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CHAPTER - I

INDIAN THEATRE

1.1. INTRODUCTION

Theatre concept is different from the life styles. Folk theatre is also not an

exception to this. And also shows its distinction with the human feelings relating to

ritual, religion, communal or ethnical thinking. Theatre encourage entertainment and

above all provides an insight into the philosophical nature of life. Post sufi movement

printed marks the modernisation of society cutting across the boundaries of basic life

and rigidity ignoring all these differences. With the advert of this freedom from

rigidities the term 'Theatre' widened its access to all such fields which have a direct

pay on the living styles.

Therefore the development and scope of theatrical study has been enlarged to

all aspects within the political matrix to opening the ways for the study of theatre

even to a micro level. Various disciplines like Religious theatre, Community theatre

or Ethnic theatre, Ritual theatre, Professional theatre, Puppet theatre, etc., apart from

certain other minor theatrical forms forming part of the broad concept of 'Theatre' is a

new development noticed in the studies carried out in the recent past

1.1.1. Religious Theatre

The vaishanavism, saivism and sakteyam propagated their religions with the

help of a variety of literary art forms existing throughout India. Veedhi Bhagavatam,

Yanadi Bhagavatam etc. arc noteworthy art forms of Andhra Pradesh have their roots

in the religion. The fact of having the contents of mythology in these forms support

this argument. The believers in religion were also used to organise the special teams

to propagate the religions with devotion.

1.1.2. Ritual Theatre

Indian Philosophy has been considered to be encouraging the living of the life

in ritualistic way. People habitualised to put these rituals in practice into each and

every life situation. These rituals does involve religious gods, communal gods, village
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gods, street gods, home gods and personal gods and goddesses. May be it is an

occasion or event - birth, marriage, or death. On close examination one can also

notice that many functions relating events, festivals, ceremonies in human life cycle

have been developed into a ritual forms resembling similar to forms in theatrical lines

making it to be a social phenomenon.

1.1.3. Community Theatre or Ethnic Theatre

Religion has been a source for community identification for the people. Some

times well delineated by community feelings. Thus people encouraged them by giving

a push to it through the caste mattas and Mattadhipathis.

The Mattas used to operate the caste propagating organisation through

methods and forms like pufana pravachana, story narrative, scroll narrative, drama

etc. The organisations depended on the lands, and on some mirasi systems. There are

four to five groups for propagating the caste stories belonging to the sub-caste of that

same caste and one of them is in Guru Sthana and remaining are in low position. One

of this sub castes group remained as in low position, resorting to begging. Propagating

kulapuranam has been their activity. Madiga is the main caste, where people

belonging to five subcastes to it, as dependant castes, used to perform Jambapuranam.

This is a stoiy on Madiga caste covering Madiga Kulapuranam, as its content.

Bavaneelu are the people rendering Jampura.nam in a story narrative form with the

help of Jamudika instrument. They use to perform with a three member team. They

arc considered to be the priests for Madiga caste people.

Masti (see photo No.39) is a warrior group of Madiga caste have been

propagating Adipuranam (Jambapuraham) in drama form. Similarly the Dakkala is

another sub caste propagated the Jambapuranirthrough scroll. They work as doctors to

Madiga and they arc in low stage i.e. completely depending status (begging stage).

Chindu Madigalu (see photo No.42) another group has been performing

Jambapuranam as a Dance Drama. The Dance drama is one form which is attractive

and is being altered in tune with the current society trends. Nulaka Chandaiah is

Mattadhipathi who has been controlling the entire Madiga caste and Madiga sub-caste

people throughout State. He is the supreme in Madiga caste, and he performs the
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Jambapuranam in purana pravachana method. Bavaneelu, Masti, Dakkala, Chindu and

Nulaka chandaiah have also been performing the Jambapuranam all these live groups

belong to Shaiva cult linking it with the shiva and shaivism. These arc having a Matta

at Kolanupaka village of Aler Mandal of Nalgonda District, Andhra Pradesh. Nulaka

Chandaiah is Mattadhipathi there. There are about 18 caste Mattas in Kolanupaka

viz., Mangali, Chakali, Mala, Golla, Kuruma, Gowda, Sale etc. have a linkage with

shaiva culture.1 All these mattas with mattadhipathis constructed during Kakatiya

period, patronised by kakatiyas. More so these 18 Kulapuranams are equivalent to the

18 classical puranams which have been operated against vaishnavism.

Kolanup"aka was a religious capital for kakatiya kings. On the other hand the

vaishnavism has been functioning with similar bodies to propagate vaishnavism.

Madclupuranam of Rajakas, Bhetalapuranam of Malas, Gowdapuranam of Gowdas,

Markandeyapuranam of padmasales, Beerappa-Mallannakathula of Kurumas

(Kulapuranams) and Katama Raju kathalu of Gollas need to be mentioned here in the

context of theatrical phenomenon, identified with community theatre or ethnic

theatre.

1.1.4. Professional Theatre

Indian Mythology knitted well in so many ways into the society. Kings,

landlords organised some groups for propagation of religion. These have functioned

basically as a group of religious workers. Some of them even worked as professional

workers. Due to break up of the religious system, with the invasion of Muslim rulers

into India, there has been shift from religious mood to a general life in a way towards

a secular life. This led former employees (artistes) of governments, court artistes of

previous kings, to become professional artistes. This profession has been the lively

hood for them and working for it as full time professionals. Many of these drama

artistes remained in groups. Professionals in communities, communities in profession

and general groups have been formed and protected the entire folk theatre. Vcedhi

natakam, • Chenchu natakam, Yakshaganam, Yanadi natakam, Toorpu bliagavatam,

Bayalata, Chiratala Ramayanam are some of the art forms which have protected their
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place in folk society of Andhra Pradesh. There are some professional troupes engaged

still in performing these art forms throughout the State of Andhra Pradesh.

They themselves design and develop their costumes, dress and make-up

material. The ornaments required for the drama performance arc made up of

thermocol with colours. Earlier such ornaments have been designed with the materials

drawn from trees, leaves, soil and some coloured sands. In the similar fashion the

dresses also got designed and developed by themselves. Stage properties that are

required for performance have been prepared and maintained on their own.

With changing times, they have started hiring such dresses from the costume

companies associated with drama troupes, particularly in cities. This is new

development took place seen very visibly.

1.2. THEATRE OF ANDHRA PRADESH

A stage like theatrical qualities of square which was found in the excavations

of Nagarjuna Konda is the evidence for the theatre activity started in Andhra Pradesh

along with other parts of India since Hala's Gadha Saptasathi. First century back

Bharat's Natyasastra mentioned about the Andhra's and their taste in fine arts in 13lh

and 17th Chapters. Nandikcswaya's Abhinayadarpana which is very relevant to

natyasastra was in Telugu. It belongs to 3Ri Cento/,vy. Chalukyas in 9th Century

Kakatiyas in 12th Century, Reddy Kings in 14th Century^ Vijayanagara kings since 15th

Century, Nayaka Kings of Tanzavo/ in 16th Century encouraged the theat^along

with fine arts.

In the beginning days the tradition was originated and developed as two

branches as Naltuvame[a tradition and Natyamela traditions. These two were grown

as different branches in the performance. The devotional Aradhana Nritya in the

temples and entertainment Kfclika nrityas in the Kalyana man tap as belong to

Nattuvamela tradition. They used events for performances from Bharata, Bhagavatha

and Ramayana. The performances of dramas mixed with dance and music with

elements .-••-••• and events of Bharata, Bhayatha and Ramayana as stones belong to

Natyamela tradition. These were called as dance dramas, events relating to god was
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called as Bhagavathams and performers were called as Bhagavathulu. If it was

performed in the Veedhi, it become Veedhi Bhagavatham. During Nayaka kings

many communities like Pilchukunta, Enadi, Golla, Mala had learnt these

performances and gave performances. Then onwards they became professionalists

along with Brahmins.

This Natyamela become a division of Kuchipudi Bhagavathulu and other

Bhagavathulu. These two groups were performing Kalapas and story oriented dance

dramas along with Bhagavathas. Kalapam was again divided as Bhama kalapam and

Golla kalapam and dance dramas were stamped as Veedhinatakas and divided as

Bliagavathas and others. Toorpu Bhagavatham of Godavari ,Visakha districtsbelong,

to this Bhama kalapam.

This was great argument and elaborate study taken by Dr.P.S.R.Appa Rao in

his Ph.D. thesis Telugu Nataka Vikasam. He discussed these argument in two

chapters from 89 to 188 pages (nearly 100 pages).

This is all background history of Andhra theatre and after Nayaka kings the

country was occupied by foreign rulers. Then onwards the fine arts, particularly the

treatre activity moved without directions. During that period, it got several shapes and

became as many varieties as Padyanatakas, Surabhi natakas, Yakshaganas as classical

oriented and communal titled natakas and different varieties of folk musics, and folk

dances. During this transformation period, the element and contents were also added

by Political, Social, Communal, Cultural, Historical, Science and even fantacies in the

dramas.

Separate social dramas as Natakas with lengthy ones plays and Natlkas as

short ones as playlets became popular with an event or incident as main theme.

The social dramas became more open during the modern context. The scope

has been extended up to total knowledge of the people. Many artistes are doing

experiments and that is also called as experimental theatre. Children theatre, Women

theatre, Political theatre, Street play, Mask play, Environmental theatre, Communal

theatre are the some of names appeared in the modern context. Social drama in the
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modern context is unlimited scope and it is growing like big tree along with

contemporary science subjects.

1.2.1. Padyanatakam

Padyanatakam as one of the theatrical forms is seen performance spread all

over the State, touching in a way each and every village and everybody sung the

verses of these Natakas. "Chintamani', 'Krishna Rayabaram', "Satya Harishchandra',

"Gayopakhyanam', "Kurukshctram', 'Rama Vanavasam' (see photo No.63), "Bhakla

Sabari', "Ramanjancya Yuddham', "Sriknshna tulabharam', "Satisavitri', "Sati

Anasuya', 'Balanagamma', 'Vccrabhimanya' (sec photo No.64), "Bobbili Yuddam',

"Palnati Yuddam', "Pratapa Rudreeyam' are note worthy plays of this kind. Common

folk has been attracted towards these dramas as they themselves used to involve as

actors, directors and helpers. Padyanatakam use to be a mix of Carnatic light music

and popular ragas. These were popularised well by the folk. Almost every body used

to sing the verses, with the help of harmonium and tabla. Hindusthani instruments are

utilised for Carnatic music ragas. The villagers, they themselves forming into a group,

collect donations to organise padyanatakam few the purpose of performance. With

their amateur talents, the performances given by them are only for the puipose of

entertainment. This may be a reason that thetconsidcr Padyariatakam more than

cinema, T.V. etc. This phenomenon's been a striking one and it needs to be studied

from the angle of theatrical aspects to identify the specific factors contributing its

edge over cinema and television.

1.2.2. Surabhi Natakas

Padyariatakam has been introduced with more modernised technicalities, by

Surabhi villagers of Cuddapah district of A.P. Surabhi people basically belong to the

discipline of leather puppeteering. They perform both the puppet shows and

veedhinatakams. Vanarasa Govinda Rao one of the puppeteers of Surabhi troupe3 had

seen the padynatakams performed with the help of modern technique for a Karnataka

Nataka Company at Bellari. He then adopted to play in the similar fashion at Surabhi.

Such modernised way performances have been given since then under the banner

"Surabhi' established in 19n century itself. "Surabhi' company has attained
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subsequently a status of special community. It is considered that this group migrated

from Maratha longback, at the time of Shahaji, who ruled Tanjavur in 18th Century,

and settled in A.P. enging themselves in puppet theatre profession. Surabhi Company

as been split into number of groups to give its perform under throughout India. Telugu

Cinema had influence of the Surabhi theatre or it because of the association of

members of this group as artistes on one side < on the other side their techniques of

presentation gained a place in film making.

1.2.3. Folk Performances

Kakatiya kings encouraged fine arts particularly dances. J ay ap a Seriani in his

Nritta Ratnavali analysed every thing. The King encouraged one or two new folk

dance forms by recognising them as court dances through funding every year. Like

that way, many forms got good recognition and made the Lakshanas for them. Those

dances were made as classical from the year onwards and sculptured in the Ramappa

temple. This was discussed in the Nritta Ratnavali.4

In the same way during the Nayaka Kings of Tanjore, the theatre and the

classical dances got good recognition. Many art forms relating to theatre bomed in the

name of Vccdhinatakam or parallel to Yakshaganam. The court itself worked on that

line and many Yakshaganas were written and perfomied infront of Kings. Mass also

entered into the field from different communities and had taken as profession and

performed varieties of folk dances.

Different folk perfomianees were borned in the society and were encouraged

by the public also. Individual and group performances in the aspects of musics,

dances and dramas and many troupes were established themselves as professionals.

Cultural activities were got good recognition and grown as parallel to the cultural

activities in the Kings Courts. King's Courts produced limited productions and

maintained with limited audience where as in public the perfomianees were grown as

unlimited and audience were high in numbe; 1̂ that led to the improve the variety of

dramas. Then the meaning for stage was clearly not marked and it moved to the public

according to the convenient of people. ;
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Folk Stage :- It is called in telugu with different names and no fixed name is

popularised. The stage for Bhavishya expression in Bonalu festival is called as

Rangam. In Oggu katha it is called as Pandiri.Gaddc is name populared in village

goddesses myths narrations like Bynccdi kathalu, Pamba kalhalu. The stage is called

as Garidi in the performances of Karras^nu-Kattisamu, Dappu dance, Kolatam dance,

Chekka bhajana and Pandari bhajana. The performers of any form select one place for

performance and decorate it relating to the performance. Jt can be guessed the

relevance of the stage within the qualities of ancient drama stages.

There was no separate special constructions for Greek plays. They utilised the

circle infront of the temple as a stage for the performances during vally festival

Dayonisus." That was open stage and the audience were used to sit as half circle.

China and India had an important place in the theatre stages in the entire Asia

and they started as ritualistic and developed as social stages. With limited props, the

stage was prepared particularly in China a beautiful mat was arranged on the

backside of the performance.

The stage was categorised in the Bharata natyam as Vikrushta, Chaturasya,

tryasra mandapasaccording to the shape of the stage and divisioncd as Jyeshtam,

madhyamam and avaram according to the quality of the stage. There was does and

does not in the measurements for the stage in the construction and in the prayer also.

Open place performances were also accepted by Natya Sastra.6

But in folk stage, there arc no prescribed rules and sometimes the place of

performance has to be said as stage. It can be divided into four groups depending

upon the performance method of the performances.

The performances of Uyyala patalu, Marriage songs, Grinder songs, Etam

songs, Polipatalu, Dampudu patalu, etc. will take place at the situated site and it can

be taken as stage. The performances of working songs like Kalupu patalu, Nat la

patalu, Fishermen songs, Pallaki patalu take place at their working spot and that place

can be taken as stage. This can be said as mobile stage because the performers move

according to nature of their work during these performances. These performers are
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amateurs and their performances can be seen as simultaneous performances along

with their work. There is no audience participation in it except involvcrs or

performers.

Some performers like Gangireddulu, Pagativeshalu, Buda bukkalavaru,

Jangalu move for the performances and perform where they get the audience. They

were paid audience and they need space for the performance. These are also called

mobile stages, but here the audience part is essential and there will be no performance

except the audience.

The dance performances like Chekka bhajana, Kolat.am, Vceranatyam,

Garagalu, Gooravayyalu, Urumulu, Dappulu, Tappetagullu and Oggu doollu can be

seen in a circle and that circle is called as stage. But this is fixed stage ic., fixed space

and the perfonners give the performance from the circle only. The audience have to

gather themselves at the performance place. There is some differenUbetwecn these

two stages ie., the perfonners of mobile stage has to identify the audience and give the

perfonnance where as in the case of fixed stages, the audience have to identify the

performance, the circle will have to accommodate the troupe ie., the total artistes and

that circle is said to be the stage. There is no fixed measurements for that and it will

be existed on the availability of space. There will be no decoration or arrangements

for the stage for these dances. Whereas in the narratives like Burrakatha, Oggu katha,

Pancjavula katha, Runjakatha, Pamba katha, Jamudika katha the stage should be

arranged on a small height place i.e., on temple matapas, village court places like

Racchabanda, Kacheeru banda, Kacheeru arugu, Gadde or arugu at any spacious

bazar. This is a different stage than the folk dance stage and smaller than to folk

drama stages. It is a unique in appearance and with small decoration.

It is only the decorated stage among all the folk stages. Audience have to

identify the stage and have to arrange the stage for the performance. These audience

arc the doners^the perfonnance will be seen in a dignitable manner. These narrators

are all professionalists and these will take special care about the stage and

perfonnance. So this stage has a special place in the folk stages of Andhra Pradesh.
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Folk dramas like Vccdhinatakam, Chindu Yakshaganam, Veedhi

Bhagavatham, Chiralala Ramayanam, Yaskhaganam, Toorpu Bhagavatham will be

performed in the fixed and arranged stage and they need 10 to 15 feet square space.

Temple mantapas and junctions of bazars are used for stages.

The ritual dramas like Chindu Bhagavatham, Scroll Narratives will be played

on temporary stages in between the houses. During the performances of folk dramas,

the humourous character performs himself in humourous way on the comer of the

stage. This is purely meant for the attraction of children, to control the disturbance

during the performance time. The main drama on the Centre of the stage and humour

in the corner of the stage go on simultaneously and this humoured stage is called as

Samantara Vcdika i.e. parallel stage. This drama stage is having one back curtain and

three sides open. The audience will sit three sides and enjoy themselves as involvers.

Folk stage is built on the basis of audience, the aim of the performance, the

performance stage, the time of performance, the income of the play and their main

role. The people's help is needed in the construction of stage for folk dramas and

there is no need for other forms of stages. The rituals stages are separated from the

entertainment stages and the ritual stage is decorated with maps, designs of gods and

goddess, where as in the entertainment stage is decorated with colourful attractive

equipment. Stage props arc needed more in the entertainment performances. The

ritualistic stage is surrounded by the audience because there is no back curtain for it,

where as in entertainment performances the stage is covered one side and the

audience arc spreaded by three sides. Som'j folk performances are contained up to 10

to 15 days with only one story as a serial. Thfcc can be seen a fixed stage for that

serial. Puppet theatre has a covered stage and the audience will see the performance

through screen play.

Like this way folk stage is seen separately from general stage and it has an

intimacy character to attract the audience and with their environment.7
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1.3. THEATRICAL ELEMENTS IN FOLK FORMS OF A.P.

1.3.1. Introduction

Andhra Pradesh is also rich in its tradition and cultural motivations. It has a

lot of formats in classical, folk and tribal performances. Classical has its unique in

quality and variety and get more popularised throughout India. Tribal formats are very

rare and the major tribes like Gonds, Koyas, Savaras of India existed large in number

in Andhra Pradesh. The performances of these tribes are propagated and the studies

are going on all these formats. Folk forms of Andhra Pradesh also have a nice place in

the cultural field of India, because it is also a big state in India with more population.

Three major regions i.e. circar districts, Rayalaseema and Telangana regions have

three different cultures and political backgrounds. These have seven to eight language

dialectical areas with cultural diversity. We can findout so many cultural diversities

through micro level observation in the folk forms on the basis of castes, social status,

political influences, geographical natures, age, gender, life styles, rituals, traditions

and life cycle activities.

The folk forms of Andhra Pradesh arc broadly divided into four groups

according to their nature. These main groups can be divided as purely music based

forms, dance based forms, narratives and theatre forms i.e. drama based forms, scroll

narratives, puppet shows etc. Some formats have an interlinked and intermixed nature

with each others qualities. They all are equal in absorbing the common elements like

musics with dance orientations, dances with drama orientations, dramas with music

orientations, dramas with dance orientations etc. These can be called with the second

title depending on the importance of the element in it and the nature of the art form as

musical drama, dance drama, dance oriented music, music oriented dances and some

of them also called as Ballets. Andhra Pradesh has many such art forms considered to

be popular forms.

1.3.2. Folk music forms

Folk songs of Andhra Pradesh generated from the profession, life cycle rituals,

gender, social status, community, geography, cultural activities, political movements,
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local histories etc. People of Andhra Pradesh mainly depended on agricultural

profession and other village professionists depended on agriculturists. These

professions in villages arc existing inter-dependency method and all are interlinked in

the living styles. These songs can be categorised as ritual types, entertainment's and

working songs. All the professional songs belong to working songs category and

some of them belong to entertainment category. Many of the working songs have no

fixed stage method and they sing the songs by moving at their profession. These

methods can be called as mobile stage systems and no audience can be observed

except involvers. These working songs include Kalupupatalu, Natlapatalu,

Ectampatalu or KapilcpTitalu, Noorpillapatalu, PadavapHtalu (fishermen songs),

Kolalapatalu, Mota patalu, Bandi patalu, Polam plitalu, Kallala patalu, Poli p~atalu,

Pallaki (Mena) patalu, Kallu Geeta p"atalu, Maggam patalu, Medari patalu, Gorla

patalu, Mandula p"atalu, Zangidi p"atalu etc. and all of them are the self entertainment

for the relief of their professional work.8 Here the theatrical elements can be identified

according to the nature of songs through singing methods, melody, expression of

Gamakas, conversational method of songs, dialogues in between the songs,

improvisations of events in the songs. The songs like Rokatj patalu, Uyyala patalu,

Visururati patalu, Ratnam patalu, Kavvam patalu, Maggam patalu, Chaivirevu plitalu,

J61a patalu, Llili patalu, Lala p'atalu have a fixed stage method and their working

place would be their stage and no audience are there except entertainment. Padava

pltalu or Jalari patalu (Fishermen songs) have mobile stage.9 Though they are

entertainment, they have mingled with the theatrical elements like movements with

actions, singing methods including dialogue delivery styles, improvisations,

conversational methods and so on. Tunes of some working songs, Gamakas can be

observed in leather puppet shows through Ketigadu character to attract audience

towards the performance.

Songs of life cycle rituals include birth songs, puberty celebration songs,

marriage songs, Srimantam songs and other event songs. Lallabies, Uyyala patalu,

naming ceremony songs, Anna prasana songs, nalugu patalu, mangala haratulu,

bathing ceremony songs, marriage songs, Talupu daggara patalu, Sobhanapu pTitalu,

Padakagadi patalu have some theatrical qualities.10 Action with shy, abhinayam with
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cleverness, conversations, improvisations, mimes, mimicry can be seen in above

songs and stage type fixed place and audience including involvers could be identified.

These theatrical elements could be creamed through theatrical study only. The songs

are utilised in the puppet show according to life events in the performance to attract

the audience. Jokes, proverbs, riddles are songs of children too can be observed in

Puppet shows in different communal life styles to pull the audience into involvement

way of thinking.

Gender based songs include men songs, women songs in different occasions

and children songs like festival songs, play songs, joky songs, lallabies etc. are also

having theatrical elements." The qualities of different rasas and gurias influenced on

some castes'people and the total community people behave like that way in their daily

life. These qualities would be imitated by others as a fun and those could be observed

as theatrical elements. These qualities of rasas and gunas appear in songs on their

caste names and became familiar in the society. But these can not be spelled out at

any cost to protect the delicacies of that caste. These are all known to every body and

no body reveal them openly. These silent songs have full of theatrical elements and

can be studied in a microscopic manner. Like this way the songs belong to

geographical situations and local histories also have the elements of theatre. Songs

relating to cultural activities include songs of people of all walks of life. They include

ballad songs, entertainment songs, felicitation songs, Jatara songs, festival songs, story

telling songs, non-story songs.1 But all these songs maintain audience but not

involvers and stage methods. These have theatrical elements and are suitable for

theatrical study.

Political movements create songs according to their ideology and they

popularise them through stage performances. These performances appear like drama

for every song. The dramas include conversation, action, imitation, mime and

improvisation. Communist party, Communist Marxist - Leninist party entered into

this field first and later Bharatiya Janata Party, Telugu Desam party also followed the

method. The above all political parties take the folk tunes, vocabulary, local dialects

and idioms use to write the songs on the basis of their ideology and images of their
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leaders images and give the performances.14 This is the applied method and these

came under applied folklore group. These performances have similarities with the

dramas and these arc having the qualities of theatrical study. Mr.Gaddar established a

style on his own with his political ideology.

Thus folk music items have some qualities for the study of theatrical angles to

identify the theatrical elements.

The participation of audience part is very low and the participation can be

identified as involvers or partners. In the songs for entertainment give clear picture

about the audience participation and can be studied the interaction too. Partners of the

professional job cannot be said as pure audience i.e. audience not only for

entertainment and they can be guessed involvers and getting entertainment. So

interaction part also be in a limited range and that may be for group enjoyment. Thus

music has a place and separate identify in the performing arts and it adds something to

the art field to strengthen the theatre field. Ketigadu and Bangarakka are

representatives on behalf of everybody in the village and introduce there in any

manner through the ragas, tunes, ganakas, songs, gunas and rasas of the people. This

is a technic to enter into the others way of life and convert them as committed

audience. Like this way Leather Puppeteers utilise the folk music items of life styles

of the people.

1.3.3. Folk Ounce Forms

Folk dances include direct dance forms, music oriented dance forms,

instrumental oriented dance forms, dance dramas etc. Such forms are identified

distinctly and separately.

Bonalu, Garagalu, Vecranatyam, Kolatam, Chckkabhajana, Urumulu,

Goravayyalu, Tappetagullu, Lamblidanrityam, Koya dance, Gondu dance, Madhira

dance, Batakamma, Jakkiki, Dappu, Oggu Dolu are the dance forms and these can be

traced well in Andhra Pradesh. All the forms utilise a stage, but no special preparation

is done for the stage. This stage may be identified anywhere on a plain land appears

like a platform.
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In Goravayyalu dance, the artistes act as Mylarudcva dogs sometime, they

drink the milk like barking dogs. It seems to be a drama scene. In Bonalu dance

Poturaju with costumes appears vigorously. This scene is a drama scene. In

Chekkabhajana, Kolatam, Tappetagullu the conversation is included and the

conversations will be the songs or in dialogue method.

In urumulu (see photo No. 18), the artistes sing the devotional songs in

conversational style on village godesses and this appears like a drama scene. The

artistes wear costumes with make up. Thus all the dance forms follow some rules of

the drama i.e. makeup, conversation and a stage for performance etc.

Folk dance forms are generated from traditions, entertainments, rituals,

political systems, social backgrounds, social incidents and applied situations. These

dances arc the group activities and they have no concept of success in the general

performances except in entertainment dances. Concept of success is main important

point in the theatrical elements. Traditional dances are nothing but group activity

relating to their beliefs, customs and involvements with devotion. These traditional

group activities formed on the basis of vaishnavism, shaivism, sakteyam and gods and

goddesses of other walks of life of the people i.e. village gods, caste gods, home gods

and goddesses etc.

These dances are mainly group works involving ten to thirty members.

Kolatam, Chekkabhajana, Rama bhajana, Tappetagullu, Pandari bhajana, Murali

bhajana, Bai ; bhajana, Chettu bhajana, Panduranga bhajana, Brindavana bhajana,

Krishna K51ata bhajana, Krishna bhajana, Jyothi bhajana, Krishna Chenchu, Daatu

bhajana, Dasari nrityam, Nakka dasarlu, Simhachala talalu etc. are formed on the

basis of Vaishnavism. Kolatam dance with two sticks in two hands (see photo No. 13)

is being performed incidents of Krishna's glory event wise, Bharata as in scenic order

like as dramatic way.'5 Ramayana events will be performed in scenic order10 in

Chekka bhajana (see photo No. 14), Rama bhajana, Chettu bhajana and in Datu

bhajana. Greatness of Pandarinatha and Pandari bhagavatham will be performed as

events in the Pandari bhajana. They wear flags of Pandarinatha in left hand and

Chiratas (instruments) in right hand. The life events of Krishna will be sung with
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dances in Murali bhajana, Krishna bhajana, Brindavana bhajana and in Krishna

Kolata bhajana. In all the Bhajanas the performers wear Vaishnavaite symbols on

face, garlands on the neck, anklet bells at legs and chiratalu in the right hand as

musical instruments. Sticks instead of chiratalu can be observed in Kolatam.

Dasavataramulu is being performed in the shape of singing with dances in the Dasari

nrityam and in TappetaguMu form. This form also needs circular stage for the

performance and the artistes wear drum on chest, bells at legs. The drum works like as

an instrument and story is sung in performance in scenic order. Simhachala talalu is a

form to perform bhagavatha as incidents by singing. They wear the cymbals in the

hands as musical instruments. If we observe the above forms in general we can get the

total picture. The formats analyse the incidents or events from Ramayana,

Mahabharata and Bhagavatha. Sometimes the glories of Rama and Krishna can be

observed in the descriptions. Though they have traditional background, now a days

they became entertainment performances and sustaining with the absorption of secular

qualities. These forms absorbed modernity and cinematic in dresses, costumes and in

dramatisation methods.

They need a circular open stage with micf/Iecoration, settings, extra musical

instruments, lighting and audience. More theatrical elements can be observed in these

dances along with audience interactions. These are flexible in relaxing the traditional

involvement's than the Shaiva traditional forms. These became close to the people

and moving towards entertainments with secular elements along with adaptations and

applied methods.

The forms of Shaiva traditions have some more restrictions till today, but can

be seen in entertainment programmes too. But majority of the performers can be

observed as strictly followers of Shaiva tradition. Oggu Doolu dances, Beerappa

doolu (sec photo No. 16) dances use the drum as musical instrument and do dances.

They use to sing the songs of Mallanna and Beerappa during these dances. Kuruma

and Gorava castes people perform this and they start the performance in front of

Mallanna only. They wear traditional ornaments made up of wool of sheeps, shells

and bhandaru i.e. turmeric powder. They perform as a group on a stage for
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entertainment with beautiful costumes. Stage and audience can be observed as

theatrical elements in these dances.

Goravayyalu (see photo No.21) is another Shaiva dance which the performers

wear the bear skin throughout their body, bells on the waist, DhaQmaruka is in one

hand, trishul in another hand, Bhandaru bag (turmeric powder) on the waist, wool and

shell ornaments.17 They behave like dogs with their dances and they believe that they

arc representatives of Mylardcva dogs in the Gorava vesha. Till now the Gorava

community people only do this dance and shaiva traditions in this performance ie-

being strictly followed. Their imitations and barkings like dogs, their actions

remember the drama and theatrical elements can be observed in this dance.

