnl o farga =i o guEr
A # fear Srar 2 | oAl B FHTET 9A & 39 ST B A B
FHALA THAT FEA Ive AR AT F AT wiaey & g
W /WIS T @A B fA et S wnfew ) o Frdwat F &
wfag FATHI qar geraH & A4, faferee ar gefw yeqfaat s
AT, AT AT AT TR BT et (e Tty
srmaﬁqmm s fepar s =nfewy

T (Feu el ) # gfeat, I Joa i At s et
AHH HQ &, Tq S TEATH, T4 T I FAS, TEAHC, WS
W@hﬂﬁﬁtﬂﬂﬁﬁ%l&ﬁﬁﬂhﬂﬂ#hﬂm
2, Roradt gt adf afafa smaerd Sy e )

AT FERAVTA et T Faaelt, 7% Poeell

9.

10.

1.

12.

Buddha, the Nativity play, the story of Holika and the manner
in which the festival is celebrated. These dances may be
presented at the school assembly on the day of the festival.
This activity make the students aware of how the concept of
goodness and truth permeates all religions.

In order to discover the creativity of the students, the teacher
must involve them in interesting activities related to life, in
general. The teacher may therefore distribute carefully
selected topics on relevant issues from newspapers and
magazines, for example,

— the necessity for peace,

— the futility of violence,

— social inequalities,

— national integration,

— conservation of the environment.

Groups of 10 to 15 students may be asked to form tableaus
in an appealing and effective manner. The planning and
designing of the tableaus should be done by the student
group themselves. The aim of the activity is to create
awareness among the students and use their artistic talent.
These tableaus may be presented on national days or on
sports day.

A thematic dance ballet can be prepared for the school
annual day celebrations or any other function. The teachers
can work together and organise a show involving 400-500
students. Themes of topical interest like conservation of
nature and culture, literacy, hunger and poverty, the
problems of slum-dwellers, etc. may be enacted. Such a
mammoth production will reach out to the school and the
community as well.

Another very important activity must be organised for the
students. In order to awaken in them an interest in all the
other classical and folk dance-forms, the students must be
encouraged to compare other dances with the style they are
familiar with.

By studying all the packages on dance prepared by CCRT, a
variety of activities may be organised. In addition,
exhibitions with pictures, charts, costumes, musical
instruments, and books can be arranged to widen the
knowledge of the students regarding Indian dance forms.

Nowadays, dance festivals are conducted regularly in all the
major cities of the country. In recent years, the temples of
Khajuraho, Chidambaram, Konark etc. haverisen as centres
for important Dance festivals. The Spic Macay festival
reaches even the students of schools in small towns.
Extensive reporting is done in all newspapers. The students
should be asked to collect newspaper cuttings, study them
and keep a record for future reference. Names of artists and
famous accompanists, information regarding rare or special
items in the performances and interesting comments on
tala, bhava and abhinaya may be collected and studied.

Lists of dancers, their styles of dance, the institutions where
they work, the academies of dance, books on dance-forms,
magazines/journals on the subject, may be compiled. This
may be an ongoing programme in which additional
information can be noted every year.
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Kathakali Dance

Before a Kathakali performance, the bell metal lamp called
Nilavilakku is lighted with coconut oil. It is placed in front of
the curtain and was the only source of light on the stage in
olden days. Two men hold the rectangular curtain called
Tirasseela. It has a special significance for the entry of
certain characters on the stage.

The orchestra which is also used in other traditional
performing arts of Kerala, normally comprises the Chenda,
Maddalam, Chengila, llathalam, Idakka and Shankhu.
Here the artists are seen playing on the Maddalam,
Chengila, llathalam and Idakka.

Tiranottam, literally meaning looking from behind the
curtain, is the introduction of certain principal characters
before the performance. These characters do not make a
stage entry from the wings but, stand behind the curtain.
The dancer performs short dramatic dance pieces before
the curtain is removed. This creates a suspense as the
audience eagerly waits the removal of the curtain to
behold the dancer. In this picture, a kathicharacter is seen
doing tiranottam.

Tiranottam of chuvanna thadi (red bearded character) is
shown in this picture. These are known as the demonic or
tamasika characters such as,Dussasan or Rakshasas. All
the cruelty and evil power of the character is displayed in
this tiranottam. The accompanying music and sounds
produced by the dancer also add to his fearsome quality.

