
Kuchipudi Bhagavatam:
The Dance-Dram a of Andhra Pradesh

f'lATA RA J RAM AKRI SH N A

'T"emple is the cradle of Hindu civilization and religion, the backbone of the Indian
1. nation. Hence every detailof Hindu culture, whether it is science or art, is intimately

connected with religion. So is the case with the fine arts- music, dance, painting and
sculpture. The sculptor brought realism in an inanimate model by the masterly touch of his
hand. exhibited all his skills in the temples of eternal beauty. The painter decorated the
temple walls with his immortal paintings drawn from the Hindu scriptures. Poets composed
verses in praise of the presiding deity of the temple. The musicians sang them, while the
devadasis interpreted the devotional songs through dance and gestures during the temple
rituals, wheredevotees assembledtoofferprayers to theUniversal Lord. The fine arts were
invariably practised and utilized in ancient times in commemoration ofGod. Needless to
menlion that the same tradition had been developed and followed in Andhra Pradesh also.

In olden times when the sculptor built temples in Andhra to immortalise gods and god­
desses. people began to worship the God with music and dance. So the art of dance and
music became a part and parcel ofworship and temple ritual. In the early times, the dance in
Andhra Pradesh was of two types- the ritual dances performed by the devadasis in the
temples and the dance-dramas enacted outside the temple hy professional artists to enter­
tain the pilgrims. The dances performed by the devadasis belong to the margi style, follow­
ing natyadharmi, strictly based on the classica l traditions, while the dance-dramas or
nritya-natakams enacted by professionals were of the desi type based mainly on the
lokadharmi.

The devadasis were of two types- the Shivadas i and the Visnnudasi. The an practised
by one differed from that of the other. The dance of the Vishnudas i was in lasya style
abounding in rasa and bhava with graceful movements ofthe body, importance being given
to abhinaya. The art of the Shivadasi was ofthe majestic thandava style and excelled in the
dynamic forms of'nrirya and nritta.

Similarly, the dance-drama enacted by the professionals also differed. In places like
Srisailam, Draksharama, Bheemarama, Kotappa Konda, Peetikapura where Siva is wor­
shipped, drama connected with the life of Siva are enac ted. In Tirumla, Simhachala,
Srikurma, Srikakularn, stories from Vishnupurana was the theme of their plays. These dra­
mas were called Kuravanj is or Yakshaganas, for artists belonging to the Kurava, Chenchu
and Yaksha communities used to perform these plays. As their art was of the desi type, it
changed from lime to time according to the tastes ofthe enlightened public that gathered at
the holy places from various parts ofthe country during festive times. It look a classical and
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perfect sh~pe in the Veedhi Bhagava tam in the hands ofthe Brahmin pandits ofKuchipudi

who practised and popul arised this an . But the dances developed in the temple being a

s tandard~zed art~t".ver changed, as the original ideaofthe ancientacharyas wastopreserve
the classi cal tra ditions of the an forev er. So in later times when all arts changed greatly

according to the tas tes of the patrons , ritual dances like Subhalila. Bhujanga, Bhujanga­

trasa and Suddha retained their original forms. This is the greatest contribution of the
temple art to our classical dance in as much as all the ritual dances are composed of the
various classical karanas and angaharas described in the Natyashastro. They were ex­
ecuted in such a perfect manner that the divine form of Hindu gods and goddesses were
vis ible in these temple dances.

As time wenton. thedevadasis, who were mainlydancing before the deity, came outof
the temple sanctum sanctoriwn to entertain the pilgrims in the temple prangana. At the
Kalyanamandapam, they usedtoperformdance-dramas fromSivapurana and Vishnuporana.
As time passed on, this artlost its religioussanctityandpurpose, and became mereenter­
tainment for the pi lgrims. It was at this stage that the life of luxury which the rajnortaki
enjoyed at the court attracted the devadasis. The institution of devadasi was purdy 3

religious one and her life was one of great personal sacrifice and dedication. Hence, they
were generally very poor. Iiving on the charity of the temples to which thcy were dedicated.