Veeranatyam (see photo No. 17) and Veerabhadra Khadgalu represents the

Veerabhadra's vigorous movements and they dance with speed body movements.

They wear costumes like Veerabhadra and the Shaiva believers only do this

performance. The stage, imitations, improvisations, mime, producing sounds reveal

the theatrical feelings and audience observe this performance with very interesting.

Garaga, Devarapette, Sakti veshalu, Bonalu poturaju veshalu, Vceradfilhi and

Urumulu are generated from Saktcyam and existing as entertainment programmes.

Garaga (see photo No. 15) is a pot which is wear on head, and the devotees of

goddess use this pot to carry the Naivedyam to goddess as group of devotees. This

was made as separate performance and called as Garaga dance. Ten to fifteen

members use to dance on a stage with costumes and decorated pots on their heads

accompanied by musical instruments like maddela, drums, etc. They perform on the

stage and do feats of different styles through their vigorous body movements only. It

represents the image of poonakam (possession) of goddess. Many professional art

troupes are existing in Tamilnadu for this Garaga and is called there as Karaga or

Karagattam. Variety of feats are being performed by Karagam artistes to attract the

audience including stage techniques. Audience interaction will be in recognised

manner and theatrical elements can be observed.

Devarapette is prepared as a groupe performance recently, the goddess will be

in the box which the performer carry on head and the Devddundubhi or Veeranam the
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instrument will be operated with hands. The songs, the whistles, shoutings, cryings

and the mouth sounds all create vigorous atmosphere and it maintains the silent

observation among the audience. It needs stage and the community belongs to

Sakteyam which is being strictly followed. These are called as Peddammalavaru in

Andhra Pradesh. Shakti veshalu is another form, the imitations of goddess Shakti. This

is also a tremendous performance with vigorous movements and it controls the

audience. It needs stage and dress.

Bcmalu (see photo No.20) means the naivedyam which is given to the goddess

Mysamma or Kali mata. This method is imitated as dance fonn and it is staging now a

days. Women with pots decorated by neem leafs on head, dappu instruments, potufaju

with Veeradajhi, Guggilam smokes are the common items in the performance.18

These are all imitations and this performance attracts the audience and its existence in

Hyderabad is created more and more popularity. It is being dramtised day to day and

the part of audience also is increased. Noises of words, beating sounds of Veeraladu,

whistles, cryings, shoutings, dappu beatings etc. all create mixed noise and it gives

dramatic atmosphere and the artistes will be honoured as dramatists. Theatrical study

can help to cream the theatrical elements.

Urumulu (see photo No. 18) an instrument and is also known as Vceranam in

Andhra Pradesh and devadundhubhi in Tamilnadu, Karnataka and Kerala. This

instrument is used for the melukolupulu in Prabhata seva of Goddess in Rayalaseema

districts of Andhra Pradesh.19 The performance in the temple is limited in nature i.e.

go round the temple and makes big sounds and it creates vigorous atmosphere. This

Urumulu is made as dance form with the same beating sounds and with the songs of

Shakti. They wear full of white or yellow gown, anklet bells at legs and hanging the

instrument upto knees from neck and operate with hands. They sing goddess stotrams

and songs according to the rhythm. Theatre elements can be observed in this dance

form also.

The Veeradallu (see photo No.20) a dance originated from the Jataras of

village gods and goddesses. Veerataadu dance is purely generated from the village

gods jataras and is made as a dance and it appears vigorously. Artiste wears long rope
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in one hand and beats himself by the rope along with cries and shouts with loud noise.

Village Goddess Gangamma, a water goddess for shepherds is being prayed by the

sheep growers and they use to perform this veeratallu with self sacrificial manner for

the kindness of goddess. This was made as dance form and staged as a performance.20

Jt attracts the audience and creates drama atmosphere.

Veerabhadra pallelu is a community gods' celebrations and made it as dance

form. They wear the knifes (talwar) and dolls and perform as a war. It attracts the

audience and gets the interaction too. It seems like as Veerakase of Karnataka. The

above traditional dances are existing as traditional formats as well as entertainment's

and maintaining intigrational lines. Some of them have improvisations, and some

have mimes and actions their songs and so on. Each dance form has one or two

theatrical elements and these can be utilised for theatrical study.

Now a days every performance became as an entertainment form with some

limitations. The forms which do not have any limitations or boundaries are also

existing and they can be treated as pure entertainment formats. Puli vesham (Tiger

dance), Elugubanti vesham (Bear dance), Keelugurram, Nemali nrityam, Dappula

dance, Dappula kolatam, Golla sunddulu, Butta bommalu, Koyya kalju (Maragallu

nrityam) and Jakkiki nrityam are forms originated on the basis of social and

geographical imitations and pure entertainmental formats.

Tiger dance is made on the basis of the imitation of tiger actions and it is a

famous format through out South India particularly in Andhra Pradesh.21 It is existing

in two to three varieties according to the tastes of the artistes. The team includes one

hunting man with arrows or with gun infront of the tiger, two men both the sides of

the tiger with dappu instruments and one man acts as tiger. The tiger dances imitates

the tiger actions and movements and attracts the audience. The hunting man and the

instrumentalists act as escapers and killers of the tiger. Here action and imitation on

the stage can be observed for theatrical study purpose. Elugubantivesham (bear dance)

is also formed on the same format. Keelugurram is the imitation of dancing horse and

it gives the clue about the horse of entertainment and the man who rides it. The horse

shaped doll with stick frame is inserted by the artiste and he himself moves and acts
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as horse. This is also an attractive form and gathers audience. Ncmali nrityam or

Mayuri dance is formed on the same format as Keelugurram. The artiste dances like

Peacock and it is purely imitation.

Dappu (see photo No. 12) is a social instrument which is using for the

announcements of village leaders orders, news in the villages since long back. This

d^Ppu is also used in the village jataras, rituals, felicitations, death ceremonies and

entertainments. This is made as a group dance form with ten to twenty artistes, and

this dappu became popular dance form in folk dances.^2 They use to perform many

rhythmic styles on dappu and sometimes with social son^s. They imitate the sounds of

nature i.e. animals, birds and other instruments, voices and other sounds which arc

nearer to the rhythm. This dance form creates a sensational sounds and attracts the

audience. Imitations, expressions of different voices in romantic lines through songs,

movements, actions, improvisations in sounds can be observed. Dappula kolatam is

also an art form generated from dappu dance and they use to perform kolatam with

the dappu sticks. It seems like kolatam and songs also can be sung.

Golla Suddulu is a conversational form in drama style. It is full of

improvisation and imitation of social and political characters. Imaginations and

dialogues create humour and audience interaction can be placed in major role. It can

be seen as drama form, but dance oriented with characters one who raises always

doubts and another clarifies.

Butta Bommalu (sec photo No. ) is a form generated on the imitations of

famous mythological, historical and social characters with life size dolls i.e. six to ten

feet in length. The artistes insert their head upto chest into the hallow of the doll from

bottom, and set their head in the arranged space inside the doll along with the holes

for eyes. They move here and there in the gathered audience and that is said to be

their performance. Lord Krishna, Rama, Ravana, Hanuman, a King, Queen, common

man, common woman dolls with colours will be appeared in the Butta Bommalu.23

The small movements of the artistes give good looking as actions of the dolls and

there is no verbal conversation in it. Koyya kallu means long sized sticks tied to the
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legs. They have to walk with those sticks. They are called as Maragallu. Just walking

with these sticks is an entertainment and create a joyful climate to the audience.

Jakkiki is a women dance form appears in round shape and artistes move

round the circle clapping each other. Instruments like Flute, Kanjara and maddela can

be seen in the centre. They sing social songs and express actions and feelings

according to the songs.

The above entertainment performances have theatrical qualities and theatrical

elements too. These can be observed through theatrical study.

Life style of the people depend upon the beliefs, customs and routine activities

of the people. They follow the rituals to satisfy themselves according to their

convenient. These rituals mingle with some activities and these activities are imitated

later and prepared as art forms for the entertainment purpose. Gobbi, Batakamma,

Boddcmma and BoriSlu are examples for such forms.^4 These are all women oriented

performances with full of songs.

Art forms like Kattisamu-Karrasamu,25 Namala Singadu (see photo No.61) are

the forms and images of political movements and these are having theatrical elements

in their performances.

The above all the traditional, entertainment, ritual, political and social based

formats arc imitated and are made new formats and these are being performed on the

stages. The presentation is modernised and purely dramatised in full drama forms.

Literature is fully utilised for this purpose and these can be observed as theatrical

forms.

Thus dance forms have the quality of presentation and have follow the stage

methods, some forms follow the conversational methods, some one follows

imitational, some one follows improvisations, some one follows the actions, some one

follows imaginations and some one follows two to four theatrical qualities in the

presentation of performance. These forms can be observed through theatrical study for

the screening of theatrical elements.
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The stage for folk dances can be identified three to four types i.e. premises of

temples, village court (Raccha banda) places, common places in villages and specially

arranged stages. Mantapas in temples and premises are used as stage for some dances

like Urumulu, Chekka bhajana, Goravayyalu, Veerabhadra Khadgalu in some times.

In additions to the temple premises, the village court places, common places in

villages are also utilised as stage during the training periods for all the folk dances.

The performances can also be seen during leisure timings of the village people

particularly summer nights for the above dances. There arc no arrangements,

decorations and limitations for the stage during these timings. At the time of festival

celebrations, special occasions, entertainment timings the stage will be arranged with

decorations according to their convenience and space availability. Instrumentalists

occupy the middle of the stage in many dances and corner of the stages in

Veeranatyam, Bonalu, Garaga, Pulivesham, Goravayyalu and in Elugubanti vesham.

Even in applied methods i.e. Govt. Policy propagandas, political parties, private

organisations arrange stagei specially for the performance.

Each dance must has to follow some fundamentals like direction of leader or

guru, seek the co-operation of instrumentalists, team activity etc. All the dances

follow the leader from the prayer song to the Mangalaharati ic., BharatavSkyam.

Every performance starts prayer first and cveiy artiste moves individually in the

prayer song. There can not be seen group activity in the prayer song except singing.

Most of the dances introduce Ganesh prayer except purely traditional dances like

Urumulu, Oggu doolu, Garaga and Bonalu. They break the coconut, lighting the lamp,

use the turmeric and flowers are the common observations in the dances. Very slow

and steady manners, peaceful behaviours, full of individual feelings but combined in

the group can be identified in the artistes during the prayer time. But in the face of

troupe leader or guru, clear planning and thinking feelings about the performance and

observation of the stage can be guessed. The prayer itself begins with the slogans as

salutes the Guru of guru, national leaders, Bharata mata, donors or organisers of the

performance and finally the present gum. After the prayer and the salute slogans, the

troupe leader gives the relaxation sign to the aitistes and directs the instrumentalists

for ready, observes the stage and adjusts the space on the stage with direction for the

22



starting of the performance. Prayer will be appeared in sitting position in some of

dances and standing position in some dances. The success of the performances depend

upon the activeness and dynamism of the troupe leader. Dances also need to team

work and group co-operation but the total grip will be in the hands of the leader.

Audience participation in dances is two types. One is at the leisure periods i.e.

training periods i.e. summer nights and another one is at the celebration times or

entertainment periods. Some people involves themselves as devotees in some dances

like Urumulu, Devarapette, Bbnalu, Veerabhadra khadgUlu, Batakamma at the time of

festival celebrations. This can not be treated as audience participation. But this is

partial and some people appear as audience. People participate in the entertainment

give encouragement to the performers through whistles, shoutings and creating

sounds with laughings etc. Generally contexts arc in leisure timings in the villages,

festival days, auspicious days, arranged programmes by the Governments, Political

parties, Private organisations for propaganda purpose and social groups at time of

marriages and home functions are the main contexts for the all above dances as

entertainments. Artistes, they themselves create the contexts in dances like

Pulivesham, Shakti vesham during the festivals like Dasara, Sankranti and big

gatherings at the time of the other occasions. They collect the financial help from the

audience individually.

On all the entertainments the costumes and decorations for the stages and

artistes will be appeared except in leisure time performances.

The Leather Puppeteers utilise the dance movements of all local dances,

dance techniques for romantic scenes of Ketigadu and Bangarakka. They tap the

music beats of instruments from dances, styles of tunes for their instruments. They

express nativity through these humorous character to attract the audience.

1.3.4. Folk Narrative Formates

Both direct music forms and music oriented forms have been considered in

this unit. Story narratives, instrumental & music forms, folk songs, ballads etc. are

very popular and have the theatrical elements in the performances. Burrakatha,
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Jangam katha, Sarada katha, pandavula katha and Jamudika katha are the main

narrative forms in this unit. They accommodate three artistes each. Main artiste will

be in the middle with tambura, two vanta artiste stand left and right to the main artiste

with Dakkis. The three will wear the dress and have the makeup done pertinent to

Burrakatha, but it will be ordinary dress in the case of Jangam katha, Jamudika katha,

Sarada katha and Pandavula katha.

Oggu katha, a team of five members, main artiste and vanta will be in the front

line and remaining artistes stand behind holding instruments. Pamba, runza katha,

kinnera katha are some more art forms, which are story narrative forms belong to

Andhra Pradesh. They all arrange the stage for the performance in a limited space in

square shape and follow standard stage arrangement methods. They need 6 x 6 feet

stage and it looks like a distinct stage. Pamba, runza, kinnera arc the instrument

names and the three forms manage with two artistes each. All these art forms have a

similar quality, that each contains the narration with action. In the story narration, the

artistes act as relevant character in the relevant incident as mono action. Some times if

more characters happened to be in the incident, the vanta (side) artistes will take that

responsibility. The artistes do with full action and expression suitable to the

characters. These actions and expressions manifest the dramatic feelings of the

relevant characters.

The instrumental music includes instruments of music, music oriented art

forms. Jamudika katha, pamba, Runza, kinnera arc instruments and the name itself

formed on the basis of instruments. Though these instruments play vital role in the

performances, the artistes will excel in the performance as the dialogue delivery is

very distinct depicting the nature of characters.

Folk songs also use stage and are performed with actions and expressions.

Now-a-days in the modem context the government is taking advantage directly and

exploring such folk art forms for effective communicative policies particularly on

adult education, anti arrack, illiteracy and health programmes. The support of folk

songs for propagation purposes here, is note worthy. The artistes frame the songs and

sing as a group on the stage. The artistes use gollasuddulu, for solo and group
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performance. They maintain and follow the dramatic methods like actions,

expressions, conversations, improvisations, imitations, mimicry in the performance.

Ballads are rendered by palriati vani on rare occasions. They narrate the story

Palriativeerakatha with live characters like drama. They have make up and costumes,

for each and every character and they perform in the street or near the temple. They

utilise more space as stage and they won't prefer fixed stage. Except stage, all other

methods what they use, arc distinct ones. This is, with this view the total performance

is said to be nothing but drama. But it is called as balled of palnativari katha.

But these music art forms use dramatic elements in their performances like

actions, expressions, improvisations, conversations in dialogue form during the

narration of the story etc. All the story narrate forms introduce humour by side signers

in performing the story to entertain the audience and to alert for the next event. The

humorous incidents will figure in the conversation form are nothing but drama scenes.

All the narrative forms of Andhra Pradesh are generated from different

customs, religious events and rites. These forms became popular, decorative with

current trends and tastes, intermixed with the events of other forms, attractive and

more over entertainment formats. Oggu katha, Jangam katha, Sarada katha, Runza

katha are the Saiva religion based forms; Harikatha, Tandana Ramayana katha, Dasari

Katha are the Vaishnava religion based forms; Baineedu katha, Pamba katha, Oggu

katha, Kinnera katha, Pandavula katha, Rumza katha, Asadi are the caste myth based

forms. Now a days almost all these forms are existing as entertainment forms and

very few in begging profession.

Oggu katha (see photo No.l) has its own image in the formate, style of

presentation, costumes and instruments.^ Dhamaruka plays main role in the Oggu

katha and its local name is Oggu. They believe that, Lord Shiva gave the Dhamaruka

to the ancestors of Kuruma people to propagate the Mallanna and Beerappa stories.

The story tellers of Oggu katha became priests among their caste people with a mirasi

(Vatanu). They tell the stories of Mallanna and do the marriage firstly to Mallanna at

the time of marriages of their caste people. This is purely ritual. This form came out

as entertainment form. Chukka Sattaiah was the first man who crossed the caste
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boundaries to relating this ritual form - d brought it to the stage as entertainment

form. His performance represents the tho-n*^ aspects. He changes the costumes in the

middle of the performance and gives more importance to the action than story telling.

He plays mono-action of every character in the performance and it gives a clue about

the dramatic presentation of the performance. Oggu katha and Burra katha are the

more dramatised forms among the narratives and they equally expose the theatrical

elements. Oggu katha gathers more and more the audience both in ritual in

entertainment performances. Main story teller, side assistant and three

instrumentalists on the backside is the snape of the troupe. The total performance

depends upon the dramatic movements and changes of the dresses of the main artiste

only.

Jangam katha (sec photo No.8) is originated from Shaiva tradition27 and the

artistes themselves called as Jangam caste. Once upon a time it was a propagation

form by the preatures and later it was converted as a professional and presently they

became beggars. They use it now as a professional performance for begging, They

wander the streets and move house to house to tell the stories. One main singer with

tambura and one or two side singers with Dakkics (drum instrument) is the shape of

the troupe. The narration always appears in dramatic way, particularly in dialgouc

version and still now it is performed by Jangams only. It can be seen as entertainment

way in some arranged Govt, programmes, All India Radio and Doordarshan. Sarada

katha is nothing but Jangam katha and it is a regional variation in the name only. It

appears in Telangana districts of Andhra Pradesh and it existing as Sarada katha

only.28

Hurra /giffrq fsee photo No.2) is a peculiar format29 with three artistes i.e. one main

story teller with a string instrument Tambura on his left shoulder, two Andclu

(Cymbals) in the right hand, Anklet bells to the legs, long gown, turban with tail,

Dhoti and two chorus artistes with Burras (drums) hanged near stomach from neck,

Anklet bells on legs with different costumes i.e. one is as buffoon, and another one is

as political civilian. Actually this is originated from Jangam katha for the purpose of

the propagation of the policies of Communist party during second world war and later
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it was converted as entertainment form. The tempo, temperament, speedy movements,

sound of instruments are the main reasons for the creation of this art form. Mono

actions for every character in the story by main artiste, buffoon actions of one chorus

singer and political questioning and explaining of every thing by another chorus

singer appear like three member drama. No doubt the artistes describe any story like a

play-let with their theatrical behaviours and they became cause to influence the

performer of the other art forms and arts too. It emerged fully dramatic elements and

appears as mono action.

Runza is a drum instrument and two artistes play together the instruments and

narrate t^e- story of Runzasura a communal story of Viswabrahmins relating to

Shaivism. Conversations in dialogue versions, gamakas in the songs, facial

expressions, dialogue expressions are similar to theatrical expressions. They use very

limited stage.

Harikatha (see photo No.5) is a form emerging as many as techniques of other

art forms.30 It is purely Vaishnavite form with single artiste along with Harmonium

and Mridangam accompanists. It is a form, mixed with full of music, dance and drama

elements in performance and includes the songs, dialogues, poems, mimicry items in

literature. It is a format of all the people i.e. both class and mass and represents the

mythical and social events.

The artiste wear the garland, chiratas in right hand, anklet bells to the legs, and

wears dhoti. He puts the Vaishnava namam, removes shirt. The artiste represents

every character in action with full of facial expressions with dialogue modulation like

mono action and every thing is like a drama. It can be said as a one man show with

full of dramatic qualities. The formate uses minimum stage, the instrumentalists sit

both sides, and the artiste uses the space in between them for movements in the

performance. His costumes, dress and shape appears like Narada and the form itself is

generated from Narada Sampradaya of Maharashtra. The formate uses elements of

both classical and folk art forms of music, dance and dramas. It is a unique in

presentation tliroughout India and a special qualities in attracting the audience both

the class and mass at a time.
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Tandana Ramayana (see photo No.) is a formate for the Kirthanas of

Ramayana with one main artiste and one assistant as Vanta for arguments,

interruptions the main story teller, explanations, questioning like as Burrakatha Vanta

artiste.31 The main artiste wears Vaishnava namam on the face takes and in the hand

and tells the story. Harmonium, Maddcla and cymbals are instruments and the main

artiste tells the story without movements. Facial expressions, conversations and

dialogues are the main drama elements.

Dasari katha form is Vaishnava formate like Jangam katha in shaivism and has

one main artiste with tambura on shoulder accompanying with two vanta artistes

along with harmonium and cymbals. This is a simple formate and dialogues and

singing method give clue to identify the drama elements.

Baineedu katha (see photo No. 11) formed for caste myth propagation and

remained as Shakti cult form.32 Bavaneelu is a priest caste in Madiga Community and

they tell Jamba puranam, the caste myth of Madiga caste people for Madiga

Community. They use Jamudika as instrument and also call it as Jamudika katha.

Main singer uses Jamudika and the assistant operates the titti and bura, the Sruti

instruments. Bavaneelu only tell the village goddesses stories for the villagers and

they became popular through these goddess myths. Dialogue delivery method, singing

method about the characters remember the dramatic elements.

Pahdavula katha (see photo No. 3) is a format generated from Pandavan katha

of Gondi. Thoti a tribe depends on Gondi for their livelyhood by singing their

community myth i.e. Bheemapuranam. They use keekiri (see photo No.4) a srithi

instrument which is very similar to Sarangi of Rajasthan, Maddela and cymbals.

Some thoti people migrated to villages and learnt telugu and they started the narration

of Bheemapuranam in the name of pandavula katha. Main singer uses Tambura

decorated with peacock hair and side singers use Maddcla and Dakki. They tell their

story to telugu people in telugu language. They use Cinema songs, actions like as in

Burrakatha, and introduce all popular methods and it seems like as small drama.
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1.4. FOLK THEATRES

Folk Theatre forms are broadly divided in 4 lo 5 groups like folk dramas, Doll

narratives, Map narratives, Scroll narratives, Puppet shows etc., according to their

nature. These forms have an inter linked and intermixed nature with each other's

qualities. They all are equal in absorbing the common elements like music with dance

orientations, dramas with music orientations or dance orientations. In such a context

these arc also said to be depending on the musical drama, dance drama, dance

oriented musics, music oriented dances etc., briefly termed as ballets. Andhra Pradesh

has many such art forms in existence and in a way they arc also considered to be

Popular forms to some extent.

1.4.1. Folk Theatre Formates in Andhra Pradesh

Introduction :- Usually the scholars and well known outstanding experts mark some

Lakshanas to some folk forms and they make them as classical after familiar. Like

this way folk people too imitate classical formates and they use to prepare art forms

on their own tastes. Particularly Indian Mythology is observed and followed by every

Indian on his own way in different methods. Many art forms are generated for the

propagation of myth on the interest of the folk people.

Along with music, dance and narrative formates, the theatre formates are also

generated. Folk theatre formates have sufficient similarities like as classical theatre

and these forms represent the pulse of the folk people through folk methods,

colloquial language and literature, folk behaviour etc. Folk people maintain parallel

society through these forms in entertainment, traditional beliefs, customs and in life

styles.

These folk theatre formates have stage, lighting, scenic orders, instruments,

interaction with audience, preformative techniques etc. These formates have its scope

in existance. Some of them are purely entertainment forms, some are partially

entertainment and some are the fully customary based forms. We can observe them in

cross division as an another type classification like as Religions theatre forms,

communal theatre forms or ethnic theatre forms, ritual theatre forms, professional
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theatre forms and entertainment forms. Ait forms are the same in both ways and the

scholar chooses the group division as folk dramas, scroll narratives and puppets.

1.4.2. Folk Drama Forms

Folk drama of A.P. is existing with different names according to their dialects,

traditions, geological & biological conditions and each format is distinct from the

other. Veedhi Natakam, Veedhi Bhagavatam, Bayalata, DoddSta, Chenchu

Bfragavatam, Yanadi Bhagavatam, Chukkaluri Rama Natakam, Kangundi Kuppam

Veedhi Natakam, Yakshaganam, Chindu Bhagavatam, Chindu Yekshaganam,

Chiratala Ramayanam, Masti Bhagavatham and Toorpu Bhavgavatam etc. are the folk

drama forms in Andhra Pradesh. The folk drama forms described above need first to

arrange the stage and they perform with costumes. Vecdhi Natakam means play

exhibited in a street. The plays with the backgrounds of historical, mythological and

fantasies are fit to be performed as Veedhi Natakam. The principal motive here is to

only entertain the people. Bhagavatham is a concept of propagation of mythological

stories in different ways. The impression is that these mythological stories create in

the minds of audience is unique. Bayalaja is the name attained from the place of its

performance and it means street. This name happens to be popular in the

Rayalaseema region of Andhra Pradesh just behind the Karnataka State boarder.

Doddata means a mega show. This is prevalent in the districts of Karnataka State and

bordering districts in Andhra Pradesh. Chenchu Bhagavatam means, the myth of

Chenchu Lakshmi. Chenchus perform only Chenchu Bhagavatam performance.

Yanadi caste people perform the folk drama and that is called Yanadi Bhagavatham.

Chukkaluri Rama Natakam and Kangundi Kuppam vecdhi natakam are folk drama

forms. These names have been attained from the names of Chukkaluru and Kuppam

villages as the villages are famous for vecdhi natakam.

Yakshaganam is one of the pure folk drama form which is mainly performed

in the Telangana region of Andhra Pradesh. Chindu Bhagavatam denotes the

performance of chindu caste people who are dependents on Madiga caste. Therefore

they perform the caste story of Madiga the Jambapuranam for the Madiga caste

people. Chindu performers perform historical, mythical and social stories for
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entertainment purpose meant for all castes' under the name Chindu Yakshaganam.

Chiratala Ramayanam is a dance drama in Telangana Area. The characters in

Chitratala Ramayanam hold Bhajana Chekkalu i.e. chiratalu in the right hand and they

form into a circle before performance. While performance is on, each character comes

to the centre of the circle to deliver its dialogue and gets back to its place the circle

after having said the dialogue. Masti caste people, who arc dependent on Madiga,

perform Adipuraham i.e. Jambapuranam. Toorpu Bhagavatham is performed by

Godavari Brahmins. It is believed that some script possessed by them from Kuchipudi

Yakshaganam has been the basis for the Toorpu Bhagavatham. Retaining the original

format of presentation this has been developed into the Tooipu Bhagavatam. Toorpu

means east. The performers of eastern parts of Kuchipudi have been performing the

play. The dramas have their own costumes and dress materials. Then again the each

troupe follows its own way for its performance. The performers must be alrounders

and should have the capacity to perform any role from the drama. They operate

instruments like Maddela, Cymbals, Harmonium etc., while the players sing the story

the other performer follow in chorus. They are all community professionals from

different walks of life. Similar folk drama forms can be traced from other States also.

Such as TerfkufctU.<^Tamil Nadu, Mudalapayatittu and Doddata of Karnataka,

Tamasha of Maharashtra, and Bhavayi of Gujaraj.

Veedhi Bhagavatham, Chindu Bhagavatham, Toorpu Bhagavatham, Melaturi

Bhagavatham, Masti Bhagavatham are the main bliagavatha forms and are having

similarities among them. These are generated for the propagation of mythological

themes. The artistes of these forms are called as Bhagavatulu. Sixty years back

Kuchipudi Yakshaganam was recognised as folk form and later the form itself

became classical according to its qualities and Lakshanas. These bhagavathas have

ritual climate and some way or other* they are all connected in ritualistic approach

with the people. BK^gavathams were performed by dependent castes, mostly lower

cast people except Kuchipudi.

Veedhi Natakam, Chenchu Natakam, Yanadi Natakam, Chiratala

Ramayanam, Yakshaganam, Chindu Yakshaganam, Chukkaluri Ramanatakam,
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Kuppam Veedhin'Stakam, Bayalata are the entertainment formats from the beginning

itself and some communities have taken the perfomiance of these forms as profession.

Majority of the middle class people and farmers i.e. other than Brahmins and low

caste people learn these Veedhinatakas and perform for entertainment purpose. This is

followed by and these forms arc existed.

Veedhi Bhazavatam :- Veedhi Bhagavatam is a perfomiance (see photo No.47) with

ritualistic approach with limited and selected audience.j3 The stage has its own

importance in decoration to create ritualistic climate with portraits of relative gods

and goddesses with limited space. They perform only with one side curtain and the

instrumental and other chorus artistes stand behind the curtain. Only men perform the

Veedhi Bhagavatam for all characters including female characters. The main social

role occupies by the ascgadu i.e. Hasyagadu, the humourous character like as

Ketigadu in leather Puppet shows. Veedhi Bhagavatam is performed in the streets and

visible by three sides. Entry of first and main characters through a curtain shadow and

they operate the instruments in high pitch at that time. This method can be seen in

Leather Puppet shows also. Donors arc limited in number and they belong to that

ritual related group. Artistes are the professionalists and are some dependent castes.

Veedhi Bhagavatham simply transformed as entertainment perfomiance and they are

performing other plays like historical, fantasies and pouranic plays along with

ritualistic routine performances.

Chindu Bhagavatham (see photo No.41 to 45) :- Chindu means dance and Chindu

Bhagavatulu are the dependents on Madiga Community people and they perform

Jambapuranam (sec photo No.43). Yellamma, the universal mother goddess is only

the female character in Jambapuranam performed by Woman (see photo No.41). Pure

ritualistic Chindu Bhagavatham artistes won't allow any other community people for

eye witness except Madiga People for their Jambapuranam performance."'4

They perform in front of the Madiga Community people and depend on them

for feeding. Though they are socially in low position than Madiga people, they get

more respect through the Bhagavatham performance. They go round the houses of

Madiga community for donations with the custumes after the completion of the
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performance. All the men involve in the performance either acting in characters or

through instrumental operation. The women of chindu participate in the performance

as chorus singers. It can be observed that women in chindu forms and in leather

puppet shows have relevance in chorus singing. Gosangi, Bhahmin and Yellamma arc

the main characters in Jambapuranam. Sometimes they use Bharmin characters for

the humou/in the performance. Gosan gi (see photo No.44) and Brahmin give the

total performance on the arranged stage and yellamma character performs around the

houses along with troupe for collection of donations. They need small stage and some

times space for performance.

