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gestural mimesis leads before you the fantastic animal with trunk
swinging, fan-like ears waving. This overwhelming presence of the
pachyderm destroys any finesse the metaphor may have had initially.

This leads us to the basic difference between the Kathakali and
the classical drama. The aesthetic organization of the latter is
pyramidal. The apex is the dominant feeling-flavour of the play
which will be one of the nine Rasas of classical aesthetics, a doctrinal
system that has very strong foundations in psychology. All other
feelings generated in the various phases of the evolving episodic
stream will be ancillary to the dominant feeling and in fact will
serve to nourish and highlight it. In a loose way we can say that the
heroic sentiment (Vira or Raudra-rasa) dominates most of the Katha-
kali plays. But the finer orchestration of classical drama is not
present here. The vague impression of focal organization is created
by the overall pattern of the erosser action of the play. In each
episode, however, the prevailing emotional tonality is autonomous.
Strictly it is not the Sanchari-bhava of classical drama which corres-
ponds to Mc Dougall’s ‘derived emotion’. The derived emotion takes
colour from the main sentiment; it always reveals the abiding per-
sistence of the latter; it is in fact a modification of the latter in a
fresh episodic nexus. In classical drama in a romantic situation, the
reaction of the heroic type and the libidinous type will be distinct
though both may be positive responses to the romantic suggestions
of the situation. This distinction gets lost in Kathakali. Further, the
literalism of the mimetic transcription of the text—and a text loaded
with conventional conceits—involves the actor in a lot of ‘expressive’
sallies which are brilliant but are also segmented, disparate, forging
no stable links with character of the dominant emotional temper of
the play as a whole.

Classical drama celebrates the triumphant transformation of the
actor into the character. But in Kathakali, for the most part, ’fhc
actor wants to continue to remain as the brilliant virtuoso, SO!Vl{lg
one by one the problems of complex memesis which the librettist
sets before him. This is a precisely correct way of summing up the
Situation, for reading through the libretto, we can clearly see that
the librettist is devising piquant problems which the actor in fagt
Welcomes as a challenge to his genius. An instance can make this
clear. In a work by Irayimman Tampy, a devious conceit is used to
Pay homage to the moon-like beauty (another conceit) of the
heroine’s face. The Chakravaka bird-pair is supposed to come
together only during the day and to have to separate with nightfall.
The verse reads: “Mistaking your face for the moon, and in angU{Sh
at the imminence of separation, the female Chakravaka looks with