The ganika or courtesan was the favourite of the court and enjoyed all the luxuries that
patronage and riches could afford . The devadasi was naturally tempted by the pleasant and

glorious life ofthc rajnartakt and gradually began to remodel her own life 10 suit the tastes

of the coun . Thus the sacred institution of devadasi fell into decay and degeneration.

In Andhra, the devadasis were believedto bethe direct descendants of Urvasi, and the
descendants of that particularsect were taking partin .empJe rituals. Evenamongst them
no t all thc lady art ists of the community had a place in the temple. Only those who had been

given rigorous training in thevarious duties of the temple werededicatedto thegods "'irh
due ce remo ny and branded with the re ligious marks of the temple deity. They performed

the ritual dances before the deity and the Bhagavatams at the mandapam. Women artists

belonging to dancing communities wereattached to the courts anddanced inpublic func­
tion s. But the devadasi had an option. If she wished she could take pan in the court dances.

It Was this option that brought about the degenerationin the temple art. .
The religious faith of the people were always threatened in these limes by .unct:ttam

political conditions in the country. In this sad stare of affairs in the se\:e~th. eighth ~nd
. h . th B hm · las took upon themselves the task of retaining the pn snnentnt centuries, e ra m me . ' ,

puri ty of the classical dance. These melas served the dual purpose of sp.readlnS relIgIOn

II . 1 d · and the Brahmin acharyas WIth
andart. The renaissance in art was a feature a 0\ er n J3 ,

thei fi d kn 'led fthe Vedas the Puranas and the Naf}'ashaltra played their part
elf pro oun ow ge 0 , . it, Th ' - ~

. . did lsewh ith a missionary spn eJ rormecin Andhra as their contemporanes 1 e sew ere, WI . r.
, . dra Itb arne an itinerantparty tounng rrom

partiesandbegantraining artists In dance- rna, ec I . I '
. . ' spirit saved the c assica art rrom

place to place giving perfonnance. Their mISSiOnary
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completeannihilation.The fair sex wastabooed fromthe dramas, female roles wereenacted
by men only. Fromthat time, theartofthc dasis was called Nattuvamela, while the Brahmin
mclas were known by the name of Natyamelas or Bhagavatarns . The Kathakali ofMalabar,
Rarnlila of Uttar Pradesh, Bhagavatamelas ofSolamangalarn, Oothuka du, Melatur and the
Brahmin Bhagavatulu of Kuchipudi come under this group . In all these dance systems, no

lady was assigned any part.

The Kuchipudi Bhagavatulu
Kuehipudi is an agraharam in the Krishna District of Andhra. The male members of the
Brahmin families oflhat place dedicated their lives to the revival, development and preser­
vationof Yakshagana. TheBhagavataart of Andhra wasnamedafterthevillage of'Kuchipudi,
The Kuchipudi Bhagavatulu was famous even before the reign of the Vijayanaga r Kings .
The earliest reference to the Bhagavatulu is made in the Machipa/li Kaifla t of A.D. 1502
wherefrom we gather that a party of Bhagavatulu vis ited Vij ayanagar during the period of
Veera Narasimha Raya and exhibited their art at his court. Th e King, who had already heard
about the fame of these artists, attended the performance with the members of the royal

family. The Bhagavatulu enacted a drama depict ing the evil deed s and oppres sion of his
subjects by one of his vassals, Sarnmeta Guruvaraju ofSiddhavatasecma. History tells us
thatVeeraNarasimhaRayaafterseeingtheperformance look immediate steps to relieve the
people of their sufferings and punished Guruvaraju. This incident makes it clear that the
Kuchipudiartists werefamous evenby the time ofVijayanagarKings as touring missionar­
ies of art and rel igion. During the regime of Kakateeya Emperors when Veera-Shaiva cult

was predominant, these artists used to enact stories from Sivapurana. InPanditharadhya
Charita. there is an elaborate description of the various dance styles, both margi and des;

practised in those days . Dasavidha Slvalila was a very popular theme enacted by the
Natyarnelas, The temples ofSiva built during the Kakateeya rule had a special nrityavedika.
j ust behind Nandi facing the deity in the temple, for performin g ritual dan ces, the like of
which are not found in any other Hindu temp les. Special mandapams were built for enacting
dance-dramas, The Veera Shaiva acharyas found a very good medium in the art ofdance

and music to propag ate their militant religious faith. The Natyam elas were given every
encouragement by the Kakatceya kings. Jayasena, the brother-in-law of'Pratap Rudra Deva
a great Kakateeya ruler, was not only a promoter of the art ofdance and music, but also the
author of Nritya Ramal/ali . a treatise on Indian dance.