They prepare their costumes and dresses with available leaves and trees

material and mostly they use vegetable colours. Moduga for red, black ash of

chymneys for black, yellow dust for yellow are some of their using colours. These

above colours and material can be observed for the application of puppets too. They

UA£ stage props, weapons, arrows, costumes with light weight carks of available trees

and use them as their traditional dresses, puppeteers use remaining pfices of leather

after making puppets for the stage props like as above. Due to social changes and

financial need, they also take up that performance profession as earning profession.

In that transformation they are performing all the historical, mythological, social,

fantasies for the people of all communities. They transferred their performance as

yakshaganam and they ask everybody for money.

Women participate in the performance as helpers in chorus and in instrumental

operation. Only men perform the chindu bhagavatham. The content is moderated

upto modern society and the main characters are Gosangi and a Brahmin. Gosangi is

representative of Jambavanta and Brahmin is a social character represents the society.

Brahmin questions the existence of Jambavantha as untouchable, ugliness of the

living style. Gosangi answers greatness of his living by helping all castes in either

way. Gosangi praises the leather profession and says without leather there will not be

a single profession in existence. Gosangi explains that all communities in the society

depending on Madiga community for all purposes. So, the total society is depended
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on Madiga Caste and they take the responsibility of helping in all respects. Gosangi

questions the highness of all castes than Madiga.

This gives clue that the argument of the two opposite characters in self

boosting method in equal status like in leather puppet shows. The force of the

questing and reaction in answering is very spontaneous like as in leather puppet

performance.

MUsti Bhagavatham :- It is a folk drama form based on caste. Masti is another caste,

who depends upon Madiga caste people for feeding. They have also Mirasi system

and their main job was border security in the kingdoms and give the training to

Madiga people in martial arts. These were the famous martials during the kingdoms

and they prepare the warriors from Madiga people for the border force of the kings.

Every border village of each country had protected by these Masti people and in the

later stage i.e. in British rulings they became the performers of the martial arts for the

entertainment. They are living on depending method till today on Madiga caste but

they shifted their activity from martial performances and martial training to drama

performances of Jambapuranam.

In the total cultural field, a warrior groups converted invto preaching way is a

peculiar point and in fact both the professions are the negative poles. Martial arts

teach do or die i.e. kill or die and the preachings teach live for peace. The Masti

people transferred from their life style from negative pole to positive pole according

to the changes of the political and social systems of the society. They have taken up

the performances of Jambapuranam and they call it as Adipuranam (see photo No.39

& 40). They perform the Adipuranam for Madiga Caste people and depend for their

feeding on Madiga Caste people. This is purely mythological one, and the origin and

greatness of Jambavantha who was their ancestor ,35 Adisakti (see photo No.40) the

sister of Jambavantha tries to attract him and offers him for her love. He* refuses and

explains the relationship, How Jambavantha is elder than Adishakti and three

murthies and the behaviour and entity of Jambavantha, becoming as their ancestor,

forming of Madiga caste and all will be explained in the Adipuranam. Because

Jambavanth is Adipurusha, they call it as Adipuranam. They perform this
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Adipuranam infront of Madiga caste people. This tells only mythological links to

their caste and this is only performing source for them. Patam katha is performed by

Dakkali caste people, but that is only descriptive through scrolls. So, Madiga people

are encouraging the Adipuranam. They perform like as Vcedhinatakam but they

make it as ritualistic climate. Their performance is not an entertainment programme

and only ritualistic performance. In the drama they introduce aseagadu i.e. bafoon

character only for humour and the character maintains limitations. Singing ragas,

music styles, dialogue methods have relevance with the leather puppet shows. Chindu

Bhagavatham explains the ups and downs of the society through their Jambapur'anam,

main purpose is to teach the awakening and social awareness among the community

people.

Masti bhagavatham (see photo No.39) tells the religious way and sentiments

of the people. They break the coconut fruit and do pooja and follow the total

devotional methods. They have one humourous character like as in other folk dramas,

but it is less in humour activities. They prepare themselves the costumes and dresses.

They use barks of the light wood for the dress material, i.e. moduga flowers for red

colour, black chimney's ash for black colour, lime for white colour, turmeric powder

for yellow and use all vegetable colours. The ornaments, kiritas and make up

constumes are very attractive like as in leather puppet shows. These are very

dominative position than other folk drama forms of A.P.

Masti bhagavatham is performed only by male except one female character i.e.

Adisakti. They won't feel shy to use black spectacles and wrist watches during the

performance timings.

Toorpu Bhagavatham (see photo No.46) is generated from Bhamakalapam of

Kuchipudi. Bhamakalapam is based on Satyabhama's viraham and the total theme

runs in single way. Chintalapativaru, Vankayala Balaramabhakta garu taken away the

theme of Bhamakalapam of Kuchipudi bhagavatham and prepared a script for dance

drama on a .title Satyabhama Viraha Vedana. This activity was shaped at East

Godavari, and then spread towards Visakhapatnam, Vizianagaram areas.36 This

activity was started in the east to Kuchipudi, so it was called Toorpu bhagavatam.
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Toorpu means east. Music, dance and expression are main points in this dance, drama

and dance is in prime position. Costumes are made by wood in these dramas.

Instrumentalists particularly Mridangists stand behind the artistes and operate the

instruments. The character sings itself and it differed from kuchipudi nattuvllngam

method. They follow the total dance traditions of kuchipudi but the dance elements

are not equal to kuchipudi. Dance movements, drama methods what they follow are

resemble veedhinHtakam. But they perform with only one character i.e. Satyabhama,

sutradliara a neutral, who acts as a servant and friend to satyabliama sometimes

questioning about the Viraham of Satyabhama and encourages the eagerness in her

with his dialogues. Bangarakka a humorous female character, wife of humorous

character Ketigadu in puppet shows expresses feelings of Viraham and proudness like

as Satyabhama. Though Bangarakka is humorous character, it maintains the dignity.

Maddela, cymbals are the main instruments and they stand behind the character along

with two more chorus singers. The Jada is famous in it and the total drama runs on

one character and on one event. But they perform through out night with that single

point programme.

Veedhinatakam :- Vecdi means street, the way to which the people using for their

movements in between their houses. The play performing in the vecdhi is called

veedhi natakam. It was the propagation of mythology purely imitated from classical

methods. It was originated for the purpose of prabodham, mythological preachings,

and knowledge. It was used as non-formal education. Later it is accommodated so

many social, historical, political plays along with mythological subjects. The puiposc

also shifted from traditional to entertainment. Then it emerged so many styles and

became multi dialectical branches, multi dimensional with different names. Chenchu

tribe people presents chenchu riatakam, yana~di tribe people presents yariadinStakam,

chukkuluru of Cuddapah people presents chukkaluru Ramanatakam,

People performs before curtain is called Teranatakam, Kuppam people

presents kuppam veedhinatakam, people of karnataka boarder districts presents

bayalata and doddata, chindu people presents chindu yakshagaham, mittidasarlu of
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Telangana area present yakshaganam are the names appear in the veedhinatakam

style.37 Amateur artistes are existing along with professional artistes and troupes.

At the beginning in the Veedinatakam the artistes operate all the instruments at

a time and perform all the talks (rhythemic styles) both in ascending and descending

order. That is the symbol for the beginning of the play. Then they sing Ganapathi

prarthana and Saraswathi prayer. After these two important prayers, applause the

other gods and ista devatas. Then they praise the elders of that village, and then their

guru. Then Chopudarulu, i.e. Vidushaka enters into the stage with pravesa daruvu.

Each character is performed by men only.' No female artiste can be seen in

Veedhinatakam performance. Each artiste knows everything i.e. he can act any

character and operates any instrument. It shows the potentiality in the performing

profession. Some times one artiste acts many characters and many performers act in

single character due non-availability of artistes or excess of artistes in the troupe.

Harmonium, Maddela, Cymbals arc main instruments . Songs, dialogues, daruvulu,

verses are performed through relevant styles. They prepare themselves the dresses

and costumes with the available barks, leaves and other material. Vidushaka of

classical play is called in veedhinatakam as sutradliara and aasegadu.

Some areas represents with the local name for this sutradhara as Hasyagadu,

Aasegadu, Chopudarudu, Buddan khan, Ketigadu, Sahayakudu, Sevakudu, pradliani,

Mantri etc. Whatever may be the name, but they follow the link up methods and the

character is the same. The character raises the current issues of the society directly

through the play characters. He can stop the scenes whenever the play is weakend, he

can enter in any scene at any time and can interupt the other characters. It is only the

character to take all relevant and irrelevant issues tliroughout the play according to the

taste of the current audience and current situations. This humour character is as

powerful as ketigadu in leather puppet shows and can be recognised as equal

character in humour. But this humour character cannot raise the financial issues,

discussion about the doners like as ketigadu in leather puppet shows. Veedhinatakam

requires ten to fifteen artistes for the performance. Comparatively both classical and

folk dramas are equal in view of performing aim.

37



The classical or general drama follows only text and there is no scope for

deviation or change in the performance, where as in the folk drama there is a chance

to deviate or change the text according to the convenient of the performers. Different

music patrons can be seen in classical and in general dramas whereas in folk dramas

the music is in only one patron for entire drama also. In the case of scenic order,

scenes, prayers, introducing the characters, stage etc. indicate the qualities of theatre

in folk drama and can be comparable with the leather puppet shows. Some times

leather puppet show performers perform the veedhinatakam with their puppet shows

script as it is. Then the leader performs in humour character to raise all the problems,

who has full of knowledge about the current problems.

Chiratala Ramayanam :- Agriculturists generally pay their devotion towards god in

many ways. Rama Bhajana is one among them and it is performed with chiratalu i.e.,

instruments. These chiratalu are called as chekkalu also and the performance is also

called as chiratala Bhajana and chekkabhajanna along with Ramabhajana. This is

purely devotional and some times, At existed as dance form. It is converted into

drama form in Telangana districts and existing as chiratala Ramayanam (see photo

no.28). Chiratala bhajana or chekka bhajana is purely devotional dance form about

rama and the chiratala ramayanam absorbed the folk drama methods and qualities and

is existing as drama. Theywear dresses and prepare costumes themselves. They wear

chiratalu and follow in a circle and walk round the circle with operating the chiratalu.

A paiflf of instruments chiratalu are made by wood and small iron sheets.

These are very convenient to catch with hand and to operate easily. The name of the

drama form originated from these instruments chiratalu.

Twenty to thirty youth follow as a group and select a guru (teacher) who is

called as chqjrtala pantulu.39 He is the director, and sutradlfara for the play. He

desides and musical fitness of the actors among the gathered youth. He teaches day

and night for a period of a month or two. After completion of the learning they give

the performance. The seniors will be given chance for characters like gods and

demons. The juniors will be given a place in vanta circle i.e., chorus singing. They

wear cymbals to legs and chiratalu in hands and move round the circle with singing.
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The chracters wear the costumes and dresses according to the nature of the

character. Senior artistes play female roles also. They gather ornaments, saris and

costly itmes from rich peoples'houses for the performance. Centrally located spacious

-i*--: bazars will be selected for the performance and will be arranged a stage like

height place called dibba. The performers walk round the dibba and the relevant

character comes to the dibba and sings his songs and joins with the circle. They

arrange one Kagada (a country lamp) for lighting purpose. In the later stage they

changed then style in dresses and getting dresses from dress companies and they

follow full dresses like yakshagauia.

They do the Ganapathi prayer from top of the dibba (stage) and come down

and follow as a circle around the dibba while they are moving roundly in that circle

and the characters come to the stage one by one and introduce themselves and mingle

with the circle. Then they start the performance Cymbals, Chirutalu, Maddela,

Ankletbels, Harmonium are the instruments which play the main role in the

performance. Songs, verses, kut ianas and dialogues are main verbal parts. They

give importance to set designing along with the musical items, vocal music, songs,

verses and expressions. Ramapattabhishekam, RavanaSab ha, Kishkinda in

Ramayana Uttara gograhanam in Virataparva.ni, Dwaraka, cattle group in

Mahabharata are the main settings they prcfor. They prepare big settings like as

separate houses or forts and they perform from there in olden days. Chervirala

Bh3gaiah's 15 books on Chirutala Raniayanam out of 24 are in circulation among the

Telangana people for performances.

He is the prominent writer on Chirutala Ramayanam. It is said to be

originated during the Independence movement in theTelangana and then it was

established as a femiliar folk drama in Telangana Districts of A.P.

Ravana, Rakshasa and even Dasaratha character also prays firstly Rama as

"Ramachandra Prabhuki Jai'MO The villain character praises the hero charcter is great

symbolic among the folk to express their devotion. Though they have diajictical

diversities in literature, dialogues, and also in music, they follow same rythemic and

music patrons like as yakshaganam and leather puppet shows. We can find
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similarities in presenting the its or scenes both in chiratala ramayanam and leather

puppet shows. Puppeteers f, e Puppets on the screen and pick up the concerned

Puppets to present on the se . according the event and after the scene is over, he

fixes the same on the corner of the screen like this way artistes in the chinatala

Ramayanam comes to the stage from the circle perform his character and goes back to

the circle.

Yakshaganam :- Prof. S.V.Joga Rao discussed in his Ph.D. thesis "Andhra

Yakshagana Vangmaya Charitra" about the Yakshaganam and analysed detailed.

According Velugoti Venkata Ramanaiah aimed that yakshaganam is the evolution of

puppet religious propagations were followed by the ancient society to show the

mythological stories as eye witnesses. The tours are the advantageous timings for the

propagation of religious propaganda. Performances were arranged to probhodh

dtarma through these entertainment programmes. These performances were started

through wood puppets, leather puppets in the beginning and later transformed into

manual performances. These performances were Muka Natya (without talk) and later

they started the performance41 with singing and acting according their singing.

Prof. Jtgarao argued that yakshaganam bomed in tourist places and land lord

houses and travelled to village court places (Ralchabanda) and then reached to king's

courts places. Texts also transferred from the hands of village officers (karanams)

and farmers to cities and Royal Court poets. Yakshaganam became an entertainment

piece both the court people and at the villagers.42

This argument can be supported in view of kamataka yakshaga'nams i.e.

Tenku tittu, Mudalapaya tittu and Badgu tittu which are existing in classical method

and Bayalata, doddata and sannata which are existing in folk method.

If we observe in Andhra Pradesh, we can find out slight differences between

the Yakshaganam, Chindu Yakshaganam, Kuchipudi Yakshaganam and Melaturi

Yakshaganam. Later two can be identified as classical and depended on Nattuvangam

but other Yakshaganas have their own style for singing and dialogues through

characters only. Chindu and Melaturi Yakshaganams have similarities in facial

expression and dance. Yakshaganam of Gattepalli (see photo no.30), Karimnagar
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District and Chindu Yakshaganams have similarities in music and in literature like as

in veedhinatakam. Yakshaganam in olden days particularly Tanjore Nayaka

Kingdoms got a place in Marga style (classical), however it can not be seen in

existence now as it was. Literature is taken from Tanjore Nayaka period by Kuchipudi

Bhagavatulu and performing as dance oriented performance with nattuvangam. Many

researchers argued that Tanjore Nayaka period Yakshaganams were music oriented,

yakshaganam performing by Mitti L ,.;arlu (see photo No.29), Chindu Yakshagarr.£v>n

in pure folk style both in literature and in performance. These are similar to Temkuttu

of Tamilnadu, Bayalata and Doddata of Karnataka, Veedhinatakam, ChenchunStakam

of Andhra Pradesh. Ragas, Daruvulu, Music patrons, dance rhythms are appeared

similar in leather puppet shows like as yakshaganams.

Th re are differences between these forms in the case costumes, performance,

style of music, dance, facial expressions, organising the performance, preparation of

dresses. There are differences between these forms. Everybody follows his own style

to retain their tradition and identity. Malas can be seen in female characters in all the

forms except in current days Kuchipudi yakshaganam.

Chindu Yakshazanam :- This is originated from yakshaganam with some local

dialectical pecularities. Chindu means dance, chindu madigalu is a sub caste of

madiga caste. These people depend on Madiga for their livelyhood and they give

knowledge for them through Jambapurarra/mfcaste puranam")(see photo No.42) as

performance. Along with the Jambapuranam, they perform yakshaganams for the

entertainment of all castes. These chindu people adopted general yakshaganam plays

both Mahabharata (see photo No.33), Ramayana and other mythological plays (see

photo No.32) and Historical contents.

Vighneswara prayer will be as usual like in other performances, like in puppet

shows and folk dramas but they won't keep any map or any doll of vigneswara

(puppet shows have vigneswara puppet) except singing of prayer song.43 No dance

or action can- be seen in this scene. But in puppet shows the vigneswara puppet

dances according to the tune of the prayer song. Small dance will be played after
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prayer which is not relevant to the play. That gives clue that the performers do alert

the audience towards the performance.

Sometime they introduce mythological characters like Balakrishna or Rambha

to entertain the audience with the humorous dialogues with the sutradhara. Ketigadu

and Bangaralcka start the humorous discussion after the prayer in the leather puppet

shows. Vanta also participate in chorus singing. The play will be started immidiately

to this entertainment scene with the introduction of coming king, sutradhara runs the

play from this point onwards and introduces himself as minister. The troupe members

are called as melam in chindu bhagavatham . The same term melam can be seen in

chindu yakshaganam also. The adopted daughters from chindu melam will act as

instrumentalists in Yakshaganams, where as in chindu bhagavatham^44 they act as

yellamma, the mother goddess charcter (see photo No.42). Adopting the girl in the

name of goddess means she will be the representation of goddess. At the end of every

bhagavatha performance, she will possess in the name of yellamma. Since the

adoption, she will be called as yellamma. Male persons, who act in the female roles

will express their action (see photo No.34) and in modulation of dialogue like as

females. All the male persons of chindu community will tiy for the growth of their

head hair for the hair styles of female characters.

Savitriparinayam, Chenchu lakshmi, rukmahgada Charitra, dhannangada

Charitra ,balauagamma, sarangadhara Charitra are some of the plays, which they

perform as y.r ;haganams. children of chindu community will learn the performance

from their childhood through their parents only. The children of puppeteers follow

their profession on the stage from the childhood onwards. The stage is covered stage

in the puppet shows, so no disturbance to the audience can be seen with them. Chindu

artistes, children will learn on the stage and the puppeteers children will learn inside

the stage. Both are giving training from the childhood. Parents are the first gurus for

them like as in puppeteers tradition. Chindu artistes adopt the music and literature

from yakshaganam for their dance dramas. Folk literature and dialogues enter in these

dramas according to their knowledge level. These chindu yakshaganams can be seen

as equal with the yakshaganasm in literature and music and can be seen as equal with
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the Kuchipudi Yakshaganam in dance (sec photo No.33) and expression. Through

these have dance, they themselves sing and say the dialogues but not depend on

Nattuvangam. This is more powerful form because obsorbe both the qualities of

Yakshaganam and Kuchipudi Yakshaganam.

"On the title of Yakshaganam Karnataka is having four types of Yakshaganas

i.e., Miidalapaya Yakshagana, Tcnnkutittu, Badgutittu, kundapura tittu".45 These are

classical in all aspects like as our kuchipudi except in costumes, and bayalata and

doddata arc the pure folk, like as our Veedhinatakam and Yakshaganam.

The above are the major and popular fomis in Folk dramas of Andhra Pradesh.

These have some common qualities in the performances, basic idealogies, social and

cultural values, music patrons and rhythmic trends and similarities in some angels

with the leather puppet performances.

Hack Ground History :

Classical drama forms have historical evidences. Folk drama performances

have also reasonable historical evidences. Buddhism had used art forms from all

quarters of people to propagate the religion with a view to educate and entertain the

people. Buddhism used the Puppet shows, drama forms, Scroll Narratives. Saivism,

Vaishnavism & Sakfisyam followed the foot steps of Buddhism and advanced in

utilising the art forms of music, dance, narrations and dramas particularly folk art

forms. Jayapa Senani himself told in his Nritaratnavah that Pratayjludradeva helped to

convert many folk art forms as classical during his ruling.40

They encouraged narratives and folk dramas for religious propagation. They

devided the society as caste segments with same mythological link of Shaivism. Each

caste had sub-castes and those arc dependent castes. This was general practice in 10 to

13th Centuries A.D. Each dependent caste had an art form for propagation of Caste

myth. Dances like Veeranatyam, Goravayyalu, Pcrini, Oggu dances; Narrations like

Jangam katha, Oggu katha, Runza katha; Scroll Narratives like Gowda Puranam

(Gowda Caste myth), Markandeya puranam (Padmasale Caste Myth), Jambapufanam

(Madiga Caste Myth), Bhetala puranam (Mala Caste Myth); and folk dramas like
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Mylaru devuni Charitra (Veedhi Natakam), Mallikarjuna Kalyanam (Folk drama),

Bhakta mSrkandeya (Folk drama) and formats were supported by the King. These

art forms are still in existence in Am Pradesh along with Leather Puppet show

performances.

On the same way Vaishnavism a;^Sakteyam encouraged the artistes and arts.

The artistes who perform the myth were called as BK^avalhulu and the performers

who perform in the King courts for entertainment were called artistes. Like this way

Vaishnavism introduced dance forms like Chckka Bhajana, TappctaguMu, Pandari

Bhajana; Musics like Harikatha, Tandana Ramayana katha, Dasari katha, Scrolls like

Bhagavatham, Bliaratam and Ramayana events and drama events like Chiratala

Ramayanam, Chenchu Bhagavatham, Chukkaluri Ramanatakam, and other

mythological activities. Saktcyam also introduced dance forms like Garagalu, Bonalu,

Urumulu; Music forms like Pamba katha, Runzakatha, Byneedi katha, Asadikatha,

Sarada katha and drama forms like Mandhata. After some time these were converted

into entertainment performances.

After the Collaps of the Religious rulings, the propaganda missions became

helpless for their livelyhood and taken up the entertainment profession. Jangam katha

born ed in Shaivism time, Burra katha adopted the qualities of Jangam katha and came

into the existence around 1940 which was born at the time of II World War.47 Oggu

katha also generated at the time of Shaivism and probably 121'1 Century A.D.4K All the

forms and formats got an encouragement, and so many new forms were generated al

the time of Shaivism and Vaishnavism around Tenth century. Burra katha, Chiratala

Ramayanam homed in the independence days for enlightenment in the Public.

During the religious struggle of Shaivism and Vaishnavism, Caste system was

born on the basis of professions as lower and upper castes. The castes from lower

strata have the system of dependency. Particularly some castes depend upon another

castes which arc having relevancy in all traditional proceedings. These arc the Sub-

castes of that main caste group. This system can be seen in Maratha group Puppeteers

too. The sub-castes arc further divided into two or more. In Madiga and Mala castes

there arc more than 14 sub-castes. Among these sub-castes, one works from the top
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position i.e. from Guruslhllna and another works from low position. Some sub-castes

survive for just dependency. The main caste has to take responsibility as a host and

has to feed all these sub-castes. But in Puppeteers no dependency method can be seen.

These sub-castes tell something about the caste legend through an art form.

Among these sub-castes some have taken up story narratives and dramas for

explaining the legends. The sub-castes are being fed by the host castes in different

ways i.e. through Mir35i (a permanent donated landed property or right to ask the

money or grain from the host caste people in some villages) and through financial

assistance to the performers, or in begging way. The begging has also been referred to

as one type of Mirasi or Vatanu. The top sub-caste people like Bavancclu, Pamba

would be honoured as priests and they tell the legends through story narration.

The Mirasi system (dependency system) deals with almost all the castes of

Andhra Pradesh with a degree of variation in dependency. Some castes have more

than three dependent castes, but more or less all the castes have atleast one or two

dependent castes. The host castes and their dependent castes follow the same

traditional and religious methods during their life cycle rituals. Each caste has its own

identity in the traditional line and some resemblances can be seen within the group of

dependent and host castes.

Some dependent castes like Goravaiahlu work as priests for their host castes

and co-dependent castes in the life cycle rituals. The performers of Chindu and Mastj

people too beg for food, clothes and money and treat their host castes i.e. Madiga as
_ _ sc-

upper caste. Madiga caste people treat the Dakkila caste people only as untouchables.

Thus the Bindla, Pamba, Chindu, Masti people have independent movements

and separate identity in social status and in cultural relationship. Rituals, traditional

barriers, cultural integrity, social relationship, devotional atmosphere, life cycle rituals

are common to be seen with them. Such events exhibit the significance and dignity of

the above caste people.
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1.1.6.3. Performative Strategics

In the beginning of the performance i troupe starts the performance with

prayer song in all the narrative and drama fo. .Naturally an elder man in the troupe

sings the prayer song.

Audience sit facing the performance. "^^ Narrator stands in the centre of the

troupe and other performers stand either side of the narrator with their instruments.

These supporting singers follow the movements and narration of the main performer

as a Vanta (Chorus). The instrumentalists operate the instruments like Maddcla,

Cymbals, Harmonium i.e. rhym and rhythm follow the main performer and repeat the

songs as Chorus.

The narrator completes the prayers of Ganapathi, Saraswathi and their caste

goddesses. Then /n^h<LBindla and Pamba Kathas' leader in the Chindu and Masti

performances starts the story starting with his introduction along with his troupe and

explains his main puposc to have the performance at that perticular place. He greets

all the elders of the caste and touches the caste sentiment to attract the audience. The

usual routine business can be seen in the movements of performers and all the artistes

cautiously try to bring the seriousness in the atmosphere for the good performance.

They involve seriously for the best production of the performance. During the prayer

songs, no domination can be seen in the performance like in the general

performances. After the prayer songs, the main narrator starts the story in Bindla and

Pamba. At the end of the story, the leader creates sacrificial atmosphere in Chindu,

Bindla and Pamba performances and the audience offer the sacrificial animal to the

god. The performers convince the audience to involve in the legend. Some troupes

collect the money in the middle of the performance and some troupes collect at the

end.

Thus the performative strategies cover the starting of prayer song, and up to

the end of the concluding prayer i.e., Mangahi Harathi. It deals with different

behaviours of the artistes in different events and timings like in the prayer song, after

prayer song, instrumentalists and their operation methods, refrains and supporting

46



stories, simultaneous alternative arrangements for the performances in problematic

situations and at the Mangala Marathi also.

1.1.6.4. Relationship and Interaction between the Performers iul Audience

The performers and the audience have social relationship and that can not be

scperatcd. Almost all the Narrators and Bhagavathulu have inL r̂ relationship.

Pamba is a dependent caste on Harijan Community i.j. Mala caste and they

perform the caste legend of Mala caste people. Masti, C'.indu and Bindla are

dependant castes on Madiga, professionally chermakaras in Andhra Pradesh and they

perform Jambapuranam for Madiga caste people. The dependant castes arc the

performers and the host castes people are the audience. The performance is not only

pure entertainment but also a ritual. The performers are not only the entertainers but

also preachers of their caste legends. In that way the audience not only enjoy the

programmes, but involve in the programmes for its rituals. The host people arrange

the programme for themselves and they involve as participants with devotion in the

ritual. They protect the sanctity of ritual by behaving in a hon'ble manner. The

performers are having hold on the host caste people and socially they have respectable

relationship with them. Some are in priest position to the hosts and some dependents

are in low level to the host caste people. The dependant castes like Bindla, Pamba arc

in priest position and socially they are given higher respect by their hosts. The

dependant castes like Chindu, Masti like Gurrapuvaru arc in low status than their host

castes and professionally in begging stage though they perform caslc legends. Socially

they are neglected and are treated in low level, like Puppeteers.

All the dependents who are giving the performances arc given culturally equal

respect at the time of performances. As the host castes people recognise the

devotional greatness ofperformers and honour the performers irrespective of their age

and social status. Puppeteers also get the same respect. Though the Puppeteers arc not

dependents they depend for livelyhood through performances.

The caste myth narrators perform for mental purity and peace, but not in an

entertaining mood. So, no interaction can be seen like an entertainment programme

and only devotional reaction can be seen with them. There can not be seen any social
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interaction between the performers and host caste pr nlc in the shape of jokes, or

other humourous events other than the story like i in other artfonns. From the

cultural point of view, the audience pose questions during the performances to know

clearly the sanctity of the legend and the performers too react accordingly. The same

method can be observed in the Puppet show of Ramayana like Sundara kanda only.

Here the social, cultural, devotional and personal relationship between the

caste myth performers and the host cast people can be observed along with the

interaction between them.

Contexts :

Generally the community people request the performers for the Narrative

drama performances, and organise the performance once in a year as a collective

effort. Somebody takes initiative on behalf of the community to bring forth the

programme and the same person take the responsibility of collecting the money for

performers, fixing the date, time and venue and other supporting items of the

performance. The same method can be observed in the case of Leather Puppet show

performances also. The performance will be arranged at spacious temples to make

comfortable for all. The nearby villagers of the same caste to gather at recognised

village and observe the performance.

Generally the host castes organise the Bindla and Pamba performances at the

time of annual ceremonies of the caste rites. These rites are in the shape of

Mylatudupulu i.e. to bring the community into the sanctity or purity by conducting the

Puja Programme. These can be observed in the houses of Puppeteers by themselves

only. They feel pure by cleaning all the Myla. They do conduct this type of holy

activities during the festival days and at the time of marriages. When the births and

deaths occur, they feel the community gets Myla i.e., impure, so that no sacrificial

activities can be taken place without purifying it. This is also a context for the

performance, Bindla & Pambas alongwith the annual ceremony. Madiga, Mala

communities arrange performances of Bindla and Pamba stories of their caste story at

the time of marriages at their homes. The communities of Gowda, Mala, Madiga,

Padmasale, Mudiraju arrange the Scroll Narrative performances on some occasions



along with the narratives and Bhlfgavathams at a mass festival of that community.

During these mass festival days the relatives of community come and join with them

to celebrate the function and they prepare the feast with Hie meat of the scarificial

animals.