Aharya, that is, costumes and make-up,play a significant
role in Kathakali dance performance. The first part of the
make-up is the teppuwhich is done by the dancer himself.
Each character has a distinct teppu. The dancer is seen
putting on the make-up for vellathadi (white bearded
character).

The stages of make-up of Kathakali are the teppu, chutti
and uduthukettu. The second stage of make-up is called
chuttikuthu, which is done by trained make-up artists. A
mixture of rice and lime paste is used as base and,
nowadays, strips of drawing paper are cut and placed on
top to give the effect of the beard. The chutti artist is also
in charge of the costumes.

The third stage of make-up, uduthukettu is seen in this
picture. The large skirt made up of several metres of cloth
is similar to the costume worn in many traditional ritual
dances of Kerala like Teyyam, Mudiyettu and Koodi-
yattam. In Kathakali dance, there are typical costumes and
headgears for each character.

In the Kathakali aance, each character type uses a different
make-up. The more prominent characters are the pacha,
kathi, thadi, kari or minukku. The pacha is endowed with
satwaguna or noble qualities such as Nala, Yudhishtira
and Arjuna. The face of the pacha character is painted
bright green. In this picture you see a dancer in the basic
stance of Kathakali.

A pachacharacter is seen here in a vigorous dance pose of
tandava, called kalasam. It is performed at the end of sung
verses.

This picture shows the basic position taken by the female
character before the entry. Kathakali dance mostly uses
space and floor area to form rectangles and squares.

This picture shows the dancer in full costume of a female
character making an entry.
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In this picture you see the Ardhachandram, the hand
gesture which is used to signify the half-moon. In kathakali,
mudras may be shown through asamyukta, single handed
gestures, samyukta, double handed and mishra, mixed
gestures.

Of the twenty four hand gestures from Hastalakshana
Deepika, in this picture you see the dancer showing the
14th hand gesture called Bhramara. The Hastalakshana
Deepikais an offshoot of Natya Shastra, which is the basis

for the hand gesture language in Koodiyattam and
Kathakali.

In this picture you see Krishna, notice the headgear and
make-up. He is playing the flute while Radha listens with
love and devotion.

In this picture, Krishna is seen with his peelimudi. The
headgear for Krishna is different, though he is a pacha
character. Rama also appears with the same costume and
make-up. This type of make-up has close resemblance to
the form known as Krishnanattam performed in the
Guruvayoor temple in Kerala.

Krishna showing the hand gesture of a beetle sucking
honey from a lotus is seen here. It is a symbol of love or
sambhoga shringara.

The female character in Kathakali is called minukku. In this
picture you can see the minukkucharacter depicting karuna
rasa or compassion.

A scene from the story of Nala and Damayanti shows the
newly wed couple enjoying their honeymoon in the palace
garden.

In this picture you see the vellathadi (white bearded
character) which is an important character in Kathakali.
The special make-up, jacket with fur and the round
headgear is worn by the dancer depicting Hanuman, the
costume gives the illusion of a monkey. Hanuman is seen
here showing the gesture for an elephant.

This is a dramatic scene from the play Duryodhana
Vadham. Kathakali is very rich in the natya aspect of
dance. This scene depicts the Bhagavaddoothu, that is,
Krishna arriving as the messenger of peace torequest that
at least five villages be given to the Pandavas. Duryodhan
refuses to do so.

This picture shows a scene from Kalyana Saugandhikam.
The episode from the story is when Bhima goes in search
of the divine flower Kalyana Saugandhika and reaches
Kadaleevana. Hanuman tries to put Bhima to test and
blocks his way. An angry Bhima asks the old monkey to
step aside.

Kathakali dance has a very stylised element of drama. In
this picture you can see a scene from the story of Keechaka
Vadham. The lustful approach of Keechaka is repulsed by
Panchaliwho isdisguised and working as a servant at King
Virata's palace.

Episodes from the epics are very popular in Kathakali
dance. This scene is from Thorana Yudham. Sita who has
been abducted by Ravana is held captive in the Ashoka-
vana. He offers valuable ornaments and clothes to her and
asks her to marry him. But Sita refuses and warns him of
Serious consequences.

Karutha thadi (black bearded character) is the Kattalan
meaning a hunter or forest dweller. The make-up and
dress are completely black or blue. The headgear is
cylindrical in shape and is decorated with peacock feathers
on top.