Lateron, when Vaishnavism replaced Shaivism, the Natyamela artists enacted stories
from Bhagavata Purana. Since then, these Natyamela artists were called Bhagavatulu and
their dramas, Bhagavatams.

After the fall of Vijayan,gar Empire, these artists were patro nized by Nayak Kings of

Tanjore. King Achutapa Nayaka , who ruled Tanjore during 1561- 1614, gave a grant of
agraharam to hundreds ofBrahmin Natyamela famil ies and retained them in his territory.
That agraharam was known as Achutapuram, the present Melatur, Melatur in Telugu
means Mela m IUn<, the village inhabited by Melams. These artists were performing a
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number of Telugu Yakshaganas written by the scholarly kings of Tanjore, and the great
poet, of the court.

Yogi Siddendra, a Vaishnavasaint and a great composer was the author of the famous
dance-drama Panj atap aharanam, He trained the Kuchipudi artists and persuaded them10

take a vow that every male memberbam in their familieswouldplay therole ofSaryabhama
at Ieast once In his hfe as a religious obligation. The Yogi gor rhecopperplategrant of the
village of Kuchipudi from Abdul Hasan Quito Shah, Nawab of Golconda (1672-87), as
agraharam to these Bhag.n"ata families. These sacred VOw was honoured and handed over
from generation to generation along with the art. This great heritage has beenpreserved
even to this day.

The Parijarapaharanam is now performed as Bhamakalapam. This Kalapam gained
such fame and popularity thatartists from otherparts of the countrycameand learntit from
the Kuehipudi artists. Poets of other places began to write Kalapams on the modcl of
Siddendra Yogi's composition. Consequently, we have at least six different versions of
Bhamakalapam in addition tn the original text of Yogi Siddendra.

The Kuehipudi artists were never satisfied with theirold Bhagavata traditionalartalone.
Whenever they visited thevarious zamindaries in the country togive performances, they
taughtthe courtesans theirtraditional art and intum, learnt from them. theirspecial dances
and enriched their art.

Origin and Development ofKaruvanf i, Yakshagana and Bhagavatam
Kuravanji: I have stated previously that Kuravanjis were dance-dramas. enacted by the
tribal people called Kuravas and Chenchus, to entertain the pilgrims and earn their liveli­
hood thereby. Kurava-anji means theadavu of the Kurava, i.e., thedance of the Kuravas.
The Kuravanjis wereunsophisticateddramasrichinpure nritta and simple atthe outset. We
can safely classify them more as geyanotakas i.e. musical plays than as dance-dramas.
They adopted stories from Hindu mythology for their dance dramas. Nriryaperformed by
these artists in narrating the story was nottheexpressive typeof gestures used toconvey
the meaning of the verse thatwas sung. There was neither rasanor bhave init. It was nritta
(puredance) performedat times inbetween thelong narrative songs 10avoidmonotony. In
these plays, laya (rhythm) was the more predominant feature than tala(timemeasure). The
songs were also of the narrative type. full of descriptions of the various incidents in the
story. In the beginning, a single artist performed the entire drama. She used to sing and
narrate the song anddance at intervals inorderto relieve themonotony ofa long narration.
The next stage in the development was theintroduction oftwo characters in theplay, the
male and the female characters, Singa and Singi, resembling theSutradharaandnati oftbe
Sanskrit drama, who interpreted the various characters of the play and danced the entire
drama. Latercame in Konangi (chodigodu) theclownwho was a runmng commentatorof
the play. Next we find the introductionofthe Erukala Sani,a femalefortune-teller.Though
two or three characters wereintroduced inKuravanji, itwasnot according to delineation of
characters ofa drama. The famous Garudachala Nataka or Chenchu Lokshmi Katha en-
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acted by Dasari Bhagavarulu and Bahurupulu even 10 this day in the remote villages of the