Rich people of a community arranges a particular performance i.e. Bindla or

Pamba of and Jambapuranam of Chindu on the occasion of house festival or in a

major house celebration. The owner of that house invites both the performers and

audience of that community and they celebrate that ritual. Though the audience have

no role in the organisation of the performance, they involve in the performance as

devotees and bring the ritual atmosphere. It can not be seen as entertainment

programme even in the indiviudal's house performance. The individuals arrange the

house performance of leather puppet show performance like as caste myths. The

performances lake place at the time of general festivals, where the financial position is

sound. The people gather together and collect money for the expenses and

honourorium to the performers and call the performers for the celebrations of caste

festival, entertainment performances of Yakshaganams, Vecdhini'itakas, Narratives

like Jangam Kalha, Burrakatha, llarikatha, Oggu katha and other folk dramas and

Leather Puppet shows. The hosts create all these contexts at their convenient timings

and create the occasions for all the performances too. It is observed that this type of

celebration reveals the devotion towards the community gods and enjoyment too. The

other side oflhe coin is that the performers too create contexts. This shows the

necessity of the performers for their bread and they create a climate for it and encash

the sentiments of the host caste people If a performer wants to create a context for the

performance. The performers observe the situation of agricultural benefits and

professional satisfaction, then they move for the pci-formanccs. They search suitable

place and persons who encourage their performances. Some times the host people do

not mention their rituals and performances and lb|\>et them. In such cases too the

performers themselves remembers the occasion and [akcs initiative to organise rituals

Hien the performance takes place. They also rei l lcmbcr about the rituals on the

occasions of festival days, caste festival days, general celebrations, marrias-c

celebrations, traditionally fixed days and prepare them for P£ rr0 1 T n a l l c c s .
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Now the Government bodies arc engaging the Folk Art For: for propagating

their policies like family planning, Adult Education, Literacy, Aids, ;alth and Child

care etc. Among the folk art forms, leather puppet show performances and Scroll

Narratives also are invited to propagate the Government policies. These performers

are inserting the policy items in between the stories, myths and caste stories and are

giving performances among the people. The people observe the policy items in

between the legend in the entertainment shape, and with concentration and with

devotional feelings. Private organisations at their general celebration days, political

parties at the time of elections are making use of these forms. These contexts are not

be counted for their goal and only as their additional activities.

If the Researchers or the Research organisations ask for performance it may be

a new context for them, but they, however, perform with a great zeal and enthusiasm.

Central Idea/ogy:

The discrimination started in between the castes as upper class and lower class

and the professions as high profession and low profession,great tradition and little

tradition.

The society respected the upper castes and their professions and show

negligence towards giving respect to the low caste people and their professions. This

continued for generations together towards the lower classes. Sufi movement came

forward in the Medieval Age to encourage self confidence in the lower classes and

self respect.

Sufi movement turned down the differences between caste, creed and sex and

mooted a message that all arc equal in getting the Mooksha. Self respect and

confidence increased in the lower castes and in their professions through this Sufi

movement. This was propagated through the narrative forms, scroll narratives, folk

dramas, puppet shows etc. This was utilised by all, Veerashaiva movement occupied

the minds of people of Andhra Pradesh and Kamakata in the medieval age. The main

concept of Veera Shaiva Movement was to encourage the self respect, self belief and

self confidence in the lower class people and in their professions.
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Upper class utilised the written literature and the lower class utilised the oral

literature and folk performances of dance, narration, drama, puppet shows as their

vehicles. The people of all castes come together and move together. This helps to

indicate the equality, fraternity and integrity and it leads to the strengthening the

society from gross root level.

1.4.3. Drama Narratives

The narratives like Tella Chirala varu, Mandecchula vani and scroll narratives

like kakipadagalu, Madelpuranam (Patam katha), Gowda puranam, Jambapuranam or

Dakkalapuranam, Bhetala puranam or Gurramvari kathalu, Addapuvari puranam,

Padma Puranam are the art forms, with some dolls and scrolls. The performances are

done in day time only. And also performed on the fixed stage and artistes narrate the

story showing concurred diagram on the scroll with stick in his/and. Tella chiralavaru

arrange a big tent and the story of Katama Raju katha is painted in picture forms on

the top of the tent. The audience sit under the tent and the perfomier narrates the story

by showing pictures with the help or his hand stick. The narration will be in

Yakshagaham style, and they use the instruments of Harmonium, Maddcla and

cymbals. The narrator wear ankletbells to his legs. The method of singing, the vanta

fay side singer, the action and expression by main narrator constituency the total

drama format. But there will be no stage, no costumes, no actors and no spent dresses

are made use of for the purpose. Mandecchulu is also a narrative form, but they

introduce dolls for narration. The dolls of Katama Raju katha are performed by

Mandecchulavaru, or potapotrapuvaru by showing a designated doll according to the

story. The story narration will be in Yakshaganam style with relevant instruments.

The singing style, dialogue delivery and reading out the poem are very disjunctiones.

Particularly the cutting of a dialogue at its end and the tone set to sing a poems are

P4ouii"avt6 this form only. It is thus said to be yakshagana style. No fixed stage is

required for them. They sit anywhere with their dolls for peformance. Preferably on

the floor or amantapam or in the spacious bazars.

The scroll narratives have an important role in the society, these arc the

promoters of communal stories and dependents on some castes. Madel puranam is the
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caste myth of Rajakas. Padmapuranam is the myth of padmasale caste, Jambapuranam

is the caste myth of Madiga caste, Bhelala puranam is the myth of Mala caste,

Kakipadagalu is the caste myth of Mudiraj caste ncoplc. These are performed by

dependent castes of the concerned caste group and this dependent caste is a sub-

caste in the same caste segment. Machaiahlu perform the Madelu puranam. Gowda

jcttilu perform the Gowdapuranam, Dakkali perform " - 'ambapuranam, Gurramvaru

perform the Bhetalapuranam and pandavula varu f brm the kakipadagalu. The

method of singing, perfomiing techniques, instrumental of all the above art forms is

similar like as in Yakshagaham. Raga method, ending points, narration, conversation

are all in Yakshaganam style and are having more dramatic values.

1.4.3.1. Scroll Narratives

The Scroll means a cloth or a paper of 20 to 40 Meters of length and 2 Meters

of width with a legend or a story on it, in the shape of pictures or scripts. The Scrolls

are used to narrate the mythology through pictures or the scripts. As such these scrolls

are called Scroll Narratives.

Some of these Scrolls arc used to exhibit the pictures without narration. The

same pictures of Legends, Epics or Ethics or Ballads can be seen in the roofs of

palaces, roofs of temples, on the gopuras of temples, on the walls of palaces and on

the walls of temple mantapas. In some cases dolls of wood or clay can also be seen to

narrate the stories in front of the curtains in some art forms glove puppets and

backside of the curtains in some art forms like leather puppet shows.

The epics, legends, ethics, ballads, the histories of the great warriors, histories

of the historians, religious matters, social events and caste legends have been

propagated through Scroll narrative performances in the concerned societies.

These Scrolls can also be seen as in the shapes of single map containing one

picture, collective maps or group of maps containing many pictures. The Scrolls can

be divided into three divisions according to the style of performance viz., (i) Sanchara

Patams, (ii) Sthira Patams and (iii) Chalana patams. The term 'patam' is a Telugu

word which has its conceptional meaning as scroll.
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Background:

Like so many art forms, Scroll Narrative performances have reasonable

historical evidences. Buddhism had used art forms from all quarters of people to

propagate the religion with a view to educate and entertain the people. Buddhism used

the Scroll Narratives for similar purpose. Jains also used this Scroll narratives to

propagate Jainsim. Vedic movement followed the same path. Ancient Buddhist, Jaina

and Brahminical literatures refer to this Scroll Narratives as Pata chitras. Classical

Sanskrit texts mention this as Yama patas.49

According to Byzantium "One specific aspect of Tibetan Lamaistic art,

namely the Tibetan painted Scrolls, generally known as Tankas, deserve special

mention. These paintings, usually on cloth, seldom on silk or embroidered, are typical

of Tibet and Himalayan countries, to serve magical purposes, to induce meditation

and also to illustrate the lives of the Buddha and of Saints".50

Another important point is about the Dead Sea Scrolls and their existence. It is

"a collection of ancient manuscripts retrieved since 1947, from a series of caves on

the West Bank of the Dead Sea and in the neighbouring area of Jordan. The bulk of

the Scrolls are Biblical and religious texts written in Hebrew and Aramaic. The

manuscripts are not homogeneous. They represent deposits made at different times

between the 1st and 8lh centuries A.D. and vary in language, content and date. Some

of them have been preserved as fairly extensive rolls, while the vast majority have

survived only in the fonn of pitiful fragments (often no longer than a postage stamp),

which have to be carefully pieced together and even then leave unfortunate gaps.

The Dead Sea Scrolls include the oldest known copies of the old Testament

Scriptures as well as the long lost originals of several books of the Apoeiypha and so

such celebrated pseudoepigraphic or non Biblical, Jewish religious works as the books

of Enoch, Jubilees, and the Testaments of the Twelve patriarchs.

Besides the Biblical and religious texts there are also secular documents

(including military despatches and legal writes) in Greek, Latin, Nabalaean and
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Arabic".51 It is an evidence that, many of the re ';ions have effectively used these

Scrolls for the religious propagation throughout th orld.

"The Scrolls of Bengal, Bihar and Onst 'ustrate the local variations of

Hindu Mythology while Rajasthan and Gujarath Se. \, illustrate the Jaina Tirthas, or

Holy places and brave deeds of local heroes. Yama pal as depict the journey to heaven

and the punishment sinners suffer in hell".52

Other States of India have also the same cultural propagation through the

Scroll Narratives. The Scrolls are called in Bihar and Bengal as Pata chitra, in

Maharashtra as Tat', in Rajasthan as 'Babuji ka Phat ' (name of the local hero), in

Orissa and Karnataka as 'Pata'.53

In Andhra Pradesh these arc called as Kaki Padagalu and Pa tarn Kathalu.

These Scrolls are having basic grip in their areas and hence, they keep their existence

with their own identity even today. Several castes from Andhra Pradesh are

propagating the caste legends (Kulapuranams) through several perfonnanees. Of all

the performances, Scroll Narrative performances have a special place in propagating

the caste legends. The Scrolls are in the hands of some dependent castes and they are

utilising it for earning their bread and butler. They have a profession of dependency

on seven related castes. The related castes are called host castes. They have a right to

tell these legends and enjoy the properties acquired for these professions during their

Ancestors days. These are all traced out in the Telangana Districts of Andhra Pradesh.

In a way "Scrolls narrate the origin of particular caste and eulogise the daring exploits

of their legendary heroes. Occasionally they incorporate episodes from Hindu

Mythology and the Puranas but the traditional characters predominate, woven into the

narrative. They were painted by local artists and used by minstrel picture showmen

who traveled to the different villages, performing the appropriate stories when invited

by people of a particular caste. The caste element was very strong and prevailed not

only in the theme, but also with audience, even through other villagers were some

times allowed to witness the show".54 This has been an observation of Jagadish

Mittal, a painter from Andhra Pradesh.
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On close examination of the dependency, certain factual elements about the

dependant system can be noticed. The castes from lower strata have this system of

dependency. Particularly some castes depend upon other castes which are having

relevancy in all traditional proceedings. These will be the sub-castes of that main

caste group. The sub-castes arc further divided into two or more than two caste

groups. In Madiga and Mala castes there are more than 14 sub-castes. Among these

sub-castes, one works from the top position i.e. form Gurusthana and another form

low position (begging) and some sub-castes survive just due to dependency. The main

caste has, therefore, to take responsibility as a host and has to feed all these sub-

castes. These sub-castes tell something about the caste legend.

Among these sub-castes some have taken up Scroll Narratives for explaining

the legends. Gowda Chetties tell the Gowda Puranam for Gowda caste people,

Machaiahs tell the Madelu Puranam for Rajaka caste people, Kakipadagalavaru tell

the Mahabharata to the Mudiraj caste people, Kunapulivaru tell the Padma puranam

for Padmasale caste people, Addapuravu tell the caste legend for the Mangali caste

people (Barbers), Gurrapuvaru tell the caste story of Malas for Mala caste people and

Dakkalivaru tell the caste story for Madiga caste people through these Scroll

Narratives.

These sub-castes arc being fed by the host castes in different ways that is,

through Mirasi (a permanent donated landed property or right to ask the money or

grain from the host caste people in some villages) and or through financial assistance

to the performers, or through begging in some castes. The begging has also been

referred to as one type of Mirasi or Vatanu. The top sub-caste people would be

honoured as priests and they tell the legends through narration of the Scrolls.

The Mirasi system (dependency system) deals with almost all the castes of

Andhra Pradesh with a degree of variation in dependency. Some castes have more

than three dependent castes, but more or less all the castes have atleast one or two

dependent castes. The host castes and their dependent castes follow the same

traditional and religious methods during their life cycle rituals. Each caste has its own
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identity in the traditional line and some resemblance's can be seen within the group of

dependent and host castes.

Some dependent castes work as priests for their hos. wastes and co-dependent

castes in the life cycle rituals. But almost all these Scroll Narrators have an upper

hand and grip at the temples of their caste gods and at caste rituals.

Rajakas consider the Machaiahlu as their priest,55 C jwdas consider the Gowda

Chetties a their priests, Madigas and Malas won't consider Dakkala and Gurramvaru

as their priests respectively, and they treat them at low level. These performers too

beg for food, clothes and money and treat their host castes i.e. Madiga and Mala as

upper castes. Madiga caste people treat the Dakkala caste people as untouchables. The

remaining Scroll Narrators are getting the respectable social status from the host

castes as like as priests.

There is no marriage relationship between them, but there exists the food

relationship. Thus the Scroll Narrators have independent movements and separate

identity in social status and in cultural relationship. Rituals, traditional barriers,

cultural integrity, social relationship, devotional atmosphere, life cycle rituals like

ceremonies during birth, marriage, death etc. exhibit the significance and dignity of

the Scroll Narrators.

After completion of the stage arrangements, the troupe starts the performance

with prayer song. Naturally an elder man in the troupe sings the prayer song. The

elder may or may not be the troupe leader. The leader of the troupe may not be the

leader of the performance or the leader may lead the performance too. But whereas in

the case of Leather Puppet shows the leader always leads each and every event from

the prayer song onwwards.

Here the stage means allotcd position to the Scroll i.e. the hanged position of

the Scroll to the wall or sticks. The stage of scrolls is very similar to leather puppet

shows stage, and both the stages an fixed ones. In front of the Scroll the audience sit

facing the Scroll. The Narrator stands by the side of the Scroll with a hand stick and

other performers sit aside with their instruments. One supporting singer stands besides
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the narrator and follows the movements and narration of the m ormer as ^

Vanta (Chorus). The scroll, main singer, vanta singer, instrumentalists will be outside

the curtain i.e. front of the curtain and whereas in leather puppet shew, the puppets,

artistes, instruments will be inside the curtain i.e. backside of the curtain. Thc

instrumentalists operate the instruments like Maddela, Cymbals, Harmonium i-e.

rhyme and rhythm follow the narrator and repeat the songs and chorus.

The narrator completes the prayers of Ganapathi, Saraswathi like as puppet

shows and additionally their caste goddesses too. Then he starts the story with his

general introduction along with his troupe and explains his main purpose to have the

performance at that particular place. He greets all the elders of the caste and touch

upon the caste sentiment to attract the audience. In the middle of the performance, the

performers take lea, water, cigarettes and small initiatives to adjust the stage as a

routine activity. The usual routine business can be seen in the movements of

performers and all the artistes cautiously try to bring in the seriousness in the

atmosphere to make it a good performance. They involve seriously for the best

production and output of the performance. During the prayer songs, it is very similar

to leather puppet shows and no domination can be seen in the performance like in the

general performances. After the prayer songs, the main performer starts the story.

Assistants release the scroll according to the story. At the end of the story, the

performer creates a sacrificial mood in the audience, whereas in puppet shows, the

performer creates attraction mood through praisings. With the result of this the

audience may offer the sacrificial animal to the god. The performers close the

performance finally with the ending prayer i.e. Mangala harathi. Some troupes collect

the money in the middle of the performance and some troupes at the end.

Thus the performative strategics they implement are seen from the starting of

prayer song through to the end of the closing prayer i.e. Mangala harathi.

Performative strategics constitute different human behaviours of the artistes in

different events and timings like in the prayer song, after prayer song,

instrumentalists and their operation methods, refrains and supporting stories,
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simultaneous alternative arrangements for the performance in problematic situations

even including at the time of Mangala harathi.

Every performance has its own qualities and limitations. Here the performance

and the audience have social relationship and that cannot be separated. Almost all the

Scroll Narrators have inter-relationship.

Gowda Chetti is a sub-caste and dependent caste on Gowda caste,

professionally Tadi toppers in Andhra Pradesh and they perform Gowdapuranam for

the Gowda community people. Kakipadagalu is a dependent caste on Mudiraj caste,

professionally agriculturists in Andhr Pradesh and they perform Mahablfaratham for

Mudiraj caste people. Machaiahlu is a dependent caste on Rajakas, professionally

washermen community in Andhra Pradesh and usually perform Madclu Puranam for

Rajakas. Kunapuli is a dependant caste on Padmasali, who arc weavers by profession

in Andhra Pradesh and they perform padmapuranam for Padmasali caste people.

Addapuvaru is a dependent caste on Mangali, barber community, in Andhra Pradesh

and they perform caste legend for Mangali caste people. Gurrapu is a dependent caste

on Harijan Community i.e., Mala caste and they perform the caste legend for Mala

caste people. Dakkali is a dependant caste on Madiga, professionally chermakaras in

Andhra Pradesh and they perform Jambapuranam for Madiga caste people.

These dependant castes people give performances of the caste legends for their

host castes people through Scroll Narratives. The dependant castes are the performers,

and the host castes people are the audience. The performance is not only for pure

entertainment but also seen by and large as a ritual. The performers are not only the

entertainers but also preachers of their caste legends. In that way the audience not

only enjoy the programmes, but involve in the programmes for its rituals. One

interesting finding here is that all the scroll narratives performed indulge in realising

the human sentiment through the caste element. Whereas in the puppet show, it is

purely entertainment and no division in the audience.

The host people who arrange the programme for themselves and they involve

as participants with devotion in the ritual. They protect the sanctity of ritual of

behaving in a honourable manner.
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The performers are having hold on he host caste people and socially they

have respectable relationship with them. Some are in priest position to the hosts and

some dependents are in low level to the host caste people. The dependant castes like

Gowda Chettilu, Kak&ipadagalavaru, M'achaiahlu, Kuhapulivaru and Addapuvaru are

in priest position and socially they are given higher respect by their hosts. The

dependant castes like Dakkali, Gurrapuvaru are in low status than their host castes and

professionally in begging stage though they perfonn caste legends.Sf Socially they

are neglected and are treated in low level.

They won't get equal treatment and they live at the mercy of the hosts. But all

the dependents who are giving the performances of Scroll Narratives are given

culturally equal respect at the time of performances. No discrimination can occur

among any of them. They order the hosts at that time for observation of legends and

feel superior during the programme. All the dependents irrespective of their age, get

the respect from the host castes people at personal level. As the host casts people

recognise the devotional greatness of the performers and honour the performers

irrespective of their age, and social status.

Here the host caste people gather and arrange the performance with the

sanctity on their caste legend. The perfomiers do not attach much importance whether

the audience are following their performance or not. They just narrate the legend and

complete the performance. There is no neccessity for them to pursue the matter

whether their performance is good or not. Because the performance is arranged in a

ritual context, the audience too do not get develop an anxiety on the performance.

They sec the performance only as a devotional process.

They perfonn it usually for mental purity and peace, but not in an entertaining

mood. So, no interaction can be seen like in an entertainment programme at the Scroll

narratives and only devotional reaction can be seen with them. There can not be seen

any social interaction between the perfonners and audience in the shape of jokes , or

other humourous events other than the story like as in other art fonns. From the

cultural point of view, the audience pose questions during the performances to know

clearly the sanctity of the legend and the performers too respond to it suitably.
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Here the social, cultural, devotional and personr i relationship between the

performers and the audience can be observed simultaneously with the interaction

between them.

Generally the host caste people request the performers for the Scroll Narrative

performance. The community organises the performance as a collective effort. The

host caste people gather to arrange the performance of Scroll Narrative and it might

be once in a year. Somebody takes initiative from that community to bring forth the

programme and the same person takes the responsibility of collecting the money for

performers, fixing the date, time and venue and arranging other supporting items

required for the performance. In the recent context a change has been noticed interms

of performance organisation. The host caste people from four to five villages arc

arranging a common performance with a view to share and kssseft the financial

burden. The performance is being arranged at spacious temples to make it more

comfortable and to be accessible for all other villagers. The nearby villagers of the

same caste gather at the specified village and watch the performance.

Distinct feature is that, the host castes organise the Scroll Narrative

performances at the time of annual ceremonies of the castes rites. These rites arc in

the shape of Mylatudupulu i.e., to bring the community into the sanctity or purity by

conducting the puja programme. Then they feel pure by cleaning all the myla. They

do conduct this type of holy activities during the festival days and at the time of

marriages. When the births and deaths occur, they feel the community gets Myla i.e.,

impure, so that no sacrificial activities are to take place without mylatudupulu. This is

also a context for the performance of Scroll Narratives along with the annual

ceremony. Madiga, Kuruma communities arrange performances of Scroll Narratives

of their caste story at the time of marriages at their homes. The communities of

Gowda, Mala, Madiga, Padmasale, Mudiraju arrange the Scroll Narrative

performances on occasions where mass festival of that community take place. During

these mass festival days the relatives of the community come and join with them to

celebrate the function and they contribute to the feast. They celebrate it with the meat

of the sacrificial animals.
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Well to do people of the community arrange a particular performance on the

occasion of house festival or during a major house celebration. The owner of that

house invites both the performers and audience of that community and they celebrate

that ritual9. Though the audience have no role in the organisation of the performance,

they involve and enjoy the performance as devotees and bring in the ritual mood and

atmosphere. Therefore, it cannot be seen as an entertainment programme even if it is

done in the individual's house performance.

The performance also takes place at the time of general festivals. Here the

financial position to organise it may be sound. This is due to the fact that, the

community people gather together and collect money for the expenses and

honoururium to be paid to the performers. Then they will call the performers to

organise the show to celebrate the festival occasion. Broadly these arc the occasions

we come across for arranging performances. The hosts create all these contexts

matching to their convenient timings and create the occasions too. It is observed that

their type of celebrations reveal twin purposes : the devotion towards the community

gods and enjoyment too. ;

The other side of the coin is that the performers too create contexts. This

shows the neccessity of the performers for their bread. They are intelligent enough to

create a climate for it to encashing the sentiments of the host caste people. If a

performer wants to create a context for the performance, he plans for it and moves

according to his plan for performance. Generally the host castes are Agriculturists or

dependents on agricultural profession. The performer watches the situation of

agricultural benefits and professional satisfaction, then he moves for the

performances. He finds suitable place and person or persons who would encourage his

performance. He never goes without a plan or without adequate information about the

host. Therefore, the question of failing to identify the host for performance do not

arise. Firstly, he advances the sentiment of devotion towards the caste gods in the

caste peopleand then he lay down the strategy. This is an example for the context

purely designed and strategically being implemented by the performer on his own

creation.
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Some times the host people do not mention their rituals and forget them. In

such cases too, the performer himself reminds them the occasion and takes initiative

to organise the ritual. Then it will help the performance to take place. He also reminds

about the rituals during the occasions of festival days, caste festival days, general

celebrations, marriage celebrations and some times for days traditionally earmarked

for celebrations. He, therefore, set the occasion carefully, if necessary convince the

people and organise the performance. This clearly speaks of the initiative and

intelligence of the performer. This has also resulted in the recent past that, the

performers crossing the caste barriers and giving the performances for the other caste

people too, mixing with some other material and entertainment elements in their

performances on the general occasions and general festivals purely for entertainment.

Now the Government bodies arc also employing the Folk Art Froms for

propagating their policies on the activities like Family Planning, Adult Education,

Literacy, AIDS, Health and Child Care etc. Among the folk art forms, these Scroll

Narratives have also been considered extensively to propagate the Government

policies. These performers taking advantage of the flexibilities within the

performance, knit the policy items in between the caste stories conduct the

performances among the people. The mix of the policy information incorporated into

the performance also happens instantaneously due to the flexibility attached to it. The

people observe the policy items in between the legend, and with concentration

sometimes getting involved into devotional feelings. Private organisations at their

general celebration days, political parties at the time of elections do use these forms.

These contexts are not be counted for their goal achievement, but greatly help to

provide additional information. And this has resulted in a way in enlarging the

purposes of these performances to be of more socially relevant in nature.

If the Researchers or the Research organisations ask for performance, it may

be a new context for them. But they, however, perform with a great zeal and

enthusiasm.

Thus one can conclude from the above, that the contexts of performance play a

key role in the Scroll Narrative performances.
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In olden days people from castes lived as inter dependents with inter

relationship for all necessities. The discrimination started in between the castes as

upper class and lower class and the professions as high profession and low profession

according to their professions.

The society respected the upper castes and their professions and shown

negligence towards giving respect to the low caste people and their professions. This

continued for generations together towards the lower classes. Sufi movement in the

Medieval Age contributed greatly to encourage self confidence in the lower classes

and self respect in their professions.

Sufi movement refused to take cognisance of the differences between the

caste, creed and sex and mooted a message that all are equal in getting the Mooksha.

Self respect and self confidence increased in the lower castes and in their professions

on account of the Sufi movement.

Veerashaiva movement had also occupied the minds of people of Andhra

Pradesh and Karnataka in the medieval age. The main concept of Veera Shaiva

Movement was to encourage the self respect, self belief and self confidence in the

lower class people and in their professions.

The Biographies of the devotees from different castes are included in the

Veera Shaiva Movement. The Biographies or Histories were turned up as the origin of

their caste story and the persons were recognised as ancestors of their castes. These

histories were marked as caste legends and followed by caste people. The caste

legends are called in local terms as Kulapurahams in Andhra Pradesh. The upper class

utilised the written literature and the lower class utilised the oral literature as their

vehicles for a variety of purpose in relation to the living mode.

These caste legends are narrated among the community people as caste

legends through different ways i.e., in the shape of dramas, dances, story narrations

and Scroll Narratives by dependent castes. The people of all castes have come

together and moved together. This phenomenon suggests to indicate the equality,
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fraternity and integrity and it leads to the strengthening of society from gross root

level.

1.4.3.2. Map Narratives

Drama Narratives have special role in the folk theatre. Caste legends are

narrated in different ways, and among them map narratives are also playing an

important role. 20 x 20 feet square type lent is printed with the caste legend in the

lower side and fixed by poles, Performer narrates the story by showing with long

stick which is in his hand. The audience sit under the tent and abserve the legend

according to the narration of the performer. Tella Chiralavaru is a dependant

community of Yadava and they tell the story of Katamraju katha. They depend for

this food on Yadava's and they tell the caste story of Yadava's Taguru Jogulu is a

sub caste, which they narrate the caste story of Karumalu through scroll, these
CO

Taguru Jogulu narrate the story of Beerappa for Kurumas, and get money as mirasi.

This Taguru Jogulu narrate it on the floor itself. The audience for these map

narratives should observe by looking upward direction in Tellachiralavaru and down

ward direction in Taguru Jogulu. Tellachiralavaru collect the donations in the shape

of sheeps and cloths from Yadavas. Taguru Jogulu collect the donations in the shape

of young sheep's and grain. Taguru means young sheep. The caste legend is pointed

round the tent and the programme will be arranged during day timings. The story is

narrated in Yakshagaram style or as scroll narrative style, instrumentalists like

maddelist, cymbal operator give the chorus to the main singer. They arrange the tent

in a spacious area and the tent it self can be counted as stage. There is no necessity of

lights, the story always run during the day time only, the lighting arrangement is

impossible, because the tent will be nearly 20 feet in height. These two forms are

purely ritualistic and the audience involve as devotees.

1.4.3.3. Doll Narratives

Doll NaiTatives have a place in the drama narratives and these can be divided

into two to three varieties. Mandetchulu or potapatrapuvaru is a dependent caste on

Yadava or Golla. They perform the caste history (see photo No.59) i.e. Katamraju

Kathalu for Golla caste people and get the remmation for that as eenam.59 They are in
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Kondapalli Bommalu - Dasavcitaramulu

Artiste performing Mandechchulu, Kutamdra ju katha



mirasi system, they wander the villagers. They have to cover number of villages to

tell the story in a year. They get the dolls of wood with a height of six to twelve

inches, and are decorated with different colours. Each Character will have a doll and

will be in a fully colourful with the fitted manner. These doll^arc prepared and

pointed by Cheryala artists of Medak district. Entire Telangana artistes i.e. scroll

narrators, map narrators, and doll narrators depend on cheryala painters for their

scrolls, maps and dolls. Mndetchulavaru perform the story in front of a house or a

spacions bazar or open place. They need ten square feet area, and the performer

settles at one place by settles himself in selected area, no stage arrangements or

lighting systems are needed, and he lays down a cloth on the ground, keep his dolls on

the cloth in the story order and gives the perfomianee. He uses to sing the story in

verses, songs, and conversations also deals with musical and dramatic manner. He

takes two dolls in to two hands and show the dolls to the audience and sings character

wise. He shows the doll first in the height with relevant portion of character in

. singing way and next the characters dialogue. He brings down the first character and

takes up the next character. The audience gather around him and observe by sitting,

he gives the performance of war scene also by clashing the dolls with his two hands.

Maddcla, Cymbals and Harmanium arc the instruments appeared in the performance.

Only one main performer leads the story and the rest are the instrumentalists and they

give chorus only. He shows the dances of female characters, war feats of male

warriors with his skill and he does not utilise anything except hands. No special dress

is seem with them except civil dress and the performance gets sanctity with its ritual

importance. The audience is purely communal and they are involvcrs not

entertainment audience. This is purely day performance and separate stage is not

essential. The method of singing, the rages singing in the performance, daruvulu use

in it, and performance method is very similar to scroll narratives or Yakshaganam.

the performer is the leader, main singer, sutradhara, decider, planner and he is whole

and sole. The doll performance can remember the leather puppet show perfomianee

and it seems nothing but puppet performance.
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1.4.4. Puppet Theatre

Puppet shows can be categorised into four to five types mostly leather puppet

shows are popular among the puppet shows. It is also true in the case of Andhra

Pradesh. Puppeters from Marat a migrated long back and settled in Andhra Pradesh.

They are spread all over Andhra Pradesh and settled in Rayalaseema districts mainly

in Anantapur District. The local people who took ifclas a profession by caste. Togata

also perform the leather puppet shows who are settled in MSdhavapatnam of

Kakinada,60 Kattugudivaripalcm near Kotappakonda of Guntur District and other

parts of the State. These professionals perform the plays, manufacture the puppets,

manipulate the puppets and operate the instruments too. The leather puppet show

performance needs small space for stage and a curtain called 'screen' and lights. The

performer is the leader, director, actor, manipulator, finance planner, performance

planner and he is all in all. He controls the puppeteers society by avoiding indulging

in unlawful things through the leather puppet show performance and attracts the

audience not only to the performance but also outside the performance. He gathers the

financial support for the performance from the villagers or from donors. If the

performer fails to raise money he has to disband his profession. So they will be very

alert in this respect. They get the adequate training in this regard right from the child

hood itself. This may be the reason that the puppetry has been the strongest art forms

among other folk forms in the field and survives by itself easily.

