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am" - Swamigal founded *Boys" Compantes”, a -
drdm and even Paminal, who:
rforim g ntres'with'amiddle class, literate
ence tn mind, coul gine getting women'to' .
perform female roles. Of course we do hearof Balamani ~ *
Ammal of Kumbakonam who with her sister, ran an all-
en drama troupe and her gppula:ity was tmmense,
: existel

. The northern region~Thondai Mandalani = has
* ariother history altogether: Theru k-koothu is a thriving
" form in this region. Isai Natak which the artists of
this region refer to as “drari; ave been &
.- "popular in this part of the country il
- decades ago. Today it is almost'extinct
" called “novel” — plays based on social or f
7 with & formirlaic narrative — has come to stay. -« . -
‘P, Rajagopal, an éxponent of Theru-k-koothu chose 12
-~ woimen from this genre and trafned them in an all~
- femnale performance of Vilvalaippu, in koothu style, in
. ' '1996. Being a traditional artist himself, his experiment
S : BECICE RLNEE was received with some respect by the koothu community.
VER s6 many histories of drama have been wri . From then on, he has always 'made it a point to
over the ages all over the world, yet these histotie incorporate at least a few of these women In his i v 3 COve
rarely record the space of woten whio hiave béen performances, Mahabliarata in koothu stylein1998, - £ : ) A s - . 1e day;'ong'6f th 9 srufiarr !
art of them. Right from Greek times, when women were with a mixed cast, and Ramayana in their own style in ; : i ¥ % S 3 : ) ’ DA : i
permitted tn the audience, or the verdictof . 1999. s SR o e th
thasastra”, which codified the fine o be c 11 las. “Reaching out to women artists: For.“Voicing
unjshment for womerl who had broken therulesand © * Silence” to reach out to'these women was part of its focus
ttended a performance; female viewing has been - .~ = on gendered perspectives in thestre. Attempting to bea
rohibited from the theatr€area. It his been along and catalyst between women's consciousness and women's
strenuous journey... fof- Women to get on to the stage; expression, “Voicing Silénce” has, from 1993, produced
even for women to be a sizeablé audience - population, or - S .
to look at the stage with a ‘female gaze”. Tamil stage
history is no exception to this universal phenomenon. :
Except in Bliarata Natyam - a cleansed version of sadhir-
and in other ritualistic ceremontes, dancirig women/

women in the public sphere have not been ‘respected’, livelihood. Without any great ¢ ; Vi i - o
_ Most traditional forms are'still performed with an all . : . they perform 200 nights in a year for an abominably i i ) ‘to contend with and b R
-’ male cast. The Eighties saw the experiment of many . - ’ R fee. The plight of these artists i general, and 1 if repr abl;eencqun'ter v oL e on,
"% . - forms transgressing their boundaries of region, caste, plays with a gender focus arid organtsed workshops to in particular, needs emphasisand the doub i ) 6 manyicen ) n.es-!:ab lished * sta, women, though not expressed in'so’
’ ritual space and gender; thanks to the efforts of various provide a common platform for women and men in society priding itself on its patronage of ai ¢ . ¥ ol g m yords, through their bodies. The moment':
o theatre groups and art-in-education projects. Itisstilla theatre to share their concerns, with an emphasis on need to be exposed, The position of 3 act, they enlarge manifold and assume
bi% quesgign wl':iether ﬁotlll;en Ca:rlf “occupy” the space gender. Re:llllsh:ig thatdilll tlhlekl:mfcss of getting m more complex. . ¢ ¥ ; ¥ rofessio 1 e portions. - - - ) ;
ordained by tradition in these performances. Can rstitationalised as a discipliné, focussing on experiments  Entering a territory not considered “respectable” iduimbi Viezhiakky is apl: ¥ DR performance gives them a fluidiiy n
Tappattain, Deverattam and, Theru-k-koothu be performed in form and content and becoming a ground for lies heavy on these w%men.The stigma attachedto . - Kuggtggg s‘ifﬁ':ﬁ'é"es“o? Eﬁ&'ﬁ’éﬁ‘e’&m lpqscsid to: - possible in real life o stage, life ‘h""‘ate“s“t‘y
. by women in temple ritug]Sgrds professions? Wehaveto  contesting ideologies, theatre Was losing sight of the drama a5 a profession is a burden they live with; added to " * perform Swimigal's plays till about t:hw °-‘; Sooenti lixities Seemiingly impossible to penetrate. This i
' waitandsee... Rt practitioners of these forms; Voicing Silence organiseda it aré the demands made onthem by répresenting female . During the Emelgenp - ZJbéu MISA ru'ei Fory deventies. they have been'living all their lives and might
A contested space. i workshop of professional women stage artistes of Tamil  roles on stage. Lynda Hartin her Introduction to the book  implemented, these :,Y{,m were uk:dv‘v:s et ll‘ live ; R i
Z I Tamil drama, two major genres emerged at the close  Nadu tn 1997, This Kulavai 1997 brought to light the Acting Out says that the taskat hand “."." s to free the7»* . certificates that théy were not mrtzqu Sid ag L o'l ut for of isbeing performed in public.so
of the last century: Pammal Sambanda Mudaliyar’s contribution of women to theatre, and also highlighted female body from its over determination‘as a body policing of moral values affected therlx?c{:'ot'tasasll};;es This erged i to 5 formbegm, “On”and “off " stagefli
: er, nto onean safety of painted back

asure for (an) other,

X

“parsi theatre” and Sankaradas Swamigal's “Isai the lives of these artists for whom art is a means of P L
8 A \ > RrHA o o HEmeanse dfmsﬁcally and asM....., the oldest in the group. says Tt - 12 itorn apart. The truth is naked, and has to be sceg?
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