Tclugu country belongs to this dance tradition.
Yakshagana. In course of time, the Kuravanj i art became very popular amongst the

cultured communities of the society. The people of the town and city encouraged and
adopted this dance tradi tion . The Yaksha (Jakku la) artists were Ihe firsl who took to tbis art.
Since then Yakshagana became famous .Th e Jakkula artis ts learnt the Kuravanj i, refined it,
brought about many changesandperformed them inan artistic manner. The rulingprinces
patronised this art and wrote many Yakshaganas. Thayikonda Nataka was a very popular
drama enacted in the courtof Krishna Deva Raya and Nagaihwas a famous nata ofthose
times. Moreechi Parina ya. anotherYakshagana, was writtenby thedaughterofShri Krishna
Dcva Raya. Sugri va Vijaya com posed by Kandukuri Rudra Kavi of the fifteenth century
was one of the oldes t Yakshaganas in which many poetic desi styles like Triputa, Tribhunga,
Jurnpc, Dhavala, Adha Chandik, Yela Dvipada and Kandarn were introduced . Angika­

abh inuya (i .e, gestures with hasta and m udrast was great ly developed by the Yakshagana
art ists inaddition to nritta. The artists while interpreting thevarious songs in gestures and
mudra:r, performed nrirya, But rasa-abhinaya. the climax of the Indian dance. was still
wanting in theirart.

The reign ofthe Nayak kings o f Tanjore was the golde n era for the Yakshaganas of the
Tclugu country. Numerous Yakshaga nas were written during that time; Raghunatha
Abhvuduvam by Vijaya Raghava Nayaka and Monnordesa J/iJasam by Rang.jamma were
the mos t famous Yakshaganas ofthose times. Till the tim e of the Tanj ore kings, the dan ce­
dramas were purel y ofthe religious type. For th e first time, Vijaya Raghava Na yaka intro­
duced a social theme in his play, Raghunatha Abhyudayam. It describes a day spent by his
father Raghunatha Nayaka at his court. It is not only very interesting as a Yakshagana but
is of great historical importance in as much as itgives a vividdescriptionofthe customs of
the durbar and the rule ofthe Nayak kings otthe time. The mos t famous Yakshagana writte n
in Telugu is Mannardesa vilasam by Rangajamma during the reign of Vijaya Raghava
Nayaka. Rangajamma was a scholar and poet ofhigh order, adept in fine arts and a lingu ist
10 boot. While Vijaya Rag hava made his fa the r the hero of this play, Raghu natha

Abhyudayam. Rangajamma depicted VijayaRaghavahimself as her hero. In Mannardesa

I llasum, we find a detailed description of Vijaya Raghava 's court and his rule. Music gained
importance in her plays. f ull scope was given for angika-abhinaya. The descri ptions we re
so elaborate and art istic and the style so different from other Yakshaganas that unless an
artist was we ll versed in the Natyashastra and angika-abhinaya. he would not be able to
do ju st ice to the play. f or the Bhagavata artist, it is a test of his kn owledge in the art of
dance. The introduction of bah upcuras and bahubhasha patras in to the Yak shaganas
redound to the credit of the creative genius of Rangajamrna. She introduced characters
speaking five different languages in her play.Till the time of'the Nayak kings, only nrirta and
nr itya were exhibited by the Yakshagana and IJhagavata arti sts in the ir plays, as the
Yakshaganas were composed with little scope for abhinaya. For the first time during the
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rul e of the Naya k king s, rasa-abhinay a was introduced by the Bhaghavata arti sts. Spec ial

cornposinons called Padam and Padakelika were written giving scope for abhinaya.
Kshetrayya who belonged to Muvva near Kuchipudi, a great composer of Padamas, was

mainly responsible for the development of rasa-abhinaya orsa tvika-abhinaya. Hewas a
great poet and a Bharatacharya and wrote as many as four thousand Padamas rich in
expression of satvika-bhava . Kshetrayya revoluti onized the dan ce art of the Durbars by

introducing pada-abhinaya. He visited Tanjore durin g lhe rule of Vijaya Raghava and

under his influence, abhinaya was greatly developed . It is seen in the composi tion of Vijaya

Raghava Nayaka who introduced for the first time Padamas in his Yakshagana . Though it
was a new experiment, itwassuccessful as anarti stic improvement intherealm ofabhinoya.
From that time onwards, Yakshagana composers introduced Padama and Padakelikas in
theirdramas.