1.4.4.1. Leather Puppet shows : Nataka Lakshnas

Puppet shows appeared since B.C. At the time of mookies it had a place.

Buddhism utilised this for the propagation of Dharma and then the kings utilised it for

the propagation of their policies. Abhignana Sakuntalam ^VikramUrvosium, Vcni

Samharam, Uttara Rama Charitam etc. arc such themes which got popularise through

this art form. Some of the sanksrit famous plays were written on the lines of marga

nataka lakshanas.U These are called as Marga natakas. The influence of classical

(Marga) plays particularly sandhi, sutradlfara, sandhi vachanam, prayer, nandi,

prasthavana, shaslyantalu, entry of characters, phalasruli arc seen in the puppet

theatre. The nataka lakshnas gave a shape and direction to puppet theatre. Desi
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prakriya developed the structure of Puppet theatre as its existence continued.

Traditions, customs, habits, local atmosphere, situations, vocabulary, experiences, life

styles of different people getting a place in the performance have added some more

strength to the puppet theatre.

Desi Sahitya Prakriyaas of Verses :

Sisam, Kandam, Gita, Dvipada, Akkara, Ragada, Matra chandam were utilised

for the description of the text. The content has been the contribution of the Desi

literature and structure for this has been drawn from the nataka lakshanas.

Verses gave a life to the puppet theatre. Varieties of verses have secured a

place in the puppet performances. Prose, proverbs, riddles, songs, jokes, dialogues,

conversations, padamulu, daruvulu, eclalu, mangala haratulu, uyyalalu, rclalu,

JTakkul^ reku patalu, juddulu, ckapadulu .astapadulu, and varieties of Ragadas i.e.

Triputa Rekulu, Jampc Rekulu, Racha Rckulu, Atatala padamulu, Artha chandrikalu

etc. are life line materials with in the body of the puppet performance.

In a way puppetry is a theatrical form with a structured performance.

Structural elements in a performance like prayer, beliefs, superstitions, devotion,

mangala harathi, pooja, respects and all the traditional fonnalities are embedded in the

performance justify this argument.

Prarthana (Prayer) is an important element of the puppet theatre. Praying the

favourite Gods, Ganapathi, three murthies Guruvu (guide), Adisakti, Bharatamata are

some of the main items used in the prayer. Prayers may be in the form of slokas or

verses from Telugu kavyas, or from self coined are written, or in songs. The caste god

or ista devata, or devotional god is prayed in the very beginning itself. However, the

Ganapathi stuti is a must in every folk drama and folk form. Puppet theatre is not an

exception for it. Saraswathi, Guruvu, Bharata Mala, Telugu Talli and a referring to

hosting village of the performance can also be seen as stuti item as part of the

performance in the puppet theatre. Such prayer songs are high in number in the folk

theatre. Guru stuti can be seen in the folk art forms, in the shape of songs. Puppet

theatre also follows this tradition but in the verse shape.
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Prasthavana : Keligadu & Bangarakka :

In classical drams it gives the clue of the book title, the context of the book^u^

importance of the book. At the end of the prasthavana the Nati & Sutradhara indicate

about the coming characters.

In folk dramas Nati & Sutradhara arc absent. But in the place of Sutradhara,

ChopudaYudu or Pradhani character plays a key role. He stands for sutradhara,

dwaiapala, humourer and some times helper are tipped for big characters. This is an

important character in Folk Dramas. But in puppet theatre Ketigadu and Bangarakka

like as Nati & Sutradhara in classical dramas start the play. Prasthavana has a suitable

place both in the classical plays and in the folk plays.

Poshakula prasamsa : (Appreciation of patrons) :

Sutradhara praises patrons for commissioning the play in the prasthavana of

classical dramas. In puppet theatre the character Ketigadu mentions the supporters,

financiers, advisors of the performance, audience etc., for their valued support

extended to the performance. He presents them through conversation, in dialogues, in

jokes, in the form of prose, songs in dialectical languages, in small stories or tales.,

(Pitta kathalu) etc. as poshakula prasamsa.

GANAPATHI and SARASWATI DOLLs come to the screen to receive the

prayer offered by the performers. After some time irrelevant characters like

Balakishna, Rambha, Urvasi come to the screen. These characters arc no way linked

with the story in any context. These are all called usually as non textual characters.

The prayer god comes to the screen in classical plays from the backside which has a

half screen. Ganapathi puppet will be brought to the screen with all the instrumental

beatings.

Katha Sand hi :- The gap in between the incidents, scenes and gap arising within the

main purpose of the characters arc connected by pradhani or sutradhara is called katha

sandhi or katha vakyam. In the puppet theatre Ketigadu assumes this duty and some

times Bangarakka and Ketigadju together docs this. The leader of the troup who leads

all the performance without any particular character and costumes runs this katha
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sandhi in Chirutala Ramayana. The sutradhara of To^. ,^ Bhagavatham takes the

responsibility of this katha sandhi. In Chindu Yakshagana and other Yakshaganas the

saheb character which has comedy in it, plays this role. This is a role equivalent to

pradhani in veedhi natakas. The leader of the troupe in puppet theatre deals this katha

sandhi through K'etigadu which is a powerful humorous character in puppet theatre

and some times directly by leader himself where incidents which are not suitable for

performance need to be explained through this katha sandhi.

Vanta or Chorus or Refrain :

Almost all folk performances have vanta system including story narration. In

all the folk forms the puppet theatre has a separate identity when compared with the

other folk forms in the participants point of view. All the male and female characters

arc played by male in all the folk dramas, and in the puppet theatre female participants

can be seen. This is a • peculiarity,seen in puppet performance. Both male and female

will join in the vanta for all characters without any discrimination between male and

female character.

Entering the character:

In classical dramas the katha sandhi works as the bridge between the scene to

scene and in between the incidents. This arrangement is there in the folk theatre and

inaddition to that, the entry of the character in the shows evokes attention in the

audience. Almost all folk dramas have this type of attention through a drum beating,

dancing when comes out on to the screen and introducing himself. Dancing is special

attraction which helps captivate the audience into its fold. Puppet theatre is not having

such type of character introduction because these characters normally appear on the

screen without any thing to do with the screen. The other elements like drum beating,

introducing and dancing are presented with the help of accompanists using the curtain

in between the scenes and incidents. But where as in the folk theatre there is no such

type of curtain utilisation in between the scenes. In the puppet theatre too, such screen

facilities are not used so it can be identified as a play let or one act play.
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Character Dialects :

Folk dramas utilise the colloquial language, particularly pertinent to the

character. Puppet theatre has attained this facility being performed through Ketigadu

character.

Shruthi (Rym) :

At the end of verses, songs, slokas, the sutradhara or pradhani or saheb, or

humourous character starts the Raga to conclude that song. In Puppct theatre the

leader of the troupe will be singing the verses and the female member starts song, or

sloka. All the accompanists follow that person, in the same rhythm.

Bharatavakyam : Mandala Marathi:

Both classical and folk dramas conclude with Bharata vakyam. Puppet theatre

utilise this occasion as also for introduction of the next day perfomiance and about the

donors. So that the audience curiously observe the ending perfomiance of the troupe

leader because they praise the donors. New persons arc attracted for that praising and

the leader gets more donors. So the puppet theatre has its own style in utilising every

minute for financial support and to improve the social contacts.

Social texts :

The performance may be about Ramayana or Mahabharata or any other

mythological one, the performers introduce the social events of daily life of the

people. This introduction can be seen through different characters, in the form of

stories, or in the scenes according to their convenience. The troupe leader utilises this

opportunity through the Ketigadu character. It is a character of all rounder in nature

and he can talk to anybody at any time even interrupting into the events. Ketigadu

deals the issues and raises the issues infront of another character within the

performance which is not relevant to the conversation which is on or issues and argue

with that character and some times expresses his opinion and gives the valuable

judgements. But the dealing of the issue depends upon the local situation, social

atmosphere and contextual relevance.
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Romanticism and its involvement:

The romantic elements will be introduced through Kctigaciu and there is no

restriction on it. The places, names, the timings, the stories, the social events the

fantasies, even unimaginary things can also be seen in it. Fantasies are high in

number, quality and quantity can be seen and are introduced by Keligadu. The

creativity can be identified in the events, scenes and in the texts of leather puppet

shows. The ghosts, the black arts, magics, evils, and evil character qualities can be

noticed every where in the perfomiance and they solve the problems easily with their

magical instruments. Ketigadu will be the ring leader among all these items and the

issues.

Training :

The puppeteers impart training to their children from the very early part of

their childhood. They encourage both male and female children for such training.

They are trained in the singing the songs, to the rhymes, scenes, in tackling of the

social issues, in raising the social elements, in playing the dolls etc. In a way they

have a comprehensive approach to provide training practice to their kith and kin. This

may be a reason for survival of the puppetry meeting the requirements of changing

times.
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CHAPTER - II

PUPPET SHOW TRADITION

1.1. INTRODUCTION

India has its own traditions relating to cultural life of its people. The cultural

life of the people of India finds its roots in Indian mythology. Different media have

helped to spread the Indian mythology all through the length and breadth of the

country. Movement of people from one place to other for various reasons such as for

livelyhood, tourist purposes and pilgrimage contributed to certain influences. Indian

Mythology has also moved around the world through the media in the shape of

cultural forms. Media provided a variety of entertainment to people while spreading

the mythology - through the art forms such as singing, dancing and dramatics. Music,

Dance and Drama are divided further into sub-groups. Where the drama when seen in

sub-groups include classical drama, folk drama, social plays, community plays, Kula

bhagavatams, scroll narratives, puppet show performances etc. Puppet show

performance has been one important format which helped to spread the messages

from the Indian mythology. Therefore puppetry has a historical importance with this

backdrop, the present chapter discusses the historical background in detail about the

Puppet show performances, and its existence in India, puppeteers of Andhra Pradesh,

traditional and social life of puppeteers, traditional methods and contexts, puppets of

the performance, other related issues, and previous scholarship about the puppet

shows.

2.1.BACKGROUND HISTORY OF PUPPET SHOW

Majority of the scholars agreed that the birth place of the puppets has been

India. However, some believe that the puppetry began in China. The evidence

discovered from Sita Benga Cave of 2IKl century B.C. of Madhya Pradesh support that

the puppetry has been of Indian origion.1 Thiveli and Girnaru inscriptions of Ashoka,

also outline that the puppet tradition was used to propagate the Dhanna along with

entertainment and knowledge.2
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There are four types of puppet traditions are recorded from the studies so far

conducted. They are : 1) Marrione^"~s of String Puppets, 2) Glove Puppets, 3) Rod

Puppets and 4) Leather Puppets arc discussed by M.V.Ramana Murthy,3 and these

studies are note worthy in this regard.

The author of the 'Karnataka Puppetry' discusses about the classification of

Puppets. There are seven types of puppets according to him.4

1 • String Puppets (see photo No.68, 72, 73, 74)

2. Leather Puppets (Small Size)

3. Leather Puppets (Life Size) (see photo No. 126, 127, 128, 129, 133, 134, 138)

4. Finger Glove Puppets (see photo No.69)

5. Rod Puppets (see photo No.76, 78, 81)

6. Joint Puppets (see photo No.67)

7. Kithli Bhavali Khel (Puppet made out of thin bark and paper).

He also discussed the slight differences in between them. Anyway the above

seven can be brought under the four types of puppets. There is a description about the

joint puppets in Katha Saritsagaram.5 There are(^n\ evidences of jointed puppets at

Mysore University Museum/' It existed upto 20lh century in Karnataka. Palkuriki

Somanatha mentioned the puppet show in his Panditaradhya Charitra clearly. He has

described in one of his poems about the Koyya Bommalu.

"Bharatadi Kathala Chira Marugula

Naaranga Bommala Naadinchu Vaaru

Kadunadbhutambuga Kamba Sutrambu

Ladaranga Bommala Naadinchuvuaru"

'Chira marugula^bommala naadinchu' represents the performance of leather

puppet show. This was mentioned in that book for the Shivaratri festival occasion at

Srisailam. Palkuriki Somanaadha mentioned about the jointed puppets in his another

book Basava Puranam. Performances done with string puppets are reported from the
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states of Kerala, Karnataka and Rajasthan. It is told that the joint puppets are in

existence in China. The leather puppets are very similar to the shadow plays of

Western Countries. One relevant point was mentioned in the 'Karnataka Puppetry'

about the statement of Dr.J.S.Paramasivaiah. "Joint puppets were performed in a

small tent, the light sources used was petromax and the stage technique was entirely

different. The puppets were played from under the stage. The artistes hidden below

the stage held the puppets in their hands and raised them so as to be seen, by the

spectator, within the exposed part of the stage and manipulated the puppets with the

help of small rods and strings. The puppets had movable joints; the joints being fixed

within a hollow tube (iron) could be moved with the help of the thin rods inserted.

The manipulators were unseen by the audience. The movable joints were responsible

for the nomenclature "Keclu Gombcyata' (Kannada) for this kind of puppetry. This

has resemblance to the technique adopted in the Glove Puppets. Such puppet shows

have always been performed for spectators who could get in by purchasing tickets.

The tales were of social content or fairy tales. The main characters were secular, like

kings, queens, washermen, policemen, female dancers, acrobats or charmers and

clowns. The accompanying instruments were Harmonium, Cymbals and Maddela

(Percussion)". According to the above there are many relevances in that joint puppets

when compared with the present day leather puppet show perfonnances. At the out set

the stage may be different. But the lighting system is equivalent to the present leather

puppet shows. Instruments used in the performance arc the same. Likewise the story

may be different, but the poems, verbal forms, the method of conversations, dialogue

delivery, musical systems are the same as in leather puppet show performances.

Dramatisation of dialogues can be guessed as equal to the puppet shows as well as

Yakshaganams.

2.2 THE PUPPET SHOWS IN INDIA

Though the puppet shows can be observed throughout the world, many

scholars came to a conclusion that the origin was in Asia. Puppet shows travelled to

the countries of Combodia, Burma, Lavos, Siam, Africa, Greece, Rome, Bejandine

Empire, Turkey, Egypt from India.9
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Puppet show tradition travelled from India to the Islands like Sumitra, Java,

Bali along with the Religion, Business, and Hindu culture and Arts. Now the puppets

in circulation in those Islands are called as Wayang. Many a variety of Wayangs arc

there in existence. Among the so many Wayangs, Wayang Wong is very similar to

our Veedhi Natakam. Wayang Litik is similar to our string (rod) puppets. Wayang

Topeng is similar to our Buttabommalata.

The leather puppet performances in Java, Bali Islands are very similar to our

leather puppet show performances. There cannot be seen any differences in these

puppet show performances in the shape of puppets in the story procedure, in the

performance, in the songs, in Daruvus etc. But it can be observed that there are two

types of leather puppet shows in Java and Bali viz., (i) Wayang Gedak and (ii)

Wayang Purva. Mythological plays can be seen in the wayang purva and historical

plays can be seen in Wayang Gedak. There is no difference in the performances

except in the stories.10

In India the string puppets of Rajasthan, the rod puppets of Western India, the

glove puppets of Bengal and the leather puppets of South India are famous. Shadow

leather puppets can be traced in A.P., Karnataka, Tamilnadu, Kerala, Orissa and

Maharastra."

Now a days the leather puppets and rod puppets of India can be seen in the

export market. Co-operative Societies are formed to sustain the puppet tradition and

to export the puppets to the Arabia and European Countries.

There are evidences about the string puppets in A.P. during 12th century A.D.

Professor T.Donappa assessed that "Mr.Kisthtappa' son of Bommalata Vcerappa of

Siddhala Ghatta area of Kolaru Mandalam, Bommalata Kalayya of Humpi

Vizianagara, Bommalata Vcerappa of Udayagiri area of Nellore Seema and

Bommalata Siddaiah of Lcpakshi area of Anantapur Mandalam arc the

contemporaries during 16th century A.D. The performances of the string puppets can

be seen in Kerala, Karnataka and Rajasthan in India even today. The string puppets

can be seen in a good shape with the height of one foot and with beautiful appearance

and with ornaments according to the characters (see photo No.72). The historical
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stories and adventurous stories to a large extent are performed with these string

puppets. Mandetchulu or MandagoUalu of A.P. who perfomi the Katamraju stories for

the Yadava Community also used the wood puppet with a size of one foot (see photo

No.59). But they don't use the strings or cloths. And moreover, they perform during

the day time. They don't use screen or any particular stage. They are the story tellers

but their performance deliver the dramatic styles with dialogue and conversation.

They use the dolls (wood dolls) to show them to the audience suitable to the event.

This is called as Mandetchula Katha. This can be seen in the Nalgonda, Warangal and

Kareemnagar districts of A.P. Different communities of people owned this puppet

show as a profession in South India. Maratas came from Maharashtra and settled in

A.P. and Karnataka. They are called as "Are" or Killekya or Killckyata jaati people in

Kannada. They are referred to as Killekyata in Tamilnadu. Urujangalu from

Karnataka are also engaged in the puppet show performances. Katubulu and Kuttadies

from Bombay - Mysore borders use to perform the puppet shows. This Kutttidics

who perform the puppets are there in Madhurai and Thanjavur of Tamilnadu. The

Balijas in Bellary, the Eete Bondilies in Vizag and the Stray Golla families in

Godavari delta area have followed the tradition.12

There are so many families of puppeteers throughout A.P., concentrating more

in Kakinada, Madhavapatnam, Near Kotappakonda, Nimmala Kunta of Anantapur

District, Cuddapah, Visakhapatnam and Srikakulam Districts.13 They, however, do not

have any permanent residence and they are moving from place to place, like

Nomadics. Therefore they are said to be as Mobile Theatre Artistes. However some

people from other communities when originally performed the puppet shows later

settled down and involved in agriculture earning as the profession. They are mostly

belonging to Maratha groups from A.P. are leaving the profession of puppet show

performances.

2.3 THE PUPPETEERS OF ANDHRA PRADESH

Main group of puppeteers now in Andhra Pradesh is "Are Marata". The

remaining are the part timers and they take this profession as secondary activity.

There are sub-castes in the Marata community. Jyothiphir Marata, Darjec, Bandigiri,
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Ranga Raju, Are Marata, Chatrapathi Shivaji Marata are the main branches of

Marathas. 'Are Maratas1 are called as 'Budabukkala' in some areas of Andhra

Pradesh.14

Jyothiphir Maratas are a type of hunting class. They go for hunting of pegions

with the help of their cows. Darjee, Bandigiri and Rangaraju communities are

puppeteers in Maratas. They use to work the colouring the cloths as their semi

profession. These sub-castes will not have intermarry system. They marry from their

own sub-castes. But they are having inter feeding system. Darjee, Bandigiri and

Ranga Raju communities who are the puppeteers in Marathis follow the traditions

both in the profession and in their social life. Four groups of Puppeteers Sindhi,

Vanaras, Khadc and avcti are the deviated groups from Surabhi. The Ectcs, Bondilis

and Balijas from Visakhapatnam district, Telugu Gollalu and Gumpu Tega from

Godavari district are taking this profession as part time profession. Due to this reason

there is no traditional methods of puppet show profession adopted fully by the part

timers. They follow the traditions like other Telugu speaking people both in

profession and in the social life.

Training:

The puppeteers provide training to their children beginning with Telugu

Alphabets and then words. Names of Telugu years, Vemana Satakam, Sumathi

Satakam, Narasimha Satakam and Amarakosam are being taught later. They will learn

taalaalu (music instruments) like Ata taalam, Triputa, Jhampc, Aditalam etc. After

that, they provide the training to play Harmonium and Mridangani. The selected parts

of this texts which were prepared by themselves, from Ranganadha Ramayanam

mixing with morals from Neethi Sastras and Neethi Satakas.

The puppeteers give training to their children at the time of performances,

probably every puppeteer gives the training to his own children. The children learn

this from 7 to 8 years. Some puppeteers take the responsibility of other children of

their community. The leader must gather a group of six to eight persons for the

performance of leather puppet show. Four members are essential for the operation of

instruments like Mridangam, Harmonium, Dappu or Empty Tin. Two members are
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essential in the main process to conduct the performance. It is always better if these

two must be one r*"*e and one female. They conduct the performance with dialogues,

verses and actions too. They give full analysis with meanings for the verses and

slokas. Two members arc needed to remove the puppets from the screen after

completion of the scene and to put in the order on screen. Some troupe leaders used to

marry two or three wives to meet this type of requirements. They give equal share for

the children of all these wives. Some troupe leaders keep some women with them for

the performance purpose and meet their physical necessities and daily expenses.

There is difficulty to gather all the elder persons for the performance and so that they

follow the above methods to face the performance problems. Women always use to

sing for the female characters and men use to sing for the male characters. The

musical measurements add a clarity to the performance. They use to sing mainly

Mohana, Bhairavi, Devagandhari, Gowla, Nadanamakriya, Todi, Nata, Aarabhi,

Regupti, Sankarabharanam, Kannada, Kamachi, Atana, Kambhoji, Mukhari,

Dhanyasi, Malacose, Bilhari, Kalyani, Mayamalavagowla, Asa'veri, Sivaranjani,

Valaja, Syam, Madhyamavathi, Coffee, Udayaragam, Bhageswari, Srceragam etc.

They try to know almost all the above ragas. There will be a difference with the

classical methods i.e. in the ragas in the range of metres and in the Gamakas in these

puppet show performances. In the case of adventurous events like Hanuman crossing

the sea they sing Nata Raga and Bhairava Ragas, in the events of anger they sing

Sriragam and Mohana Ragam, when the scene is in the pleasant and calm sequences

they sing Kalyani Ragam. There is a proverb in the performances on behaviour of

performers that "Taagudu Takkuvaitee Sivaranjani Ragam, TSgudu Ekkuvaitee

Mohana Ragam vasthundi". This means, if they were not satisfied with the quantity of

wine the Sivaranjani ragam comes from the tongues of the performers. If they are

satisfied more than enough with the wine the Mohana Ragam comes from the tongues

of the performers.

They perform the show daily nearly three to six hours. If they want to

conclude the show, they remove or omit the positions of some small characters or

they cut down the story and then conclude. The six hours performance is a burden

some in the villages. So they arrange the performances in alternative days in the
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villages. They perform the complete Ramayana, in the performances. They take ten

performances to complete Mahabharata., ten performances for Ramayana and three

performances for the Bhagavatam. They complete one event for a day. They perform

in the nights only. So, they use to utilise the day timings to meet their other

requirements like to do repair works to puppets, cattle feeding and goats feeding or

they use to gather the grass for their animals. If they move themselves for the

performance without any invitation, they use to ask the people of that village for the

financial help in the shape of donations. For the puipose they go begging for money

and grain from the villagers during the day time. If the villagers invite them, they

come forward for a fixed amount without having much rigidity over the amount.

Nearly they earn two to five hundred rupees for a day.

In olden days they carry their belongings including puppets on donkeys, or on

horses or on cows from village to village. Some of them are having carts and they

carry their belongings through the carts. As soon as they reach the village, the troupe

leader search for donors for performance. Each troupe may have fifty to hundred

puppets. This is their main property. They share these puppets among their sons

during their separation from the main family. They won't give any puppet to their

daughters as dowry during their marriages. They divide their puppets equally as their

property between their sons. It can also be seen the selling or buying of the puppets, in

large quantity. If any one is having small quantity of puppets, that performer will join

with another small troupe for share in the performances. Inscriptions and donated

lands i.e. Eeiiams are there in the name of their profession. There are evidences still

now such types of lands in the name of some characters of the performances. There

was a ketigadimanyam in Regulakunta and in Bbdjganidoddi village near Bukkaraya

Samudram of Anantapur district. It is told that they are now in disputes. KetigSdju is a

buffoon character in their performance, and they use this character to express their

opinion about the current society. In another village of Korrapadu of Ananthapur

District, there, is a ketigani manyam. One puppet show troupe leader helped in

catching the sivangulu (Hyenas) for the Murutla king chowti Reddy and he got ten

acres of land as ketigadi Manyam along with Ketigadi statue. The Navab of Kurnool
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gave a Ketigadi Manyam to some troupe leader. It is said that this manyam also in

disputes.

The children of the marata puppeteers are following the foot prints of their

forefathers. They are following the fully traditional methods of their profession and

they are coming from generation to generation as puppeteers and it can be said that

they are protecting the puppeteering. The puppeteers can be appreciated in their role

as artistes and even the children of puppeteers also serving to the theatre a lot. It may

be a surprise to say that the impression of their professional experience can be seen in

their talks, movements, conversations etc. So many persons entered directly in to the

theatre arts through the puppet theatre. One of great man from the puppeteers created

a revolution in the theatre and named it as Surabhi. He brought so many artistes into

the theatre and they gained a good name in the theatre arts. Surabhi company worked

a lot to the Telugu Theatre and sent so many artistes to the films at the early stages of

the Telugu films.

2.4. THE TRADITIONAL AND SOCIAL LIFE OF PUPPETEERS

Society includes good relations in between the male and female, castes,

religions, regions and countries. It expands the public relations in every mode of life.

To promote the good health and for good life some human activities, customs and

traditions were introduced. Like this to avoid some in-human activities and to

promote the public relations some taboos were introduced by the society itself, when

and where the necessity arises in the family life as well as in the society.

India is a country of multi cultured and multi lingual. Each language area has

number of castes. Each caste is having a separate identity in the society. In every part

of India^people are celebrating important events of their life as a ritual. These can be

called as life cycle rituals. Birthday celebrations, puberty ceremonies, marriage

functions and death ceremonies etc. are some of the life cycle events.

2.4.1. Birthday Celebrations

The celebrations in this community at the time of birth is common like any

others. They keep the child in winnowing basket on third day for some time. They

83



celebrate it in a traditional way and the relatives particularly women gather there and

anxiously observed the child. But they should not touch the child, when the child is at

winnowing basket. They celebrate the naming ceremony for the child on the ninthday.

The mother and child will be bathed and the parent of that child arrange feast with

meat for the relatives, friends and community members. The hot water with neem

leaves mixed for the bath of the mother will be brought by the women neighbouring

sometimes a woman relative. They bring turmeric power and soda or salt. She has to

take all the buckets of water along with the bringings. If it is happened to some weak

personality, that woman feels unconscious in that long process. The naming ceremony

is followed by lallabies. The child is kept in a swing after naming. This swing is also

one type of celebration for the child. The maternal uncle brings some presentations to

the child like silver ring, silver waist string, toys. Silver ring avoids the milk omitings

of the child. A midwife personally takes care of the mother and the child at the time of

bathing. The delivered mother gets some relief like activeness in the body for that

day. She takes wine upto four to five days after delivery to control the body pains.

After naming ceremony there is no question of taking wine cither for drinking or for

external use. From ninthday onwards the mother and the child take regular bath. Till

that day the mother won't take bath and they do the child bath alternative days.

Because the child is very thin skin and very little one, the child is avoided the bathing

to prevent the cold, cough, fever and allergy. The mother lakes care of her food to

prevent the diseases. From nincthday onwards she takes meals daily once upto 21

days. After that, she come to the regular food habits. In the context the nincthday is

very important day for the mother and the child in the name of naming ceremony.

Thus birthday celebrations or birth celebrations play a very important role in the life

of baby born women of 'Are Marathi' community like other downtrodden

communities and backward communities of Andhra Pradesh. It shows the social

prestige to the family members and gives mental tonic to the delivered woman.

2.4.2 Puberty

Puberty ceremony is another important and traditional celebration among

these people. The menustrous girl, who has undergone the first menses will be sat in a
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specially prepared hut by her maternal uncle, if he is not, by her related uncle, or by

her husband if she married. Maternal uncle or uncle should have to protect or take

care of her food, shelter by avoiding inconveniences. The mother of that girl has to

pay something the maternal uncle of that girl, for that hut preparation in the shape of

cash. The hut will be prepared separately one side of the houses. The girl should sit in

that hut and she should not come out from there until the parents arrange the bath for

her. Because the girl gets the menses first time, her clothes should not take away for

washing during day timings. Any old woman or mother of that girl should take care of

that clothes. It is believed that anybody crossed when the whiled clothes are coming

for washing will get illness. They wash those clothes during the night times. The

clothes are removed alternative days. Ninethday they celebrate bathing ceremony for

her. She will be given presentations by relatives and friends. No gent is allowed for

that bathing celebrations. The gathered women paste the turmeric powder cream to

the feet of that girl. They use to spread the sandal cream to the face and body of that

girl and give wishes with holy rice on her head. This holy rice is called as

'Akshintalu'. They will be given turmeric powder cream to their feet and will be

honoured with some feast and fruits commonly they prepare non-vegetarian items for

the feast. The whole function will be celebrated at parents house. This is also an

important occasion in their families.

2.4.3. Death Ceremonies

The eminent Anthropologist J.W.Riley stated that "Death like birth or

marriage is universally regarded as a society significant event, set off by ritual and

supported by institutions". Through this we can say that the death is included in the

life cycle rituals.

Death is the last of life crisis for individual. Every society has evolved some

methods for coping with the death of its individual members and every person lives

with awareness of his own death. So death is the final rite depassagc.

In Mafati community they keep the dead body to rest on to a wall in

padmasana posture. After reaching the relatives the dead body is decorated

Yagnopaveetham for male, turmeric powder and flowers for female and with Vibhuti
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for widow. They shift the bouy to the burial ground through a pouch with a stick. This

stick is caught by two perso; , and carry to the burial ground. The dead body is buried

in a round shaped pit with si^ii'S posture facing the head towards East. The relatives

bath after returning from the burial ground and enter in to the temple to pray the god.

A hen is being offered and torned into pieces where the dead body was kept and burnt

in the fire and then the relatives touches the meat with their teeth and lave it to a side.

That will be removed the blood related relatives observe fast for three days. On the

third day they use to prepare meat with important parts of the goat and mix with other

food items and keep it in three parts near the burial ground particularly one on the

head side, two parts both sides of the dead body. They do on the seventh day like as

third day, they do the main ceremony. Particularly the doer of burial ceremony or the

eldest son will undergo his head hair removing. The pinda prathlnam can be observed

with the elder son of the dead person and it will be kept near Dimpudu Kallam sight.

They keep it there upto any one touches among the cows, crows or ants.

On the seventh day they do Kalasam Pooja. The relatives will gather, and

special food with mutton will be prepared. The remaining procedure, they follow like

other communities. At the last day of the ceremony the purohita spreads punyagam

and blood relatives will undergo to hair cuttings.

2.4.4. Death and Taboos

They are influenced by some taboos like other communities at the time of

death. The word taboo was got into English from Polynesia Tapu. This is a system of

religious and social interaction and prohibition, the most famous and fundamental of

the social institutions of the world. Tabu sets apart a person, thing, place, name or an

action as untouchable, unmentionable, unsayable or not to be done for a number of

reasons. We can observe the following major functions of Tabus.

1. The function of Tabu is to sustain the awesomeness of the supernatural by

reinforcing attitudes of care and mystery and by punishing attitudes of carelessness

and profanity is dealing with supernatural. It helps keep the sacred.
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2. Second function is to set off the members of Are social group from those of

and this and to strengthen their sense of solidarity.

3. Taboo is an essential imfrediant of social control.

4. "Not only is Tabu applied to the requirements of care in handling supernatural

objects, but it also can be and is applied to social standards of behaviour which are not

directly associated with the supernatural but in which it is held, the supernatural takes

as interest."

Thus Tabus serve to control and channel human inter-action and collective

activity through a system of negative differentiation, marking our certain persons,

objects, and occasions by specifying what may not be done to with or on them.

These Tabus can be observed in the events of life and can be observed in the

society irrespective of their caste and creed. The 'Are Maratas' who are main leather

puppeteers in Andhra Pradesh are also follow some tabus at the time of death in their

families. The Tabus what they are following at the time of death can be divided into

three categories.

1. Before the burial of the dead, 2. At the time of burial of the body, 3. After

the burial of the dead body.

'Are Maratas' shall maintain to weep at the time of the death of their family

members like other Hindu communities in Andhra Pradesh. Though they are

professional artistes in the puppet shows, they maintain common behaviour, they

would not weep in the Khambhoji Raga like Tamilnadu Hire weeping Troupes. The

professional artistes of weeping art from Tamilnadu perform good service for the

customers with their talented artificial method of weeping in the Khambhoji Raga.

But the Christians should not weep for the dead person (Cathlics weep for the dead). If

they weep, it is believed that they did not have faith in the Christ. The dead person

alive happily upto that period by the grace of Christ and then died by the will of god.

So he died in the happily condition only. Christians should weep for the christ only.

Muslims also should not weep for the dead body. But the Christians and Muslims are

following the burial methods like Hindus.
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A Chimny lamp with light must be kept near the dead body. This burning light

near the dead body would not be kept in the house after shifting the dead body to the

burial ground. The persons returned from the burial ground should not go straight to

their houses without taking bath and seeing the lamp at the death place. Keeping the

dead body on the cot is prohibited. They keep the dead body in the sitting Padmasana

posture to rest near to a wall. Cooking business is prohibited when the dead body is at

home. If the relatives came from long distance, they were given food from out side of

that house. Water should not be dropped in the mouth of dead body. The person who

brought the death news even from long distance also should not stay any where. He

should come back to his house only. The dead body should not be earned away to

burial ground without giving bath. The letter of death news should not be kept in the

house. It should be torncd out to pieces and thrown out. The letter must be send with

some black markings. Sleeping in the house of a family members is prohibited when

the corpse in the house. To control the tragedy scene up to some extent, they organise

a performance of story telling. The doer of the death ceremony, the burner of the dead

body should not cany the dead body. The crowbar and its co-supporting articles

should not bring back in their regular position and should not bring without cleaning

them after completion of the digging out of the grave. They should be brought back in

the reverse position. The persons who dig the grave should not come to home before

the burial of the dead body.

The head of dead body should not be laid down towards East, North and South

except West. Should not be buried East West except North South in other

communities. But in the case of Marata the head should be kept East facing. The face

of the dead body of Viswabrahmin community of Andhra Pradesh also should not be

kept any side except East. They maintain the Shaiva principles. Women should not

carry the dead body from house to burial ground. Women should not bum the dead

body or do the death ceremony. Old pots should not be used in the burning process of

the dead body. The dead body should not be carried straight away upto the burial

ground without stopping in the middle at the stopping place (dimpudu Kallam). The

doer of the death ceremony should call the body three times by name. The clay or dust

should not be thrown towards the backside among the two legs with hands at the time
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of the burial of the dead body by the followers of the dead body. The clay should be

thrown with the palm directly. The body should be wore the old clothes. The new

white cloth should use for it. Except the pregnant lady, all the dead persons should be

shifted to the burial ground only on a single stick. If a person died on Tuesday, the

dead body is prohibited earring alone. The another living being like hen should be

added to that corpse before leaving that place. It is believed that, if they did not do

like that another person will die in that area before the next Tuesday. The pregnant

lady is not pennitted to see the dead body to avoid the reflection of the effect of the

sorrowful situation on the child of that lady. Festivals, functions or any other

celebrations are prohibited in the house of a dead person during the period of death

and the death ceremony. After beginning the digging of the grave, that should not be

left and go to another one. At any case the dead body should be buried in that grave

only. If it was transferred, it is believed that another person will die within short

period. Any person from the house of a dead person should not do a journey. The

gathering who went to give a 'pindam' to the dead person on small death celebration

at burial ground should not come back without touching the crows or cows or ants the

pindam. Walking of any body towards the opposite to the persons who are coming

from the burial ground after burried the body is prohibited.

The relatives of the dead person who came to see the dead body from a long

distance should not go to the houses of their other relatives after visiting the dead

body. If they want to go they can go before visiting the dead body. The relatives of

the dead person should not stay there on that day after the completion of the burial

process. They should not say about their going to anybody. It is believed that the

intimation indicates that the person comes to the another death. If the elder son of the

dead person is alive the other persons of the family or members of other families

should not lead the funeral and death ceremony of the dead person. The person who is

to do the death ceremony and if the husband died the wife taking food is prohibited in

out side of the house during the period between death and the death ceremony. The

pregnant lady cannot undergo the widowship on the death of her husband. After her

delivery she has to undergo the widowship. She has to give her husbands name or

relevant name to the child. The entrance into the others residence, the person who
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became widow is prohibited until she got a sleep at her birth place or at a temple in

the first or third, or fifth months during the first year. If she missed it in the first year

she should wait upto third year. The decorations of the house of the dead persons,

houses or relatives, houses or the wife prohibited. But the wife can wear the

ornaments, flowers etc. upto the death ceremony. After death ceremony it is

prohibited for her to wear the flowers, bangles, turmeric powder, saffron etc. like

other communities. If the husband died, the wife become as widow from the function

of death ceremony. The brothers of that widow should see first her face after

completion of the widow process. Before that nobody should see her face. Nobody

should walk opposite to her while coming from the widow function process. The

process will be done mainly at the outside of the village. Eating the food from the pot

which is used for the funeral is prohibited.

The death ceremony procedure should not be avoided. It is believed that if it

was avoided, the soul of the dead person occupies the members of that family and

stays in that house. If any snake appeared in the house of a dead person, that snake

should not be killed because it is believed in some castes, the dead person came to the

house in that shape. If any birth happened in the animals of that house, it is believed

that the dead person borne as the child of buffaloes or cows.

If we observe the above tabus, we can say that "Are Maratas" are also using

the tabus like other communities of the society. These tabus relating to death to

control and Channel human interactions and collective activities. Tabus relating to

death are used in the major way of controlling social behaviour. These life sorrowful

emotions, temperaments, fear, illness, psychological depressions, mental shocks,

which are created in the surroundings of a dead persons.

2.4.5 Superstitions

They follow some beliefs in their social life as well as in the professional life.

They like a fox crossing during their journey timings particularly at the time of their

travelling from one village to another village. They believe that the facing of dead

body procession, cloths before washing and the barber with his hair cutting

equipment's are the fortunate positions. They believe that they should not go opposite
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to the widow, fire sticks, honey, oil, snake, single brahmin etc. However they move

according to their beliefs in their life.

2.4.6. Caste Law

There is a structure in the caste system in the Andhra Pradesh i.e., hosts and

dependent castes. It means each caste is having two or more dependant sub-castes,

one will be in the position of caste priest and the remaining will be in the low position

of begging. There is no such type of dependants for these Are Maratis. There is no

separate Guru or Caste leader for them. The elder man of the same group from that

village will act as Guru or the leader. He decides the legal procedures and he settles

the legal matters. Everybody of the same caste of that area will eliminate the crossed

family. Women are having better position than other Telugu Communities in their

family system as well as in their social system. If a man left his wife or he wants to

give the divorce to his wife, he must agree to give the Bharanam i.e. the feeding

assistance to his wife. Though he arranges the Bharanam he can be treated as

eliminated and is not eligible to attend the marriages or other felicitations or

functions, or good events of that society. They impose this type of caste penalty in the

shape of tenure and it may be 3 months or three years. So they give the penalty upto

three years. If the same man wants to mingle with the caste, the caste judicial body

has to give the permission. It permits with the caste penalty. The penalty depends

upon the financial position of the crime. Most probably the penalty may be in the

shape of goats or sheeps. The community people gather there and participate in the

dinner. The dinner will be arranged with those goat meat. They invited the same crime

also to the dinner, That is the symbol for the invitation to the crime in to the society. If

that man wants to remarry the another girl, he has to pay the penalty first. If anybody

try to neglect it, the caste judicial body eliminate that man from the caste along with

the brides parents also.

If a woman left her husband and living with some body, then she will be

eliminated. If a woman is having illegal contacts with a man, fee both can be penalised

when a member from other families or her husband complains. The man should touch

the feet of that woman with agreeing his mistake in front of gathering and must say
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that he can think about her as his mother and he would pay the penalty. The husband

of that woman has to pay the penalty on behalf of her. The caste elders collect the

penalty and take the feast.

If there is no complaint from those families, the caste elders announce the

elimination of the two families. They are following their caste judicial methods and

respecting that body. Though there are government laws, courts and legal systems w

they won't go for the justice to the courts but meet their caste courts.

2.4.7. Medicinal System

These people believe every movement of their daily (routine) activities arc

being observed by some spiritual elements. They believe that these spiritual elements

must be satisfied. They try to satisfy these elements through some Drishti methods.

These methods are very related to the beliefs of the people. These Drishti methods can

be observed during the birth times, naming ceremonies, ceremonies relating to

pregnant ladies, puberty ceremonies, marriage functions and other family ceremonies.

Along with these Drishti methods rural people depend upon the Rajakas for the advise c-

and for the application of folk medicine for the diseases and other ill health problems.

The puppeteers depend on Rajakas for their performance also. Because Rajakas are

only the caste who touches every house thrice in a day in their profession, they have

good knowledge about the people and they are doing service to the people in folk

medicinal methods. People from all castes except harijans and tribals are having

relation with the Rajakas through their professional activities. These puppeteers

believe the natural medicine along with beliefs for the cure of their ill health. It shows

the psychological feelings of these people.

These puppeteers adjust for their demand or their necessary in the folk

medicine according to the environment. If they go to the coastal area, they use fishes-

and some other living beings like shell fishes and crabs from water for the medicinal

purpose to cure the diseases as food items. If they go to the hill area, they use the

number of plants, animal material, birds and their material to cure the diseases accord .vs

to-ttaeinavailability of such material. If they go to the flatjareas, they use the varieties
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of grass and plans for the medicinal purpose to cure the diseases. They use tobacco

smoking to cure the asthma.

They use to go into the different ethnological groups for their livelyhood. At

the same time they follow the traditional and psychological feelings of the same

ethnic groups for curing diseases. They use to go the church among the Christians,

Fakirs and mosques among the Muslims, temples and for the blessings of the Sadhus

among the Hindus to cure the diseases along with the medicines.

They use childrens urine for cutting or bleeding the wounds as first aid. They

use the cream made by coconut oil and the ash of leather for the wounds. Some of

them use the mirch powder to cure the wounds. Some folk beliefs can be found in
aPplying the folk medicine in the shape of proverbs. These proverbs can be found as

mingles with their daily life.

2.5.PUPPET MAKING

The profession of puppet show performance is having the industry type link

work i.e. puppet making with that profession and the leader only takes this

responsibility. Because the manufacture of puppets is not a small job, though it

requires the involvement of the so many persons, the leader, who got more and more

experiences about the puppets in the daily use is only having the capacity to take the

manufacturing job. He molds the beautification of the puppets according to his

knowledge to the pulse of the people. There are many types of puppets in utilisation in

olden days also. But some got very popularity through appearance. Rod puppets were

made in olden days in Andhra Pradesh by sandal wood. Female sandal gives the

smoothness and good smell to the puppets. So female sandal was use for making the

puppets in olden days. After some time card boards were used for puppets. These

Were not durable. Puppets of both sandal wood and card boards were coloured one

side and these were replaced by leather puppets. When the leather came into usage for

the puppets, the puppeteers use to prepare the puppets themselves. The skins of Deer,

Goat, Sheep are using for leather puppets. During the rainy season the skin of the

sheep becomes folding. So, the puppeteers use this sheep skin for unimportant

puppets to prevent the inconvenience during the performances. They use the skins of
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Deers and Goats for the main characters like Ganesh, Saraswathi, Rama, Krishna,

Sita, Lakshmana etc. The skins of donkey15 and camel16 are also using for puppets in

China, Greece and Turkey. Even though the skins of Buffalo and Cow are so thick,

these are using now for puppets with the help of machines. The puppeteers collect the

fresh skin from the market or from another source. The skins should not be applied by

the salt. Commonly the leather market people apply the salt to prevent the spoiling of

the leathers. Some marketers keep the leather to soak with plank of cassia to bring the

leather into good quality. This type of preserved skins are not useful for puppets.

Moreover it is difficult to remove the hairs from the skin. The leather soaked with

cassia plank will become reddish. It won't absorb the other colours. The leather will

become thick. So the puppeteers dip the skin in medium hot water and then remove

the hair from the skin. If the water is too hot the skin becomes folding. So they test it

with the skin leg side which is not useful piece for them. When they feel the sufficient

hotness of the water they dip the skin three to four times and keep on a separate stone.

They keep the skin upside down, and remove the hairs. It is easy process to remove

the hairs. Then they wash with ordinary water. They keep the skin upward and

remove the thin meat layer of the inner-side of the skin with a knife after thoroughly

washed with soap. After cleaned^the skin, they use to dry the skin on a white cloth

adjusted as tightly and after fixing it with some needles. Otherwise the skin becomes

folded. Next day they do the skin cleanly and do to dry. Then the skin becomes as

transparent. They design the diagram with a pencil on the skin what they want and cut

down the waste. They use to design the puppets with poker, knife, foresip, nailcutter

and scissors etc. They make different type of holes around the neck, hands and legs.

These holes will appear as ornaments in the lighting. The entire cutting work of the

Puppets will be done on the horns of the buffaloes, to prevent the loss of sharpness of

the pokers and other equipments. They apply different colours. Now a days these

Puppeteers are purchasing all the colours from the shops. In olden daysihey use to

prepare these colours themselves only. Some persons use to apply the juice of the

fruits of cactus to puppets as red colour and in some areas the boiling bastard teak

flowers with salt land dust and apply to puppets as red colour. They prepare the black

colour mixing with some black dust which formed the flames of the oil chimney and
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neemgum with water. After mixing these two with sufficient water, the solution

should be dried up. They use repeatedly to crush it and to mix it with water and then

do to dry. Like this way, they use to do six to ten times. Then they prepare it as like as

small tablets and use them applying with water when they want. They leave the

leather without applying any colour, that appears as white colour in the light. These

colours will be applied with small manmade brushes of sticks.

Two types of puppets are there viz., (i) single puppets and (ii) Jointed puppets.

Each big puppet is needed two to three skins of goat or deer or sheep. One skin can

be utilised for body and another skin can be used for hands, legs etc. in a single

puppet. In the jointed puppet one skin can be used for body, and another two skins

for head, two jointed less and two jointed hands etc. The legs and hands can be jointed

by two pieces and these can be shown for the movement and actions. The whole life

of the puppet shows depended upon these jointed legs and hands only. They prepare

these puppets in different sizes for different characters and to utilise them in different

situations in the show. Such types of characters are too little in number i.e. Hanuman,

Ravana, Rama and Lashmana in Ramayana, Pandavas, Krishna in Mahabharata. They

use to prepare five to six sizes Hanuman i.e. small Hanuman, monkey like Hanuman

and Hanuman viswarupa like this way. They utilise the small pieces to the puppets of

tree, weapons, chariat, posts, baskets, arrows, animals, birds etc. They prepare small

size puppets in 1 '/2 feet in size, middle ones 4 feet in size and the big size with 6 feet.

After shows and in the leisure periods these puppets have been kept safety

from fire, water, rats and dogs etc. Puppeteers protect these puppets through some

long sized and specially made bamboo baskets. They carry puppets in the baskets to

the show place.

2.6. PERFORMING STORIES OF PUPPET SHOWS

In olden days the Ramayana was performed through wood puppets in the

name of Ramanamatarakam. After some time Mahabharata and Bhagavatha and some

historical stories were also introduced in the puppet shows. There was a rumour that

Vemana the 16th century Telugu poet, who was considered to be a poet of common

people wandering in streets disgusted with his life changed his way of life after seeing
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the wooden puppet shows of Ramanamatarakam. With that inspiration he began to

write the peotry. The puppet show performers of Andhra Pradesh quote the

Vemana's famous poem.

"Eluka toolu leechi endaaka udikind

nalupu nalupee gani telupu raadu

koyya bommanu tecchi koftina palukuna

viswadaabhirama vinura veemd'.

The puppeteers quote this poem for their evidence that Vemana had seen the

wooden puppet show. The meaning of the poem is that the black skin of bear even if

cleared the colour of the skin won't be changed and never become white. In that way

if we brought the wooden doll and use to beat, it would not be talked. We can

understand that this wooden doll represents the wood puppets. It can be guessed that

the bear skins were also used for puppets in the olden days. It is believed by the

puppeteers that the bear represents Jambavanta, who was in the court of sugreeva and

who helped to Rama to brought Sita from imprisonment of Ravana. During the

beginning days of leather puppets as per my interview it was believed that the only

bear skin was used to the puppets for giving the Ramayana performance, because the

bear represents to Jambavanta who was the devotee of Rama.

It was guessed that, after introducing the Mahabharata and Bhagavatha in to

the puppet shows the bear skin was replaced by animal skins like goat, sheep, deer

and donkey etc. to avoid the scarcity of bear skin. It is not easy to get bear skin like

other animals*, skins. Raising of the necessity of the skins to the puppets and the

difficult to get the bear skins may be a major cause for the change of skin using in the

leather puppets.

Lankadahanam, satisuloochana, Lakshmana Murcha, Atikaayu Yuddam,

Angada Rayab'aram, Mairavana, Ravana Vadha, Patala Homam are stories which are

performed in the Ramayana. The performers depend upon Ranganadha Ramayanam,

Molla Ramayanam, Sukshma Ramayanam, Mookshagunda Ramayanam for the story

of Ramayana. Rama, Lakshmana, Bharata, Satrughnu, Anjaneya, Sugreeva, Valli,
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Jambavanta, Ravana, Monkey military, Mando'dary, Kaika, Sita, Sumita, Kowsalya,

Vibheeshana, Kumbhakarna, Atikaya, Indrajittu, Lankini etc. are the characters

appeared in the Ramayana. And each character is having a puppet in Ramayana. Total

Ramayana takes atleast 10 days for performance. Viraata Parvam, padma vyuham,

Uttaragograhanam are the main important stories which would be performed in

Mahabharata. In the case of Bhagavatham the Bhakta prahlSda, Savithrce and

Krishna Leelalu are the important stories which are performed by the puppet show

performers. Where as in the case of historical plays zinzi, Desingu Raju,

Karebhantana Katha, Kumara Ramunikatha are the important stories performed in the

puppet show.

The performers who are in poor condition and who do not have sufficient

Puppets, can convert the puppets of Ramayana into Mahabharata and Bhagavatha

and from Mahabharata to Ramayana and Bhagavata as per their convenience. Such

characters have similarities in colour, wearing the ornaments, and weapons etc. The

conversions can be seen in the puppets. Lakshmana as Karna or Arjuna, Vibheeshana

from Ramayana as Dhanna Raju in Mahabharafuetc. arc some examples. Murftari

Asaaveeri, Devagandhaari, Reegupati, Madhyamavathi, Aarabhi, Ananda Bhairavi are

the famous Raaga sung in the puppet shows.

2.7. CONTEXTS OF LEATHER PUPPET THEATRE

The study of context in theatre can be seen as more sociological and cultural

based and relevant to the current events. If we study the context of a folk theatre form,

it gives so many clues relevant to the same form. The context can not be seen as same

in all the folk forms as equal. It may give difference from form to form. These

differences depend upon the relation between the performance and the audience,

performance and the ritual importance, performance and the local importance or

group of invitees or caste who present at the performance and the involved people, the

performers, the occasion etc.

It is a clear mark in the folk theatre because, some of these folk dramas are

formed on the basis of ritual importance and some of them are formed on the

entertainment dimensions. The ritual oriented drama fonns can not be seen in the pure
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social contexts and can be seen only in the ritual contexts where as other forms can b«.

seen in social contexts and as well as in the ritual contexts. But in the presentation of

perfomiances the forms can be seen as finned and the change can be observed in the

case of audience i.e. the people in the ritual events can be observed as involvcrs and in

the other occasions, the people can be observed as pure audience i.e. in the

entertainment mood. According to Prof. Peter Clans "The study of context of the

particular performance along with the text must be recorded by ethnographical

researcher"18 can be taken into consideration, for any one to study in the

ethnographically. Puppet theatre is growing parallel to the general theatre in the folk

society and nearer to the folk theatre. It is unique in its qualities and in the existence

too. Both the theatre and folk theatre elements can be seen in the puppet theatre along

with its own qualities. It takes the two types of contexts i.e. (i) the contexts of general

theatre and (ii) as the contexts of folk theatre along with ritual oriented performances

contexts. The puppeteers arc having more contacts in the society than any other art

form performers. Puppet theatre is having its own audience and its own area for

performance. Five to six performing troupes can depict the clear picture of the social

life of the puppeteers. Further, the performance levels can be observed through the

contexts of the puppet shows. The Researcher considering noticed aspects of the

performance, types of activities etc., interviewed number of people (artists) for the

present study. The leather puppeteers of A.P. move for their perfomiances beginning

with Telugu Ugadi or Srirama Navami or in March of every year. During the Rainy

season and harvest times they use to work at their fields (if they had fields) or work as

coolies at the landlords fields for their lively hood. The leader of the troupe checks up

the puppets and rectifying the lapses like decolouring, torrents, and also undertakes

the cleaning of the puppets to be ready for the performances substantially.

He uses the lien time to planning for the next performances season and

prepare his schedule. The woman of that troupe i.e. first wife of the leader or the

mother of the leader uses to take responsibility about the food and maintenance of the

house during these rainy and harvest seasons. She uses to order or to fix the work and

duties to the family members which include children. The part time puppeteers are

also there but their work plan is different when compared with full time puppeteers.
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But almost all the full time puppeteers commonly do their own work at rainy

and harvest seasons. These timings are not suitable for the puppet show performances

because the leather puppet show performances arc performed in the open air and in

their own mobile theatres. They prefer to perform in the villages. Because they collect

the donations in the form of food, clothes, grass for their catties, goats, money, grain

and animals etc. The people of the villages who are the audience to these

performances encourage these shows during the summer season only, preferably

during April to June every year. The Performer entering the village during the rainy

season or harvest season get nobody's attention for performance'that will be tribute.

So that contexts for the performance would be the convenience of the villagers.

Naturally the villagers, all most all depend on agriculture. During the rainy season

and in the harvest they would be full concentration on agriculture. They do not divert

their minds from their work to any attraction. So automatically the puppeteers in a

way move according to the psychology of villagers, because they live in villages, they

work in the rainy and harvest seasons as coolies in the farmers fields. If they don't

have any fields or houses, they move from village to village to give their

performance. These troupes were given seminomadics status in the government

reserved category list. In towns also they won't go for performances during rainy

season, because the puppets will shink or become stiff. However, the performance

during festivals, special celebrations, now a days special arrangements for

Government functions, republic day celebrations, entertainment for foreigners, for

research trips, for T.V. Productions etc. are all the seasons or contexts. Except the

village performance, the audience for these performance are purely floating. There

may not be fixed audience except the organisers and the special guests or the

dignitaries. In front of these audience there may not be a real traditional performance

can be seen. Each context naturally has a different mode at together. The village

contexts can be seen similar from village to village. But these are all agricultural

based and non seasons for agricultural works. But where as in the other performances

mentioned above are having quite the basic difference in between them can be

classified on the basis of performances, performance stages, performance contexts,

performance occasions, stories, audiences, timings also. These are all depend upon the
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taste and possibility of the organisers. Except in the villages, the performances in the

other contexts (general contexts) may not be a night show, but also in day time. They

arrange the shows in the auditorium, in the halls, theatres and in the rooms. The

puppeteers give the performances on their stage and screen but they use the stage,

lighting and all that. Whereas in the villages they have to give the performances on

their stage and screen. They have to bring there everything in the villages. This

process is quite different from the general and latest contexts. These latest contexts

are safer to performers but not to the performances or performance traditions. But the

puppeteers get more money and they have to work minimum. There is no fixed times

or scheduled timings for the performances of general or current contexts. At a time

they may ask the performers and the performers also give the performances. When

they go to distant places for performing they keep somebody at their house to look

after all of their family works, i.e. animal feeding, the property, if any etc.

The troupe leader gets the total information during the rainy season for his

performances. Accordingly to his plan, he contacts the village leaders and fixes the

date for the performance. When he is ready to start, he writes letters to all the village

leaders of that area to attract the villagers for the shows to tempt for the performance

and to give the clue his where about to the villagers.

According to his plan he moves to one village and settles there upto one to two

months. Before that also, if they don't have touch with them, one of them goes to the

village and meets the village leader or official for the help of their performances.

Then they move to that village. If they don't have any invitation from any village, if

they thought they will get more and more money and they enter in to one village and

start the performances. The troupe leaders probably will be having one cart with

bullocks or bisons. They collect the grass from the villagers for their animals. During

the summers there is no difficult with the bullocks but where as in the case of

buffaloes, they move towards water pools. One of the troupe persons must take care

of them during the day time. Some troupes buy she buffaloes for these carts as they

can be utilised for double purposes i.e. for milk and cart pulling. So they move with

their total luggage in the cart. When they reached a village they meet one key person
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and depend on him to arrange shows. They collect the sticks,the carpets, the screen,

clothes, and other material which arc essential for the performance. They take four to

five days for starting the performances. Injuring these four to five days, they assess

the position at that village and if they feel that is suitable to them, they start the show.

If they feel the situation is negative to them, they go to common people and depend

on them and they create a context for their performance. They start the performance

after assessing the climate. Some puppeteers depend on Rajakas. The Rajakas give

food and shelter for a brief tenure. ^ ^ " ^ •

The puppeteers select a central place of the village or cross roads convenient

to the audience. Probably they arrange their stage on the floor. They avoid the

Varandah's village court places, to attract the people of the village sympathetical

grounds. That shows the respect towards the village leaders. In some villages, the

people invite them for Varandahs. In each centre they perform eight to ten shows.

They move to the next centre of that Village. Like that they change three to ten

centres. They repeat their shows in other centres too. If they get more and more offers,

i.e. people ask from many centre**it a time, they demand for more money and they

create competition in between the audience. They perform Bharata, Bhagavatha and

Ramayana at each centre. They don't prefer single shows. They perform atleast ten in

one centre. The earning or the collection depends upon their contexts. Now a days

they are arranging the performance themselves on ticket. They collect minimum two

to three hundred for the performance. Commonly the contexts in the villages will be

social ones. Village festivals and drought seasons give more opportunities for the

contexts. The puppeteers use this sentiment and they settle. There are beliefs in the

villages that if they invite the puppet show performance with Goghrahana of

Bh5rataa the rains will come. The villages too give the donations in the shape of

grains, animal, gross, money, cloth etc. during the performance of the puppeteers, if

every performance is owned by the same troupe leader. We can observe the change

between the performance to performance. This change may be an account of the

presentation of the performance, presentation of the story, presentation of music

styles, music composing, introducing the non-contextual items etc. This variation

depends on the feedback of the audiences guesses by the performer through his
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institution. These changes can not be given a shape without keen observation of the

contexts. Then only the texts can be seen as full pledged. Otherwise they may become

lifeless. The theatre helps the text for its liveliness through these contexts only. The

successful performance of a troupe is not based on the story only. It is based on the

presentation and the presentation is based on the context only. For the successful

presentation of the performance every troupe leader must introduce some thing

borrowing variations. Then only he will become success. Otherwise he cannot survive

himself in the field. These borrowing variations may be in the shape of music

instruments, music items like songs, cinema songs, new dance trends, change in the

humourous conversations in between the humourous and non-textual characters like

ketigaadu and Bangarakka. At the same time the troupe leader may drop some old

items like old songs, old instruments like tasha, old lights and old stage methods etc.

At the time of dropping the old items the troupe leader introduces some variations to

attract the audience. These variations may be according to the taste of the audience. W

the troupe leader is giving performance at a city centre, he introduces here and there

the western songs through humorous characters Ketigadu and Bangarakka. If the

audience are educated, the performer may introduce the conversation in English,

Telugu and Hindi mixed dialogues in between the characters and the non-textual

characters. This is only for the success of his performance and to attract the audience.

These variations may get importance according to the context of the performance. He

may introduce the variations too according to the importance of the specific

performance context. They may change the content of the performance according to

the context, i.e. the same performance content presented in one performance in a

village context or ritual context and another performance in a secular context. These

variations may be purposeful and conscious according to his experience. The content

and the variations will be chosen for the performance depend on the features of the

context. Like this way the context helps the performer time to time and it changes its

role time to time and place to place.
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CHAPTER - III

TEXTURE

3.1. INTRODUCTION

Here the texture is taken in both ways i.e. verbal and photos. It means the

texture includes the analysis of the puppet show performance and photoes relating to

theatrical elements in folk arts, folk theatre forms and leather puppet show

performance of Ramayana. The performer or the troupe leader expects always the

success of his perfomianee. Though it is routine to him, he designs the planning for

every performance. He, therefore, handles the entire process i.e. from the concept to

the total performance carefully. He takes pains to make it a success in every respect

moment by moment. Some times he behaves tough towards the troupe members and

beats the children too. To meet his ultimate goal to perform the show well, he never

takes a chance, he even approaches house to house, and walk down street to street.