Daruvu, a song compositiondescribing thecharacteralsogainedimportant.The Daruvu

helps the artist in knowing the proper dress sna aharya he should wear, the gai t and mann er

in which he or she should enter the stage and play his or her part. Thus the Kauavanj i art of

the tri bal people became a classical art by the end of 16th century under roya l patronage.

Some of the fam ous Yakshaganas enacted in Andhra Pradesh by the Jakkul a art ists are :
Jalakreeda, Markandeyam. Dharmagada. Kusalayokam, Kaleeyamardhana. Mruty unjaya

Vilas am, Siva Parijatam and Ganga Gour t Vilasam.
Bhagavatarn: In Bhagavatam.the Yakshagana was completely dramatized on the model

of the Sanskrit drama by developing various characters in the nataka. The Brahmin

Bhagavatulu of Kuchipudi introduced many classical tradi tions into the Yakshagana and

made it a classical dance-drama. Thepurva-ranga of the Natyashastra was includedinthe
play. Nritta, nritya and chaturvida-eb l.inaya (angika, vachika, aharya and satvika) were

perfectedandexhibited inasystematizedmanner.Thechart, karaaa, angahara and mandala
were performed according to the principles laid down by Bhara ra in the Natyashastra.

Chitrabhinayam was introduced by these artists in the Bhagavatarns. Asgico-abhinava

was so elaboratelydeveloped that even prose wasrendered with musical intonations and
expressed in gestures. Daruva singing was greatly improved . Every character of the play
entered the stage singi ng the Daruvu himself and danced accordingly.

This gave much scope fortheartist to exhibit his skill inmusic, vachika-abhinaya, an~
nri tya. The Daruvu was composed in appropria te ragas and talas selected care fully 10 surt

the mo od of the characters in the play and special adavus (fool work) were composed for

every character ofthe drama. Finishing every Daruvu with the dance ofSabdams wasa new
system popularized by these artists. Sabdams are descriptive verses inpraise o~aKm~ or
God composed in different talas intermingled with Mridanga sound or bois. whi le dancing
the Sabda m, nri tta was performed 10 the Mridanga sound, and nritya to the song proper.

The study of alankarash ashtras and rasasjashtras, namely, Prataparudriyam. Rasa

Praiarana, Rasagangadharam, Narasabhupaliyam, Rasmanjari, kavy~ andpra~handams.
bes ides Natyashastro helped these art ists in improving nayika-abhmaya and m the ex-
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pressi on of various sanchori and vyabhichari-hhavas in satvik-abhinaya. In
Bhamakalopam. the role of Satyabhama is developed giving full scope ofsbhinaya for the
astavidha nayika-swadheenapatika, kalahantaritha, virahotkantttha, vipralabdha,
abhisarika. khandttha. vasakasajjika andproshna. Abhinay a. the soul of Indian art and
dance. was fully developed by the Bhagava ta artists.

Besides the desi poetic compositions already used in Yakshaganas. these artists introduced
Keertana, Vritta, Sabdam,Chumika,Seesardham and Kandartharn.Parijatapaharana. Prohlodo.

Usha Parinaya. Harischandra. Rukhmangada and Ramanataka were some of the famous
dramas performed by these Bhagavata artists.

By the end o f 19th centu ry. a new style ofdrama with prose and verse became popular in
the country. As they were not dance-dramas. it was enough if the artist was a good musi­
cian. Lighting and stagearrangementsandattractive make-up were introduced forthefirst
time in these new dramas. People were attr acted by the stage dramas and gradually lost

interest in the Bhagavatams. The Iinal blow came from the cinema to the great Bhagavata
tradition and many BhagavatuJu due to lack of encouragement abandoned this art and
embracedother professions. Artists. who joined the cinema, were compelled to remodel
dances to cater to popular tastes. Some artists are still strugg ling hard to preserve the old
trad itional art. If this art is relined without harming its origi nal grac e and adjusted to the
modem stage, it can not only be saved from extinction butalso revived to its former glory.
Andhra Pradesh looks to the Sangeet Natak Akademi for the revival and propaga tion ofthis
ancient and glorious classical art.

Some ofthe important musical forms in the IJhagavatam:
L Chumika: is an invocation verse composition in Sanskrit sung by the artist in the

drama while offering prayer to the God .

2 Kausthubam: is also an invocation song interm ingled with Mridanga sabdams to
which nritta is played. The Bhagavala opens with prayers to several Gods-Ganapathy.
Saraswati, Brahrna, Vishnu and Maheswara, While singing the prayer relating to a particular
deity. Kausthubam in Sabda ms composed to please that God is danced.

3. Kaivaram: is mainly sung in the court ofthe king in his honour as be ent ers the durbar.
Thesametradition is followed in Bhagavatams also andthe Kaivararn denotes the entrance
of the hero in the drama.

4. Devalarn: is a chorus song, sung in praise of a character in the play. The last line in
each stanza alone is sung in chorus,while one person sings the song in full throughout.

5. Yela: when the God DrKing goes for noukaviharan (boat-ride). this type of song is
sung to entertain him.This starts as a poem and assumes the fonn of a song with tala.

6. Daruvu: is an importantcomposition ofUhagavatam. It is so called because this type
ofsongs are composedwithDaruvus inrepetitionof the same ideain several forms. Daruvus
are of two types : Pravesa Daruvu and Abhi naya Daruvu. Pravesa Daruvu is sung as the
artist enters the stage,andAbhinaya Daruvu is played in an importantsituation whererasa
and bhava have to be expressed.
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. 7. ~abdam: is adescriptivemixed musical-dancecomposition containing nrirta and nritya
m praise of Gods with Mridanga sabdarns.

~. Salaam ~ati : is an interesting salutation song with Mridanga sabdarns composed in
praise ofthe kings , These are sung during dance performances in royal courts,endingwith
a salute to the kmg. Both Sabdams and SalaamJatis are sung anddancedin conunuationof
the Daruvu,

9. Tribhanga : contains threestanzas only,describingan important sequenceinthedrama
with full expression.

10. Ardhac handrika: is a narrative composed in simple metre 10 link up the severalse­
quences in the play.

It Hechcherika: is sung when the hero goes inprocession.
12 Pada ma, Padakeli ka: satvika-abhinaya is a special feature of these compositions.

Padama moves slowly while expressingrasa-abhinaya, Padakelika isacomposition with a
quicker tempo.

13. Suvvali, Sobhanam: Suvvali is sung during marriage ceremonies mainlyby ladies
Whilepound ing turmeric. In Bhagavata, it is sung tosignifya marriage. Sobhanams aresung
at the first meeting ofthe hero and the heroine after marriage.

14. lola (Lullaby): songs to denote that the hero is sleeping or a child is born. Suvvah
Sobhanam and Jola are symbolic songs sung in drama to indicate marriageand birth.

15. Dwipada: is a poem in pure desi style. It is very popular with Yakshagana and
Bhagavata artists because ofits simple style. As it is veryeasy to sing,this sryle is adopted
for long narratives in the play.

16. Kandardham, Seesardham: these twoare also important desipoeticformsof Andhra
Pradesh. Kandam is tbe shortest poetical form and Seesam the longest. The first half is
recited as a poem and the second half sung as a Daruvu. lienee they are called Kanda­
ardha and Seesa-ardha.

17. Vrittam: Champaka Mala, Utpala, Mala,Mattha-Kokila,Sardula, Mattebha, Pancha­
Charnara, etc. These poetic compositions are used whenevera particular moodand rasahad
to be expressed in the dramatic sequence. Pan cha-chamara is generally used in
Ma nmodopa/ambana describing Cupid's entrance with flowerarrows (pushpabana \·j/05al.

The gait in this vrirt a is such that whenit is set to music and sung, it sounds likemarching
songs of the army. Every vritta is finishedwith the singingofthe Darnl1J.