The oral permission for performance is itself acceptance of assurance to him. He

takes that it as the encouragement for the show. Sees in it the financial viability to his

efforts.

With the oral acceptance of local people or village elders, he presents himself

to every body going round door to door. It is a piimary step to him. He then goes to

second step. He gathers the required stage properties from the villagers in his second

step. He will ensure that villagers involve themselves automatically by way of

providing stage properties on lending basis. He plays tricks on the psychology of

audience. One such trick he adopts is delaying the starting of the perfomianee. He

will take advantage in this applying starting of the perfomianee he tries to apply

different techniques to create a kind of anxiety in the minds of the audience for th$

performance. He will then be totally diverting the minds of audience towards the

performance. This is done in addition to his efforts in making the troupe members

work hardly. He is therefore, an organiser and a manager, where he will overcome

the lapses on one side and controls the troops on other side intelligently.

The leader has responsibility to fixing the duties to the troupe members and

watch their movements. He corrects the movements of the troupe members and

thereby have a constant check on the performance. He is the director and supervisor



until the show starts and once it starts he relaxes. Observing the audience is his prime

concern while relaxing. This will endorse him to communicate the moods of the

audiences to make the performance better. Whenever the performance is called as

'good1, it is firstly speak of the troupe's systematic cooperation within the troop. It

also reflects the careful observation of the troop leader. He changes the strategies of

presentation with a change in the mood of the audience. He captures the mood of

audience in such a way that no one can move out of his grip. The text is either

extended or cut short according to the audience mood and the texture is always

attractive. Some times the troupe may get confused by the instantaneous directions of

the leader but they follow it religiously. This experience gradually gives them the

exposure for a qualitative performances of the troupe.

In the process the leader may say to introduce the humorous characters

Ketigagju & Bangarakka not to loose the control on audience. Whoever may be in the

leader's position, the artistes in the performance will follow his instructions blindly.

This is a phenomenon exhibiting the discipline in the troupe, like artistes, the musical

instruments operators too follow the leader's direction. He takes initiative at every

point where the artiste is weak. He covers up the lapses in the perfonnance. In

essence, the troupe leader is one, who is to start or to change or to conclude the

events in the performance. The whole exercise for better performance by the leader is

with a view that the audience watch the performance for entertainment and to relax

from their daily routine.

The success of the perfonnance is seen as the satisfaction of the audience but

not the performing the performance. Therefore the performance is rated ^good1 only

when they feel satisfied.

They need good and neat perfonnance. If the performers are not skilled ones

they don't like to sit there even a minute too. But the total picture is observed by only

one man that is the leader. He observes the troupe members movements and audience

feelings. He works as remote control agency to maintain the grip on audience. He

directs and changes his directions time to time to control the audience minds

according to his view. The success of the performance is depended upon the careful



observation of the leader. Here the success means not the performing of the

performance. Here success means the satisfaction of the audience. If the audience

fully satisfied that can be called as good performance.

For this purpose a case study method has been adopted by the researcher in the

present study with a view to have a clear understanding of the 'performance', the

performance of a troupe may be different from the another. The performance of a

troupe at one place may be different from the performance of the same troupe at the

another place. This suggests that, at least four to five performances be watched for

the purpose or 'observation', of various elements. Only such observation will provide

reliable data for analysis in a case study method. And hence the researcher in the

present study had chosen to watch number of perfomiances of the show as part of

case study method. Under the study, the researcher chose to watch five performances

of different teams at different places in Andhra Pradesh. The detailed notes for one

performance has been documented to carryout the analysis through case study

method.

The observation of the performance can be done for different purposes such as

for folklore research and Theatre Arts Studies. Researcher main intention has been to

point out utilitarian aspects relating to society. As already pointed out the success of

the performance depends on the benefit derived by the people on observing the

performance. The performers try to attract the audience in the folk performances

through the instantaneous changes or by altering the scenes of the events of the

performances. This may not be feasible with the dramas, as there will not be any

chance left to the performers either to alter or change from the performance

instantaneously to satisfy the audience.

In the present study an attempt has been done by the researcher to discuss the

observations of the Folklore and Theatre Arts research, by analysing with description

of puppet show performance and exhibiting of photos of both folk and puppet show.



3.1.1. Views of Performance

The success of the performance of the folk dramas depend on the skill of the

performers convincing the audience. In the similar context the skill of the performers

in the presentation of the performance is a prerequisite for the general dramas. Basic

difference one can sec here is that, the folk dramas have a mythological background

traditionally transmitted through Indian oral Epics. The general dramas arc originated

from the themes such as social, historical, cultural, political and psychological part

and taking shape from the mythological background.

These dramas can broadly be divided into two groups, (i) Music and Dance

oriented folk dramas with narration and (ii) the action oriented general dramas. The

leather puppet show performance is a mix of these two forms. It can convince

audience as well and be a best presentation method of the performance. However,

gives more weightage for convincing the audience which is the quality of pure folk

dramas because of the depend once on the financial support from the audience.

There is a marked difference one can notice between the music and dance

oriented folk dramas. The technique of presentation, skill, staging, instrumental

operation, set designing, lighting, team work, costumes, makeup etc. are important

elements determine such difference between these two forms. The leather puppet

shows however, have an importance since they possess the qualities of the both folk

dramas and General theatre and these qualities remain as necessary requirements for

the successful performance of puppet shows. Staging, instruments, text, experience,

knowledge about the current society particularly the village or the place where they

are performing, performers in the performance, rhythm, melody, co-singing, attracting

techniques etc. are the important points for the success of the performance.

The puppeteers manipulate their skills to please the audience, in instruments

operation in the method of folk dramas, for supporting their singing, puppet dancing,

Puppet acting & creating humor etc.

The leather puppet show performers follow the basic strategies of the tradition

With a weightage for modern trends in the drama discipline. The show is mingle, with

107



so many series of poetical as well as prose in a script mode. The use of traditional

instruments simultaneously with modern drums, harmonium, and tabala can be seen

in the shows. The puppet playing particularly puppet acting & puppet dancing,

activities are inter mixed with modern actions.

The present days trend is noteworthy. The puppeteers selecting the historical

plays, particularly social performances apart from the routine Mahabharata and

Ramayana. The propagation of Government policies on education, health through

the social dramas, has been major reason for selecting such themes. The researcher

has chosen to present his analysis according to his documentation, of story in the

puppet show and documentation of photos of both Folk Arts and Puppet show.

3.1.2. Narration of performance.

The performance began by 8.30 p.m. Vigneswara puppet was at the screen.

Beginning with a loud sound of Dappu accompanied by all other instruments. The

artistes prayed namoo... namoo .... namoo Three minutes later one elder man

introduced Ganesh to the performance. He raised his voice with Vishnu slokam as

Govinda, Narayana and concluded this slokam followed by all the instruments in

second speed and ended with the muktaimpu "Tarigidakadhim, Tarigid^kadhim,

tarigidakatoo".

This ending was followed by a woman with vanta raga like aah.. aah.. aah..

RSmappa, elder man manipulated the Ganeshpuppet by singing the famous

verse, "tondamunekadantamu" which the Telugu people follow as prayer song in

Ganapati Pooja. In this verse the performer used to explain each and every word

according to his plan. The actual words "menduga gajjalu mrooyaga", (Gajjelu

means anklet bells) and meaning of the word represents the sound of anklet bells. The

total poem sung is to describe physique of Ganesh. The artiste did not explain the

meaning of each word, but he was simply singing the poem showing each part of the

body of Ganesh with his hand stick while rendering words. This was very clear to the

audience. The ending was followed by a raga of lady artiste. It was ended by

muktaimpu as 'tattadai1, tattadai, tattadai.1



Ramappa started another prayer song "Gananadha Brovavaiah Ganan 1

neevu" and all the artistes repeated it as chorus. Cymbals were operated in the second

speed followed by raga and concluded with the muktai " dhimita, dhimita, dhimita".

He described Ganesh body parts one bye one and total description was in

conversation. They were praying Ganesh firstly since he was the beginner of the play,

and continued their discussion in a dialogue form upto the starting of the prayer of

Saraswathi. In between these dialogues, the instruments were played in second

speed. Prayer was started with "taita Tajhana, tajjana tataa." After prayer main artiste

asked Saraswathi who was she, and where she was going, on what work." Lady

artiste replied on behalf of Saraswathi, as she was wife of Brahma, going to

Brahmaloka and came to wish the artistes and audience along with that villagers. The

performer explained himself about Ganesh and the lady artiste participated just as

listener where as in the Saraswathi scene, answer was given by Saraswathi. Ended

with "takitata takitata takitata while Saraswathi announces about the performance as

Lanka dahanam." At this point of time very opportunity Ketigadu and Bangarakka

puppets have been introduced. Entry of these characters were indicated by the

performers through conversation. Firstly Bangarakka puppet comes to the screen with

romantic songs as "tagadidi madana.... Aah " and two artistes described her

movements and family background. Virahageetam like 'Hakileenamma viraham", was

sung by the main woman artiste and repeated it by the troupe. That was cut down by

the muktaimpu as" tarigita taakkataka, dirikitataka, dirikitataka tadiginata, tadiginata

tadiginata. Bangarakka interpreted the relation with the village in a humorous

conversation. She used to scrape her body by her fingers and told that her head and

wedge were in an itching sensation due to that village water. This type of dialogues

attract the villagers to involve them in the performance along with the artistes'

problems. Then Bangarakka told that she had husband, the most handsome, romantic

Gandholi, who had another two names Juttupoolugadu and Ketiguad#u, she called him

with a romantic rnood as Gandholi. Her way of calling has evoked interest in the

audience. Audience have become involved in the performance. The performers

introduced three puppets of Ketigadu in different sizes and Bangarakka announced
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that those three were her husbands. That announcement was made only for the

attraction of humour lovers and to keep them as followers of their entertainment.

One of the audience sent five rupees and asked artiste Ramappa to spell out his

name as donor from the stage. Rainappa praised Konda Reddy, the donor of five

rupees chanting the names different Gods. The donors came in line to donate the

money and Ramappa was reading out their names with praising along with some joke.

He spelt out a proverb that the donors live hundred years and they (artistes) live

hundred and ten years. Then Ramappa praised the village, village elders and the

farmers for their cooperation and helping from time to time. Some historical point he

mentioned that Srikrishnadevarayalu patronised leather puppetry. From that time

onwards the leather puppetry has been performed. Anxiety, and curiosity transform

the people to go to long distances to observe the leather puppet show performances.

This led to emerge out the proverb "lombai aamada pooyi toolubammalata choodali

and aravai aamada pooyi aavulapabbam Choodali "means (one has to go ninety

amadas (4 miles are equal to one aamada) to see toolubommalala (leather puppet

show) and has to go sixty amadas to see avulapabbam (festival of cows).

The performance from praising through historical aspects, and sociological

situations got in to the story; ^Systematically. Systematic method adopted was

question and answer method where two artistes have been exchanging the dialogue in

an interesting way.

The experience of artistes kept the audience under their good impression. The

small event like donations and spelling out the names of the donors became separate

scene and that was prolonged by the two artistes upto sixty dialogues sharing thirty

each. This shows the capacity of professionalism in folk theatre improve the artistes

efficiency in improvisation and championism. It was very interesting to note the

issues of all relevant items of daily life "tagged by the two artistes intelligently within

a short time.

Ramappa was explaining the scenes of Lankadahanam as they were to perform

Panchavati, Golden Deer, Kidnapping of Sita, Vali and Sugreev episode, Hanuman



crossing the sea, locating Sita in Lanka, ring showing to Sita, Hanumah's tail event

and setting fire to Lanka.

The audience started raising their voices for the story. They stopped humour

and took interval of two minutes. They operated the instruments in the second speed.

Performers tried to patch to their performance in this scene with the help of

instruments" and succeeded.

Sita, Rama and Lakshmana puppets have been brought on the scene followed

by a song.

"Raima Lakshmanulu Vacchirapucju Sita Bhama toda" and ended with muktai

as "taita taita taitata". The story has been described in the dialogue form in

conversational style. Chitrakuta, the dense forest was their place of living. Rama and

lakshmana were conversing the beauty of Panchavati, Lakshmana was happy to be

there and he would like to stay there for a long. Sita entering the scene referred to

golden deer. She was pointing at and wanted her husband to sec it. She described the

beauty of the deer that "the body was shining, the thrones were like manikyas". She

felt that if the deer was brought to their place it would be wonder and adds a new

beauty to the kuteeram. Rama replied and he would brought the golden deer to

honour her wish. Rama told Lakshmana, that Sita wanted the deer, so he would go to

bring that deer.

Simultaneously ordered lakshmana to take care of Sita. The scene has became

quite entertaining with the Dappu beatings following the deer's movements.

Lakhmana had his own doubt about this deer. He continued with his doubt. He said

the deer appears to be no original and a trick that may be played by Rakshasa. Rama

clarified to Lakshmana that it would be caught if it was real one's otherwise be killed

there itself. He reiterated his request that Lakshmana to take care of Sita.

All that was an individual scene. The skill of the performers dominated by the

dialogues to capture the mood of the audience. Rama was after the deer. The scene

created very eagerness and curiosity in the minds of audience. The scene was ended

with "Haa Lakshmana and Haa Sita, " fully followed by the support of the
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instruments. The performers had taken full advantage from the music where the

transformation of deer took place into demon Maricha. The performance of this scene

depicted their control over the audience and performance.

Listening to words "Haa Lakshmana .... Haa Sita" and Sita told lakshmana

that Rama may be in trouble. Lakshmana, said confidently, to Sita that if anything

happened to Kama the entire universe would be upset, the stars would fall down, and

the Sun and Moon would become weak. He assured her that the happened thing

would be a Demon's trick and advised her not to get upset.

Sita could not get convinced with Lakshmana's assurance. She ordered

Lakshmana to go and save Rama. Lakshmana again tried to convince her that it might

be Demon's trick. Scolding Lakshmana Sita reacted sharply to the explanation or

Lakshmana and said that Bharata was believed as brother and he took away the

Ayodhya, and scolded him as he was believed as brother, but he came as friend and

was trying to expose with enmity. Such hard feelings expressed by Sita made

Lakshmana to feel sorry for having said to Sita. Being the folk performance, the

performers introduce the behavior of the society through the characters depending on

the incidents. Performers took advantage in this incident to depict the common

women's mentality. Lakshmana felt unhappy with Sita's words and went away in

search of Rama. The conversation between Sita and Lakshmana revealed some

contrast. Conscious efforts of the performers has been noticed from the conservation

between Sita & Lakshmana was to strengthen the scene and convert the performance

richly. Therefore, the scene appeared as nearer to the hearts of the common people

and it worked out to impress the audience very much.

Then scene was changed by introducing Yati i.e. Ravana in yati shape. The

yati himself tried to create a devotional climate and was crying as

"Hara Hara mahadSva

Shambho Shankara

Satkula Katakshana

Bhavati Bhikshandehi

Mata annapoorneswari
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Hara hara mahadeva

Shambho shankara ".

Sita welcomed him with obedience to sit by showing a seat... Yati said that nobody

should stay in a house without the head of the family and he would not expect any

thing except some bhiksha. He was enquiring about Sita and why she was staying

independently alone there. Sita told about her husband Rama, the son of Dasaratha,

and how they came along with Lakshmana to this deep forest to honour the orders of

his father. She also narrated the incident as both have gone to bring a deer. Requested

him to stay up to their return home.

Then Yati told Sita that he is Ravana, the king of Lanka and was waiting since

long time to get her, as he told that he was going to kidnap her.

The words of Ravana enquiring Sita, the man 'who got her1 was hinting the

future story. This may be a professional experience of the performers or it may be

introduced intentionally by the performers. The conversation in between these two

was quite natural and the audience can understand easily, as the conservation goes

like of scolding as rascal and questioned him 'how dare he was' to take away by force

etc. Sita used a word "how many heads you have" (nannu kooranu enni talalura"

neeku) in the sense 'how dare he was'. The word tala (head) was used purposefully

by the performers and Ravana replied that he had ten heads and showed her ten heads.

The method of expressing it was also very proud with vigorous behaviour.

She felt unconsciousness while she was seeing ten headed Ravana. The

introduction often headed Ravana turned the climate into harshness and the sounds of

instruments like Dappu created a terror. Ravana scene was attended with special

attention by Govindu, and his voice expressed the proudness of Ravana and appeared

that his total body was laughing and crying.

Ravana was taking away Sita while she fell unconscious by seeing. He lifted

her on his plane Pushapak Vimanam. The performers played the Pushpaka Vimanam

scene by Harmonium sound in high pitch. This scene created as horror atmosphere

than ten headed Ravana's introduction. She was screening while going to Lanka.
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Jatayuvu saw her and decided to fight with Ravana to save her. He darcly went there

to face him and advised him to leave her, otherwise he would fight and kill him.

They both exchanged the words that led to fight. The fight scene was manipulated

between Jatayuvu and Ravana. The fight scene gained curiosity and arouse interest in

the minds of audience. Jatayuvu fell down in the forest as the Ravana cut down the

wings of and was surviving to give the message of Sita to Rama. Rama and

Lakshmana met at parnas'ala and they were walking by searching Sita with sorrowful

feelings.

Lakshmana found Rama and enquired about demon tricks. Rama asked

Lakshmana about Sita, and questioned him why he left her alone at the Panchavati.

Lakshmana explained Rama that she did not listen anything which he told about the

demon and scolded, ordered him to meet Rama. Rama expressed his opinion that

though she might refuse his words, he must be waited there till Rama's coming.

Laksmana asked Rama for orders to search Sita around to panchavati both Rama and

Lakshmana were searching.

Rama felt very bad. The puppet was introduced with weeping and dancing

while singing as ~

"She was very close associate, she was
disappearing how he was living without her"

and all the instruments were operated in the second speed. The raga used for that

situation was vilapa raga. While weeping and was asking Lakshmana, how she was

missing at panchavati. Lakshmana explained Rama that the rivers, valleys, and all the

area was searched and was not able to locate Sita any where. While going by

searching, they have seen a wounded bird, and Lakshmana thought that was a demon

and ate Sita and sat in the shape of bird, he reacted that, the bird would be killed by

him. Then Jatayuvu listened and told he was not demon and he was Jatayuvu, a close

friend of Dasaratha. He told Rama that Ravana was taking away Sita towards Lanka.

He described that how he fought with him to save her, and how Ravana cut down his

wings and what for he has surviving.
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Then Rama ordered Lakshmana to perform rites of Jatayuvu on his request on

the banks of Godavari. Laksmana followed Rama's orders and they both moved

towards Kishkindha.

Instruments . all were operated at once to close the scene with music. The

next scene was in the court of Sugreeva with seventy two thousand vanara military

and they were searching.

They saw Rama and Laksmana and thought that, Vali sent them for fighting

and were planning to leave that place. The Hanuman told them that, they were not

sent by VJTli, they were rushes, he would visit them and find out, who they were, and

reached them, greeted them, by namskara and asked them as who were they. They

told Hanuma that, they were sons of Dasaratha, from kingdom of Ayodhya by names

Rama and Lakshmana. They told that, they were in search of Sita, and they heard

about Sugreeva, and came to meet him for friendship.

Then Hamuma told RUma that, he was the minister of Sugreeva by name

Hanuma and Vali his brother sent him out from the country and were living there,

and welcomed Rama and Lakshmana. Hanuma took them to his king Sugreeva and

explained to Sugreeva about Rama and Lakshmana. Then they told that, they got

ornaments of Sita and they showed them to Rama. Ultimately after along

conversation they become friends. The instruments were beaten in the second speed.

Rama told Sugreeva to fight against Vali and he would kill Vali and would handover

Krishkindha and Tara too.

Then Sugreeva replied, if he killed Vali, Sugreeva would help him in

searching of Sita. Then Rama encouraged Sugreeva to fight with Vali. Then fighting

scene was introduced between Vali and Sugreeva, Rama beat with his arrow behind a

tree.

Then-Vali questioned Rama why he beat him from behind if he interested he

would have to fought face to face. He questioned Rama that the kings kill the cruel

animals, not monkies, but how Rama did that mistake. Then Rama told that Vali was
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not good man, so he was killed by him, the king has to protect innocents and the bad

people should be punished.

Tara expressed her sorrow at that war scene and Vali suggested her to live

with Sugreeva and their son Angada would become Yuvaraja. Then Angada was

made as Yuva Raja through yuva pattabhishekam. They discussed about their plan for

searching Sita and Sugreeva was made king for Kishkindha.

Then they took small interval for the relief. Ketigadu entered on the screen and

praising the village as he has seen that village, like as Ganga has seen Bhagiratha,

Vibheeshana and Sugreeva got Rama's help, the child found his missed mother.

Ramappa the elder performer explained how they got the quarters there and

announced publicly how they opened co-operative society.

Then a demand from the audience came to start the performance. Instruments

were played immediately and the main singer started "JayaRama".

"Jaya Jaya Sri Rama

Raghuvara

Subhakara Sri Rama". This is a famous song, which is sung by Hanuma every

where i.e. in all folk dramas and padya Natakas. Hanuman character sung this song.

#y expressing devotion and singing this "Jaya Jaya" Hanuma came to screen.

Instruments followed Hanuman in devotional lines and the scene tells, Hanuma is

going to meet Rama. Hanuma sang another song as

"Sriraghu Ramachandra

mammula biddala jeeyu malfa prabhoo

mee taraka nama mantram

taapasa vruddhulake ndlabhyamu Rama"

and reached Rama. The pronounciation of the artiste in the case of Sanskrit slokas was

very clear and they were well trained by their Guru, mostly their fathers. Though they

did not know reading or writing, they were given training in the performance and in

the language too. Rama called Hanuma with intimacy, that with a song
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" Vdyu Suta rammaa

ii anguleeyakamu gommu

Lanka ku veega pommu

Seetaku naayokka

Seemamuluseppi

Aame kshemam seppi

Naa chela mudayanimmu"

Jambavanha told about the Hanuma's mighty and skill and ability to go to Lanka.

Rama called Hanuma and ordered him to go to Lanka to search Sita. Hanuman

got small shape of his body by Rama, and crossed the sea. Hanuma laid down in the

sky and crossed the sea. That was very entertained scene and the audience impressed

very much about that scene. He reached Lanka and the main gate was watching by

Lankini. Performers sloped the story and introduced entertainment event through

ketigadu.

Lankini was a tall puppet, ugly in appearance and alterd puppet. KetigSdu was

also ugly in appearance but small and humourous. For entertainment and for relief the

scene was created in humour in between these two. The main purpose of this scene

was to create humour, so that, they won't follow the delicacy, balance, politeness,

softness and more over the performer introduced the nuisance activities through

ketigadu as imbalance, ugly behaviour, rashness, rudeness, nasty methods and with

vulgar comments. While ketigadu was coming, he beats on the head of the Lankini. It

indicates the perfonner is going to create a cheap opinion on Lankini in the minds of

audience. She cried who were there. The ketigadu appeared infront of her, and

questioned her, with dual meaning words, and sarcastical words, and romantic words

with vulgarity. To facilitate and to entertain the audience, the performer introduced

two folk games in between those too. Finally the performer created a target scene

through ketigadu and that lead to be felt happy and got the humourous climate among

the audience. At last Bangarakka entered on the screen to avoid the Vulgar dialogues

and she had beaten ketigadu. This was purely humour scene and was removed from

the screen. Then Lankini and Hanuma scene was introduced. Hanuman killed Lankini
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and entered into Lanka. He found Sita and gave her the ring of Rama and look her

head ornament and disturbed Lanka.

Hanuma killed so many soldiers of Ravana. Finally he was caught by

Indrajittu and was kept at Ravana's court for punishment for his crime. Ravana tried to

give sentence to death. But Vibhishana warned Ravana, that would become sin,

because woman, child, Cow and monkey would not be killed at any circumstances. If

it happened, the person who killed the above ones, could get sin, and they won't get

children and would lost everybody. Vibhecshana told Ravana, the messenger should

not be killed by a Chakravarthy well known emporcr to the world and withone lakh

sons, one crore grandsons. But Ravana did nto agree with vibhishana and told that

monkey was dangerous. Then vibheeshana told Ravana to insult Hanuman by firing

its tail. But Ravana expressed that he won't get death by any body in the world except

Nara and Vanara. Brahma gave that concession to Ravana on his tremondous

meditation. Ravana thought that Nara and Vanara were the same, So Ravana was

observing vanara and thought to kill him. Then Vibheeshana told that when

Brahmadeva gave the gift, then there was no Nara and Vanara. So Vibheeshana

assured Ravana that there won't be a problem for Ravana by Vanara. Because the tail

of monkey was very beautiful, the tail could be burnt with clothes brought from four

lakh streets, dipped in the oil and could be burnt. Ravana satisfied with that advise

and ordered that, the tail of the monkey would be burnt as a punishment. Then

Hanuma told Ravana it so that, he would burnt the Lanka. Then Ravana got angry and

laughed at him and asked him the Lanka was not a grass or wood. Lanka was built by

iron, brass, lead and Gold buildings and they won't be burnt at any cost. According to

the orders of Ravana the tail of Hanuma was burnt. The instruments were beaten and a

general song was sung to gain the sympathy for Hanuma.

"dootanu galachuta bhuvigalade" like that.

Hanuma burnt all the golden buildings, weaponry places, towers, chariots and

Lankapuram then gone to the sea dried up the fire and reached Rama. All these scenes

added to strengthen the performance. Hanuma told about Sita in Lanka and gave her

head ornament to Rama.
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Rama felt satisfied to find out the where abouts of the Sita and took Hanuma

to the nearer and gave a gift as Hanuma would get permanent name and respect as

long as Rama's name and Hanuma would be treated as a fifth brother. Then ordered

sugreeva to build a bridge across the sea to reach Lanka.

Lanka dahanam was ended with this scene and the performers started ending

prayer. "Pavamaiia sutudu pattu padaravindamulaku, neenaama roopamulaku nitya

jaya mangalam" was a famous ending prayer song and rest of the artistes followed as

chorus. Finally all the members said

"Govindaa, Govindaa

Anjaneya Varada Govindaa tadim

Jainamah parvatee pat ee

Hara Hara mahadeva

Shambho " and

concluded with namaskaras with folding hands and closing eyes.

This is the texture of the both and performance and photos. The Puppet show

performance is analysed and Photos relating to theatre elements in Folk art forms,

Folk theatre forms and puppet show performance of Ramayana are exhibited. The

photos are indexed here for the purpose of observation and clear understanding.



1. Sri Chukka Sattaiah famous artiste of Oggu Katha, with team in narration,
Manikyapuram, Janagam mandal, Warangal district.

2. Biirrakatha troupe, in story telling from Visakhapatnam.
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3. Action mood of artistes, Pandavula Katha, Godavari Khani, Kareemnagar district.

4. A troupe of artistes from Pandavula Katha, Toti Gondi version, Godavari kJtani,
Kareemnagar district. '•
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5. Harikatha Bhagavatar in the performance.

6. Artistes in Tandana Ramayanam, story narrative form, Medak district.
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7. Troupe ofPamba katha, Anantapur district.

8. Troupe ofJangam katha, Ranga Reddy district.
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11. Jamudika instruments.

12. Dappu dance still, Hyderabad. 125



13. Troupe ofKolatam, Prakasam dsitrict.

. Troupe of Chekkabhajana, Yesanna troupe, Cuddapah.
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15. Garagalu troupe in performance, East Godavari district.

16. Beerappa dollu troupe in performance, Anantapur district.
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17. A still from Veeranatyam dance performance, Chinta Venkateswarlu troupe, East
Godavari district.

18. A scene from Urumulu performance, Urumula Narayana troupe, Anantapur district.
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19. Troupe ofKorada Potappadu, Tappetagullu, Srikakulam district.

20. A still from Bonalu dance performance, Hyderabad.
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21. A scene from G or avayyalu performance, Anantapur district.

22. Veedhi natakam troupe.
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23. Kangundi Kuppam Veedhi natakam style, Hidimbasura Vadha, Kuppam, Chittoor
district.

y-

24. A scene fro,,, MylaraJeva play, Doddala troupe from Dharwar, Karnataka State.
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26. Instrumentalists in their job at the play Mylaradeva, Doddata troupe from Dharwar,

Karnataka.
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25. Artiste in makeup of their own for Mylaradeva play, Doddata troupe from Dharwar,
Karnataka.



27. Devotees from audience paying devotion while observing the drama Mylaradeva,
Doddata troupe from Dharwar, Karnataka.

28. Scene from Chiratala Ramayanam, Nalgonda district.
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IP. Ravana & Vibheeshana characters of Folk Yakshagana, Gattepalli Sheshaiah troupe,
Gattepalli, Vemulavada Mandal, Kareemnagar district.

Tirupataiah in Hanuman character of Folk Yakshagana, Gattepalli troupe,
Vemulavada Mandal, Kareemnagar district.
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31 Chindula YeUamma troupe in Chindu Yakshaganam, Armur, Nizamabad district.

32. A still of Vidhemma from Mandhata katha, Chindu Yakshaganam, Pillutla Anjaiah
troupe, Aler mandal, Nalgonda district.
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33. Clrindu artiste Pillutla Anjaiah in Alii Rani still from Alii Rani, Chindu
Yakshaganam, Pillutla Anajaih troupe, Aler Mandal, Nalgonda district.

34. Chindu Artiste Pillutla Anjaiah in Alii Rani still from Alii Rani, Chindu
Yahhaganaih, Pillutla Anjaiah troupe, Aler Mandal, Nalgonda district.
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36 A character with costumes in Tenku Tittu, , by curtsey of Holy kshetra Sri
Dhannasthala, special issue, edited by Prof. K.Handas Bhat, January, J982.