18. Sollukattu: singing ofMridanga Sabdarns in ragaand tala is calledSollukatru, .
19. Nela Katlu: this belongs to the pure nritta style. In dancing a Pallavi, the arust

dances various adavu compositionskeepingto the time of thed:um. .
20. Ayitham, Konugolu, Chitta: All these three are same. ....'hile dancing a Daruvu. the

artist dances pure nrirta 10 a line in the Daruvu, makingit asPallavi. Thenata, wbokeeps the
tala, sings Mridanga Sabdams of his choice adjusting to~e layaand talaofthe dance. The
artist reproduces the same with her feet using appropnate hasla-VfnYQ.fa. This type of

dancing is called Ayitham, Avrutharn,Konugulu orChitta.
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DISCUSSION

Notaraj Ramakrishna : I will not take much of your time as I have very little to add to
what I have written in my paper. I am afraid very few of you have been able to visualize a
Kuchipudi form of dance by reading my paper alone . It is not possible for anybody to do so.
Neither. Ibelieve. many of you have earlierwitnessed a genuine Kuc hipudi dance. I seek
your permission to give you some demonstrations of some of the styles to convince youof
the superb an- quality it possesses. You will find how in these dances poetry has been
given expression by rhythmic varia tions of the body. [Demonstrations of the an]. Well, I
have given you only an idea of Kuchipudi; you must have noted that when we perform a
song-dra ma, we sing the same song but change our actions frequently to make them suit­
able to express different shades of emotions. But when we translate the very same song­
drama into a dance-drama. we change the music with our gestures. In south India, the
devadasis do generally perform these dram as. They ma ster both the music and the dance .
But a ll of us, who are supposed to be preserving the tradition, do not acquire pro ficiency
both in music and dance, saving one ortwo here andthere. It is, therefore, esse ntial that to
preserve these interesting dramas, the devadasis and true exponents of these arts must not
be allo wed to drill away for the necessity of earning their livelihood . As everywhere e lse, so
inourpart also. exponentsofthese folk arts are quitting theirarts. There arecauses fortheir
doing so. One is, of course, that these arts do not pay now a days. Another cause is the
fee ling that these are crude arts and theit vota ries are looked down upon as unworthy of
any respect. Just like the Bhavai artists, the Kuchipudi artists are also being neglected,
castig ated as worthl ess vagabonds propagating vulgar songs and dances. When! myself
app roached my guru to accept me as a disciple he was amazed. He said, 'No, no, these are
not for a uni versity graduate to pursue. You will be only buying bad name'. It took me a long
time to persuade him to agree to teach me. Even the gurus are disapp earing. The few that we
may ju stly be proud of are now aged between sixty and seventy yea rs. With their passing
away. these artswill also pass away,

A Delegate: Why? You are there.

Nataraj Ramakrishna: Yes, I am there. But! have learnt only a fra ction of these great
arts. I have yet to learn many things. There is a lady who is a great exponent of this art as she
is great in Sanskrit learni ng. She is also abo ut seve nty years old now. Even the gurus. when
they grow old, fail to give practical lessons bec ause of the ir physical inab ility. Unless any
rapid measure is taken, Kuchipudiand most of the folk-arts have no chance of survival. I
ca me all the way from distant Visha khapaltam to tell you just this. Discussions on the
theory and practice of Kuchipudi is good indeed. BUI they are by themselve s no good to
keep the an surviving.

Nlrmala Joshi: The same sad storywe hear in regardto every form of folk art in every
region ofthis sub-continent. The Sangeet Natak Akademi is frantically tryi ng to preserve as
much of these disappearin g art s as is possible by filming and recording them . But it doe s
very strongly feel that preservation is a very poor consolation. Ways and means must be
found to save them from inglorious extinction. Alt hough we are serious ly thinking of them,
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~e h.ave. not been able to disc~ver how best can we make any headway. The financial
implications arefound to be anInsurmountable obstacle.

Balwant G~rgi: We areshocked to ?earthis. Because we find that everyyeartons of
money are being spent on the Republic Day to give the public taste of folk arts which
happen to be no art at all. If money may be had for those tamashas, why could it not be
found to save forms like Kuc~jpu~i and Bhavai. 1remember to haveseen a sortofhope­
lessly muddled style of Kuchipudi at one of the Republic Day celebrations. We havejust
no,: hadan.Idea oft~e exqulSlt~ beauties of ~t from thedemonstrations givenbyour friend,
Shn Natarej Ramaknshna. WhileI was lookingat them, Iwas thinkingwhy thatrotten stufT
was dlspla~ed atthe Re~ublic Day celebrations. Whowasresponsible fortheimportation
of the SpUrIOUS stuffwhich was crude, vulgar andwhich gaveouta martial note?

Kamaladevi Chattopadhyay: The Military is entrusted to organize the folk art fesrivals
held on the Republic Day.

A Delegate: Why so?

. Kama/adevi Chattopadhyay: Again I will tellyou that I reallydo notknow. I havenosay
In the matter. Neither the Akademihas.

Natara} Ramakrishna: Themost unfortunate part of it is that noneof us in Kuchipudi
knewthata troupe wasbeingorganized toparticipate intheRepublic Daycelebrations. The
official who was entrusted to organize couldnotcontact theright persons but hewanted to
provehis efficiency.He gathered together persons whodidnotknow their art and thought
that modem costumes would give them dignity in the CapitalofIndia. Therewasnobody to
tell them that they would look clownish in modem costumes.

Dina Pathak: Weneednot wasteourtime overthe folliesof officials and artists. It is a
tragedy that this world cannot be got rid of fools. Wewant to see howthis Kuchipudi form
may be preserved. Ifwe can keepthe formspure,we willbe able to findpersons whowillbe
willing to learn themandtake them as theirprofession, Now thequestion is how to pre­
serve the form? Well. I come again to the necessity of a school and a band of devoted
pupils. I don't think that pupils will be found wanting. We need a schoolfor Kuchipudi at

once.

A Delegate: Who will give you a school?

Dina Pathak: How can I tell you that? Someagencymustbe found. At thisSeminar. we
have only the Akademi to be toldthat we want schoolsforthepreservation of the Bh.a ...'ai
form and the Kuchipudi formofdances and may be schools foreveryfolk form. A chamof
schools all overthe country plusa chainof theatres where we candemonstrate our art.

B_ Kanakalingeswara Rao: Kuchipudi drama is nomere folk drama. It is both folk and
classical.Theclassical onesweregivenaform byasaint named Sidhananda whocame. from
Maharashtra. Thesainttooksome elements from thefolk formsand rendered them into a
new form'adopting the principlesof the Natyashastra. Hetaught this classicalart to Brah­
mins alone. About twentyto thirty families used to perform this new form. They were so
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anxi ous to keep the tradition alive for posterity that they used to tie bells around the ankles
of their children to impress upon them that when they come of age, they will have to learn
this particular art and devote their lives to it. There is another peculiar form, Collaka la, wh ich
is a recital of the feelings or a woman who is going to be a mother, starting from the early
consumm ation stage and ending in the birth of her child. Only milkmaids do perform this .
The object is obvious. 11 is to prepare mentally a women for motherhood . No milkmaid
nowadays is aware of its technique. Thereis only one man in Andhra who has the knowl­
edge ofit. He is sixty now.Thereis a ladyagedseventy who is thecustodian of va rieties of
folk forms.The Andhra Government has not yet paid any attention to them and to the dying
arts which are the prides of Andhra. So far as the Kuchipudi is conc erned, there are only
three men living who have anall roundknowledge of the art. Wehave started an institution
which we have named Kala Kshetram,

There, we want to give demonstrat ions of the pure forms and teach them to young
aspirants. Butyou can imagine that our financial position is hopeless . \\'e cannot give any
material shape to our ideas. Yet I promise that very soon I will bring to Delhi a genuine
Kuchipudi show which will not only give you entertainment but also light. Wha t you can
do for us is:

i fi lmingo f Kuchipudi.

ii Holding of Kuchipudi festivals,

iii. Awarding scholarships to young talen ts enabling them to learn and practise Kuchip udi .