37. A Scene from Kuchipudi Yakshaganam, Bhugavatula Rama Kotaiah troupe
Kuclupudi. • '



39. Artistes in makeup of their own in Adipuranam (Jambapuranam), Masti Bhagavatam,
troupe from Mahaboognagar district,

40. A still of Adishakti from Jambapuranam (Adipuranam), Masti Bhagavatha.m, troupe
from Mahaboobnagar district.
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44. Chindu artiste Pillutla Yadagiri in Gosangi still (Jambavanta) from Jambapuranam,
Chindu Bhagavatam, Aler mandal, Nalgonda district.
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45. Researcher with the Artistes in makeup of their own for Jambapurunam, Cliindu
bhagavalam, Pillutla Anjaiah troupe, Aler niandal, Nalgonda district.
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46. Scene from Toorpu Bhagavatham, Bast Godavari district.
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47. Painting from Vcedhi Bhagavatam.

48. Jambapuranam Scroll.
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49. Artiste in narration, Madclu puranam, Patam katha (Scroll), Siddipet, Medak district

50. Scroll of Markandeya Puranam, caste myh of Padmasali Community People.
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56: Researcher with Artiste (Scroll designers) from Chcryala, Medak distict.



57. Wooden dolls (Puppcis) al exhibition, Hyderabad.

58. Kondapalli Bommalu (Puppets) at exhibition, Hyderabad.
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SD. Artiste performing Mandcccludu performance, Warangal district.

60. Kondapalli Bommalu, Dasavataramulu.
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64. Scene from Vcerabhimanyu, Padyanatakam.
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65. Modern Puppets in the performance of applied method, Hyderabad.

66. Rajasthan Puppets in performance.
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69. Glove Puppets workshop at Calcutta, curtesy of Prasaranga, Folklore news bulletin,
January 1997, RRC, Udupi. Karnataka.

Manipulating the Puppet, Photo No. 20, by the curtesy of Karnataka Puppetry, 1988.
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7/. Puppets in Yakshaganam style, Vecranuyakaiut halli troupe, Photo No.29, curtsey of
Karnataka Puppetry, J 988.

72. String Puppets in the house, Photo No. 22. curtsey of Karnataka Puppetry, 1988.
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73. String Puppets in Yakshagana style, Photo No.2J, by the curtesy of Karnataka
Puppetry, 19SS.

74. String Puppet performance by Hanumangowda troupe, Dharwar (North Karnataka).
Doddata style, Photo No. 25, by the curtesy of Karnataka Puppetry, 1988.
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75. Manipulation of rod Puppet, Photo No. 24, by the curtesy of Karnataka Puppetry,
1988.
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77. Buffoon Puppet in rod puppet performance. Photo No.26, by the curtesy of Karnataka
Puppetry, Sri S.A.Krishnaiah, RRC, Udupi, 1988.

JH. stiiA- dance pan of puppit show by Nellcgrrc Thimmappachjri

Troupe- Nattamaiieala Taluk.

78. Stick dance in rod puppet show, Photo No. 28, by the curtesy of Karnataka Puppetry,
1988.
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79. A still from Puppet show on Gandhi by curtesy of Children's Programme, P.45,
Special issue, IGNCA, New Delhi - 1994.

80. Shadow Puppet in China, by curtesy of Children's Programme, P-44, IGNCA, New
Delhi, 1994.
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SI. Rod Puppet, Ravana image, Photo No.27, by the curtesy of Karnataka Puppetry,
S.A.Krishnaiah, RRC, Udupi, December, 1988.

82. View of the screen from outside the stage.
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84. Preparation of stage for leather puppet show performance, S.Mohan Rao troupe
Chakarlapalle, Anantapur district at Ravindra Bharathi.
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85. Stage curtain for Leather Puppet show performance, Sine/he Mohan Rao troup

86. Lighting arrangement in the preparation of stage for Leather Puppet show, Sindhe
Mohan Rao troupe.
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87. Stage arrangement for Leather Puppet Show, at T.U.Auditorium, Sindtw Mohun Rao,
troupe leader in sitting posture at left side.

88. View from outside the stage, Ganesh on the screen.
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89. Making of Leather Puppets by Nimmalakunta Puppeteers at their society office,
Nimmalakunta.

'M. A stick of Match box, using for Marking on the Leather Puppet making, Mohan Rao
Troupe, Chakarlapalle.
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91. Nail for curving on the Leather Puppet making, Shinde Mohan Rao troupe.

J2- Equipment and colour boxes using in the making of Leather Puppets, Sinclhe Mohan
Rao troupe, Anantapur district.
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93. Equipment using in the Leather Puppet making, S.Mohan Rao troupe.

94. Designed Leather Puppet before applying colours, S.Mohan Rao troupe, Anantapur

district.
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95. Anklet bells using for right leg in the Leather Puppet show.

"• Maddela, a rhythm instrument using in the Leather Puppet show performance.
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^Harmonium, a Sruthi (Rhyme) instrument using in the Leather Puppet show
performance.

98. Cymbals using for rhythms by Vantha artistes in the Leather Puppet Show.
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99. Thornes us ing for fixing of Leather Puppets on the screen in the Leather Puppet Show
performance.
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101. Co-operative society office of the Leather Puppeteers at Ninimalakunta
Anantapur district.

02. Artistes go ing for performances to other villages, with all their luggage in a cart,
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7 03. Puppets in a basket at the time of performance.

J04. Puppets in a basket at the time of performance.
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105. Puppets in a basket at the time of performance.

'06. Artistes in the"beginning of the performance by preparing themselves, Sindhe
Mohan Rao troupe, PSTU Auditorium, Hyderabad.



107. Artistes inside the stage in the beginning of the performance, Ramakrishna
troupe, Ninvnalakunta.
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109. Artistes inside the stage in the beginning of the performance, S.Mohan Rao troupe
at Potti Sreeramulu Telugu University Auditorium, Hyderabad.
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110. Artiste pressing the wooden flank by right leg with Anklet hells, Mohan Rao
troupe at Potti Sreeramulu Telugu University Auditorium, Hyderabad.
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112. Ganesh Puppet on the screen, Ramakrishna singing prayer song of Ganesh at
Nimmala kunta.

113. Male and female artistes are in singing mood in the performance in Mohan Rao
troupe, at Potti Sreeramulu Telugu University, Hyderabad.
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114. Male artiste in singing mood in Mohan Rao troupe at Potti Sreeranndu Telugu
University, Hyderabad.

1J 5. Manipulation of Puppets on the screen.
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I If). Manipulation of Bangarakka Puppet by Female artiste Sarada, in Ramakrishna
troupe al Nimmalakunta.

Women artistes participated in the manipulation, Nimmalakunta troupe.
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118. Ramakrishna, Sarada & Govindu manipulating Rama, Sita & Lakshmana
Puppets. Lighting also can be seen, Ramakrishna troupe al Nimmalkunta.

119. Artistes inside the stage in the performance business at Nimmalkunta.
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120. female artistes in manipulating the Hanuman Puppet in Mohan Rao troupe

121. Female artiste manipulating Puppets at a time in war scene.
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122. Many artistes manipulating the Puppets at a time, Mohan Rao troupe at Potti
Sreerainulu Telugu University.

123. Ramakrishna & Sarada (Husband & Wife) manipulation of Rama and Sita
Puppets, Ramakrishna troupe, Nimmala kunta.
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124. Manipulation ofKctigadu Puppet, Rama krishna troupe, Nimmala kunta.

(jovindu manipulating the Lakshmana puppet, Rama krishna troupe,
Niinmalakunta.
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J 26. Ten headed Ravana Puppet in life size.

127. Ten headed Ravana Puppet in life size.
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130. Ten headed Ravana (jointed) Puppet on Screen.

131. Ten headed Ravana with a demon on the Screen.
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132. Hanuman puppet in fighting with a demon on the Screen.

133. Hanuman puppet in life size.
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B4. Folded life size Jlanuman Puppet in the basket along with Ketigadu.

m •

J 3.5. Ketigadu & Bangarakka Puppets in Karnataka.
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136. Bangarakka & Ketigadu Puppets of Andhra Pradesh

137. " Adjusting the puppet on the Screen.
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13S. Hanuman Puppet in life size before screening.

139. Fixing the Puppets on the screen.
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CHAPER - IV

PERFORMANCE OBSERVATION

4.1. INTRODUCTION

Drama needs a stage for its performance. In other words without a stage there

is no drama. Listening to a Radio drama is not considered as a drama in its fullest

sense. To impress the audience emotionally, whether the drama may be classic or

general or folk drama or puppet show, whatever it may be, stage is a prerequisite. The

term used for the puipose 'theatre' itself indicates the requirement of stage. There

may be different dimensions (see photo Nos.l to 141) as far as the size is concerned.

Not only stage dimensions but also patterns of stages also differ variedly. Usually the

stages of General and classical dramas are big in size, stages prepared for Folk theatre

are of small size. The Folk drama can be enacted with in the space available for its

performance. Depending on the dimensions of the stage, (see photo Nos.82 to 87) the

performance either enlarge its scope or squeeze in its requirements suited to the space

available. In the case of puppet shows the performances are done on a comparatively

small stage, but it has a 'fixed stage'. Therefore the aspects relating to stage such as

quality scope, characteristics, and existence can be looked at from the point of view of

the purpose of the stage and its dignity and decline. These aspects also need to be

compared with the similar elements of the other theatrical forms.

The puppeteers arrange the stage with bamboos and with dhoties using as

curtains three sides ' There will be one screen used front side of the stage which

facilitates puppet presentation, (see photo Nos.65 to 141)
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PUPPET THEATRE STAGE

1. Screen 2. Light 3. Tarbal Cover

4, Screen Pole 5. Bottom

The dimensions of the stage will be rectangular, and size will be very small.

The performance of puppet show is given through the screen only. The inside

coverage or area of the stage is 8 feet wide and 5 feet in length. Its height will be 7

feet. In the case of folk dramas the stage is nearly 14 feet wide, and 10 feet length."

Usual practice of folk dramas, the stage will have opening on the three sides, It is

covered only on one side.

FOLK STAGE
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In the general dramas, the stage will be covered on three sides but both top and

the front sides are kept open.

STAGE OF TRADITIONAL THEATRE

This open side can be used for the presentation and the audience observe the

play through this side.4 But in the case of puppet theatre it is quite different. It shall

not have opening and it is a unique in its arrangement. It therefore attains a pceularity

because of the fourth wall of the stage. Though it may be closed, it will be used for

the presentation of the performance. The performers use to give the puppet show

performance through this fourth wall, which is covered by the screen. The closing of

stage like this will facilitate not to see the Instrumentalists, the performers, lights,

puppets and the space in middle stage by the audience. Then the arrangements arc

not good on the stage, of folk and general dramas the performance in the open stage

cannot get the success, o The stage influence can also dominate the performance.

Sometimes it can also give the poor opinion of the performance to the audience, even

if the performance is good. The folk dramas are the example for it, whereas in the

case of puppet theatre this stage influence or domination may have little scope for

such a situation. The size of the stage in the puppet theatre is constant7 whereas in the

case of folk dramas and general dramas it is adjustable.8 The question of

compromisatiott in the screen adjustment in the puppet theatre cannot be seen.

Covering of stage like this, is very convenient to the performers to move freely either
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side of stage, i c , to sit, to stand, to lay down etc., because they arc not to be seen by

the audience. In the case of dramas the performers move freely when the front curtain

is closed.9 The instrumentalists and other performers in the puppet shows move freely

behind the curtain when the performance is going on. The puppeteers, take advantage

of this situation and give training to their children behind the screen, and even

sometimes to the old artistes used to sit in side the stage. ° Inside area of the stage is

also used to keep the properties too by the puppeteers. Therefore the stage for a

while, is nothing but a home for them at the time of performance.

The audience cannot see anything except the puppets and their performance

from the puppet theatre stage. In the case of folk and general theatres the situation is

altogether different, where the entire stage area, settings, instruments and lights can be

seen clearly." This open stage system works for diversion of the audience

concentration, from the observation of performance in the other theatres. " But in

puppet stage there is no scope for such diversion. The theatres of all categories use the

stage as top covered.

The puppeteers always maintain the same stage measurements (see photo

Nos.84 to 87) even though they got better and big stage facilities.1"1 Whereas the folk

and general dramas utilise the whole area as stage when they got an opportunity of big

stage.

4.2. STAGE ARRANGEMENT AND BEGINNING PROCESS

The scholar visited Nimmala Kunta village of Anantapur District of Andhra
I A

Pradesh on 4.1.1989 and requested the puppeteers for the leather puppet show

performance. They agreed for the performance. The puppeteers of that village by

caste Are Manltees built a co-operative society (sec photo No. 101) colony with the

help of government. They formed as a co-operative society to manufacture the

puppets and to export them to foreign countries via Bombay. Some of them go to

performances and all of them were members of that society. The researcher asked for

their performance at their colony. They obliged. Nearly by 7.00 p.m the gents of that

group brought the stage equipment and firstly they poled two bamboos in the front

line. The Poled bamboos were 8 feet in length and 8 feet width. Another two bamboos
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were poled parallel to the front bamboos with a distance of 5 feet. This 5 x 8 feet area

was the total stage for them. These four bamboos were tied up on all the four sides by

thread connecting the top edges. Then this took a rectangular shape. The top portion

of this tied up bamboos were covered with the tarbal and all the sides were covered

with clothes excepting the front. Light thin white cloth was tied in the front portion

and this was used as the screen for the performance of puppets. The face of the stage

was arranged towards the East. They have a traditional belief in arranging their stage,

facing in all sides, except west.15 Four electric bulbs were arranged in front of the

stage and two were inside the stage. The stage was built in the central place of their

street, and it was neat and clean.

PUPPET SHOW STAGE

1. Scree"

6. Mat

2. Screen Pole

7. Mrudangam

3. Light 4. Puppet Basket 5. Cymbals

8. Cot 9. Dappu 10. Harmonium

They planned to gather the audience and sent a ten year old boy for publicity

about the performance. H e w e n t r o u n d t h e a r c a w i t h a D a P P u (drum) to give

Chatimpu (announcement) in Ihc villa£c- T h e co-operative society colony was 1.5.

k.m. away from the village.1" T h a t b o ^ w a s accompanied by four boys of the same
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age group and they reached the stage after completion of their job by 8.00 p.m. The

hair on the head of these boys was like dancing up and down depicting their mood

coming to the place of performance. Their walking pattern was very enthusiastic and

they appeared very dynamic. The Researcher was observing the stage, during the

time, which was just finished. Ramappa, 65 years old man was fully drunk and

scolding the group members in their absence who avoided his advises in building the

stage. He came to the researcher and told that, if the stage was facing northern side in

the middle front of two houses, the curtains and tarbal won't shake and help air

disturbance controlled. But nobody cared about his words. The wind speed was very

high and the curtains were shaking. "Peddavadi maata VindaTnani unda" naamoddaa"

Mr.Ramappa scold infront of me with unparliamentary words. He told that he was

ordering to remove the stage to rearrange. 1 told him, that "to remove and rearrange"

was not advisable at that time. He moved aside and sat for some time. Multiplugging

was arranged to an electric bulb to plug in tape recorder conveniently. They arranged

a cot inside in the southern side of the stage. The children and a group of the women

were coming to sec the show. They enquired the performers about the performance.

The performers welcomed them and they sat somewhere infront of somebody's house

from where the front part of the stage is seen. At 8.15 p.m. the puppeteers came on to

the stage. Sarada, anchor woman of that group entered into the stage with the puppet

basket on her head and Rama Krishna, her husband who followed her, helped her to

keep the puppet basket on the floor. The basket has been made up by bamboo material

and covered like a box. All varieties of puppets are kept inside that basket. The basket

was brought from the society office. They kept the puppets basket17 at the co-

operative society office along with manufacturing material. They adjusted the cot half

inside the stage and half outside the stage which was arranged on the southern side of

the stage. They kept the basket beside the cot. It occupied the central part of the inside

stage.

This basket has been four feet length and 2 '^ feet width. Though the puppets

were 6 feet in size, they were kept folded inside the basket. The jointing parts of the

puppets like hands, legs and head were linked18 by thread. This facilitates the puppets

to be folded easily at the joint places.
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Dakivai Ramappa, the elder person of that group sat near the screen and

applied the turmeric and kumkuma (Saffron) at the bottom of the screen. Then they

broke two coconuts inside the stage near the screen and Ramappa & Ramakrishna

paid devotionally Namaskaras with folded hands. The top portion (cover) of the

basket has been removed and kept in a comer. Subsequently, they took over the

puppets from the basket which were to be introduced in the very beginning and kept

them in the cover and hanged some of them on the back curtain. 14 year girl sat on a

folding iron chair in the back middle part of the stage which was very close lo back

curtain of the stage. She was tuning the Harmonium arranged on a stool. Screen was

in the east. A wooden plankly was arranged near the bottom of the screen.

This can be used with legs to create a musical sound and noise according to

rhythm. The main singer of that event always stands in keeping one leg on the

wooden plank near the screen. One Bonta (Clothbed) was laydown in the centre and

one Maddela20 instrument was kept to operate it in the performance. One pair of

talalu21 (cymbals) were laid down by the side of Maddela on the cloth. The Dappu

(drum) 2 was hanged inside on the top of the stage. After completion of the stage

arrangements, the total stage was like this.
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4.3. PROCESS BEFORE PERFORMANCE

By 8.30 p.m. the audience came and settled thereby sitting in front of the

stage. Children, women, men and aged people gathered there and was seen as there

appeared full of audience.

The process began for the performance with the arrival of the basket. Firstly

Ramappa applied turmeric and kumkuma (saffron) to the screen at the bottom and

broke two coconuts near the screen. They prayed the god with folded hands and with

the closed eyes by standing near the screen. Then the elder, Ramappa opened basket

and look over the puppets from the basket and hanged them on the back curtain with

thi&nes.23 He kept three puppets in the cover of the basket which he should bring

them in the very beginning to the screen. A 14 year old girl sat on an iron chair and

was tuning the Harmonium24 sruti. One 35 years aged man sat on the Bonta adjusting

the Maddela sruti, one lady stood near the Maddela man operating the talalu

(cymbals) one man had beaten the Dappu (drum) with his hand sticks speedily. Thai

gave the Dab dab-da-dab sound and that was the signal sound for the begining of the

performance. Ramappa, Sarada tied the anklets to their right legs, and they have to

press the wooden plank with these legs. Except Ramappa, Sarada, Ramakrishna and

the teenaged girl, the remaining three members took betel leaf in to their mouths. All

the ciders of that group and children came inside the stage. Ramappa the elder man

took the Ganesh puppet (see photo No.88) and kept on the screen with thorns. All the

instrumentalists operated the instruments at a time and the total troupe cried once with

the devotion as "Namoo, Namoo, Namoo". Then the Dappu was beaten speedily and

Ramappa took the vinlyaka puppet into his hands and manipulated the Ganesh puppet

with prayer song. The situation before the prayer song was very clear and dieiplained.

All the artistes and the undergoing training children took their positions like a well

reharslcd stage artistes, (see photo No 107) They maintained silence when

Mr.Ramappa began the devotional process. Every body observed keenly the process

with devotion. Though they took their positions in natural methods that scene can be

observed as well reharsled one. But that was the traditional decipline and nobody can

deviated under any circumstances. The professionalism was observed in them by the
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scholar irrespective of their age and experience in that troupe. Mr.KuHayappa spit out

of chewing of betal leaf from his mouth under the Bontha (Cloth) which was under

him, and another lady was taking the betel leaf with lime in to her mouth but there

was no disturbance from them and silently they followed the prayer and they were in

their business.

Everybody took their positions (sec photo No. 107) to co-operate conducting

the performance. After completion of all stage arrangements. They were ready to start

the performance.

4.4. PERFORMERS PERFORMANCE ON THE STAGE

Two coconuts were broken as the symbol of the prayer, and Ramappa draw

the Mantrakshara oom (3b) with saffron on the bottom edge of the screen and on the

stone.

The Backside of the stage which was west of the stage a 14 year girl was

seated with Harmonium and was observing carefully. She was given signal by

Ramappa and started to give Sruthi, (sec photo No. 108).Ramappa moved towards

basket from the screen after completion of pooja and seperated three puppets which

were to be played at the first on the screen. He moved around the stage for searching a

place to keep them some where. The hanged drum in the North-Western side of the

stage was beaten by Govindu to attract the audience from the village. Ramappa

stopped himself and observed the drum beating and satisfied himself. He moved to

oneside and hanged the puppet.

Some cloth carpet Bonta which stitched with old cloths laid down in the

middle of the stage. An artiste with Mridangam was seated on the cloth carpet. He

was chewing the betel leaf and enjoying with half closed eyes. Sarada and Ramappa

tied the Anklet bells to their right legs. Rangamma, a woman, was taking lime with

betel leaf into her mouth. Venkataiah who was doing sruti adjustment to the

Mridangam, spit out the betel leaf from his mouth under the cloth carpet. The

Harmonium girl was observing all these by searching the feelings on researchers

face.
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Ramappa moved towards Rangamma and collected the betel leaf from her and

took it into his mouth. Adjustments of all instruments were made ready. Ten

members occupied their respective positions inside the stage.

When Ramappa was manipulating the Gancsh puppet, all the artistes became

alert and consiously came into the professional mood. The other artistes sang the

prayer song. Ramappa manipulated the puppet according to the music of the song. He

kept his right leg on the plank, and pressed the bottom of the plank with his left leg.

When he touched the other edge of the plank with his right leg, it gave noise. He

operated the plank according to the dance of the Vinayaka (see photo No.l 11). He

caught the puppet sticks with his left hand and middle part at joints with the right

hand and manipulated. All the other artistes participated in prayer song as chorus (sec

photo No.l 12). Sarada brought the Saraswathi puppet to the screen after Ganesh

Puppet dancing and singing. All the other artistes followed the signal of Sarada and

participated in the Saraswathi prayer. Sarada introduced Bangarakka puppet with

dancing along with a song like 'tagadidi madana". Rangamma stood somewhere and

sang as vanta song "Oyamma, Oyamma, Oyamma aa~... ah... "Ramakrishna

brought the Ketig"a~du puppet to the screen. Sarada & Ramakrishna manipulated the

puppets, (see photo No.l 1).Ramakrishna did not wear the anklet bells. Sarada

operated the plank with her leg even Ramakrishna manipulating the puppets actually

that was the romantic scene of ketigadu and Bangarakka. But that scene appeared

like a romantic scene of Sarada and Ramakrishna who were wife and husband inside

the stage. The movements on the screen between Ketigadu and Bangarakka and

movements on the stage between Ramakrishna and Sarada appeared as same. They

were influenced by these sexual dialogues. They were observed by all the artistes

inside the stage. When they observed the researcher, their smiling gucstures have

faded out silently from their face. After that scene, one girl brought one puppet and

two women brought two puppets to the screen, one boy brought the Rama puppet,

Govindu, Ramakrishna and Sarada manipulated the Rama, Lakshmana and Sita

puppets (see photo No. 118). Sarada herself sang Sita's total portion, Rangamma

suddenly stood up and brought and manipulated the Golden Deer (see photo No.l 17).

^arnappa and Ramakrishna followed the Goloen Deer as Rama and Lakshmana. Later

200



Rama Krishna brought the Jangamayya puppet to the screen. Soon after this scene,

ten headed Ravanapuppet was introduced. Everybody's eyes searched for Dalavayi

Govindu for that ten headed Ravana puppet manipulation and lie came and operated

that. He was expert in introducing that puppet. Till then lie was operating Maddela.

Sita questioned Jangamayya as "How many heads you have to ask me." This was in

the sense of how dare you arc: Then answer was very interesting with vigorous voice.

("See me, how many heads I have? and vigorous knighting as ha ha hha ha. ha. see ?

ten heads, (see photo Nos.126 to 130) and laughting as ha. a ha... ha...") and fearful

laugh. When Govindu's body was observed that his total body was laughing. 1

thought at that moment he was only man in that troupe to act like that way. Govindu

came back to his scat after ten headed Ravana's puppet portion was over.

Ramakrishna introduced Jatayuvu on the screen. Then the war between

RaVana and Jatayuvu was manipulated by Ramappa and Ramakrishna. Ramappa

waited there to join for the war scene with single headed Ravana puppet.

It was observed different behaviour of Ramappa than Ramakrishna in the war

scene. Really it appeared as real quarrel between Ramappa and Ramakrishna.

Ramappa pulled Ramakrishna's left hand and beat with his puppet (Ravana) on the

puppet of Ramakrishna. Ramakrishna also reacted with his puppet (Jatayuvu) and

rnoved on the same way. Ramappa an aged old man appeared as a powerful and

strong man and he showed all his strength upon Ramakrishna. He had wine before

starting the play, resultantly showed his over enthusiasm to present his strength. After

the war scene Ramakrishna manipulated the Rama puppet and all the artistes

including Ramappa followed as Vanta (Chorus). Rangamma with cymblas, Sarada

and Ramappa were standing very nearer to the Ramakrishna and it indicated that they

have to help him in manipulating the puppets. Then the scene was the Sugriva's court.

All the artistes helped in manipulating the puppets to Sarada and Ramakrishna who

took the main role in conversation. Hanuman puppet was introduced by Ramakrishna.

Almost all the major male characters with verses, conversations, dialogues were

manipulated by Ramakrishna and female characters were manipulated by Sarada.
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Now and then Sarada manipulated some main male character too in conversation

with Ramakrishna.

Then Vali and Sugreeva war scene was manipulated by Ramappa only. There

was no dialogue or conversation in that war scene and he managed that dwandwa

Yuddham with puppets with his two hands. Ramappa was very busy in that war scene,

creating sounds with his mouth like 'ha-hu-hif-hu' and producing loud noise by

pressing the plank under his legs, and lighting with each other with his two hands.

The children were given training in that performance particularly in sorrowful events,

slow motion situations, slow conversations. One girl was given training in verse and

all remaining were given only in puppet manipulating. One, ten years old boy was

standing half an hour with a puppet without moving or shaking near the screen. Thai

was the beginning point in the training process. After some period they will be learnt

manipulating the puppets with voice. Voice would be given by elders. Venkatarama,

10 years girl manipulated the Mandodari puppet. Rangamma gave voice to that

character. All the artistes inside the stage observed Vcnkalamma how she was doing

the job. Mangamma, 14 years old girl was sent near the screen by her father

Ramakrishna. He took the charge of Harmonium some time. Mangamma sang some

verses and songs for the imprisoned Sita puppet.

Small puppet of Hanuman was introduced in the way to go to Lanka. Ramappa

came into the field very enthusiastically and he was the master to do gimmicks in the

performance. Small Hanuman puppet was shown in different positions by jumping?,

monkey actions and tricks by Ramappa. Audience, particularly the children raised

their voices with happiness by seeing small Hanuman puppet. Ramappa loo increased

his actions as a reaction for the audience response.

Lankini a giant demon lady puppet was introduced by Ramakrishna in

watching position in Lanka. Ramappa immediately introduced the Ketigadu (see

photo No. 124) puppet and dragged into the sexual conversation with Lankini.

Ramakrishna tried to avoid the unparliamentary language and warned Ramappa cut

short the dialogues & conversations. Ramappa didn't obey his commands and was not
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in a listening mood. He was not able to stand at least and the liquor was controlling

his brain.

Ramakrishna with all his might pulled Ramappa to the side and closed that

scene. The artistes and children who were in side the stage moved out one by one due

to the ugly behaviour of Ramappa. Govindu, Vcnkatayya, Ramappa, Ramakrishna,

Kullayappa all were the troupe leaders and they all tried to show me their talents in

that performance. But Ramappa dominated all the artistes and he did not give a

chance to anybody.

Last scene of firing Hanuman's tail, and burning the Lanka was manipulated

Py Ramakrishna and Sarada. They finished the show with that. Lastly all gathered

inside the stage and involved in the mangala harathi which was the closing prayer

song of the performance. Then they all worked in removing the stage curtains,

collecting the puppets and instruments and took away to their society office.

The Researcher's observation is that mostly the puppet show performance was

a collective and team work and no individual can do with individual effort to give the

performance. All the artistes know everything of that performance, i.e. any artiste can

do or can play anything in that performance.^ They were disciplined artistes and

everybody gives respect to their elders. They give preference to the elders, what ever

they may be and they follow the foot steps of the ciders. They would not try to

dominate the others and they have good professional thinking, decent behaviour

between each of them, sincerely in working and patch up knowledge at any moment.20

Everybody should know everything about the performance has been observed as basic

philosophy or this performance.

4.5. ARTISTES PARTICIPATED IN THE PERFORMANCE

1.

2.

Dalavai Ramappa

Vanarasa Ramakrishna

65 years old, experienced male
puppeteer. Singer and manipulator. He
dominated the troupe.

50 years old, experienced male
professional puppeteer. Singer,
narrator and manipulator. He occupied
in the second place in the performance.
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3.

4.

5.

6.

7.

8.

9.

10.

Vanarasa Govindu

Vanarasa Sarada

Dalavai Rangamma

Venkatamma

Mangamma

Sindhc Kullayappa

Dalavai Chalapati

Dalavai Venkatappa

-

-

-

55 years old, experienced male
puppeteer. He helped in all events to
give the puppets timely. Singer
Musician and manipulator.

40 years old woman, wife of
Ramakrsihna. She held main women
roles. Singer and manipulator. Good
chorus Singer.

50 years old woman. Chorus Singer'
cymbal player, manipulator & co-
singcr.

10 years girl' daughter of Govindu,
chorus singer, cymbal player &,
learner.

14 years girl, daughter of Ramakrishna
played Harmonium co-singer, some
times chorus singer and also a learner.

40 years old, experienced male
drummer, he played mridangam.

45 years old, cymbal player, singer and
helper.

60 years old male drummer, singer,
manipulator & scene setter.

4.6. PERFORMATIVE STRATEGIES

The aim of this division is to observe the strategics appeared in the puppet

theatre. Puppet performers are performing the Indian Mythological stories since long

time. The capacity of an art form attracts the audience again and again. Leather

Puppet show perfomiances also have the same quality to attract the audience. The

performers of puppet theatre selected new method of presentation i.e. secular.27 They

introduced the puppets for Mythological characters along with the literature and

instruments. One or two social characters were also introduced (see photo Nos.l 16 &

124, 135, 136) who tagged the public and the performers and performance.28 Through
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these social characters, the performers express their wanting, techniques, desires,

feelings in a smooth manner and would be solve the problems. It captures the hearts

of the people.

In this performance the strategy what they followed to see the success of the

performance was very clear. In the beginning the external lights were stopped and the

lights inside the stage were only on in the entire colony. Firstly they maintained the

silence and they started pooja programme. The elder man has written oom ($>) on the

bottom of the screen with turmeric and saffron and broke two coconuts. Before sitting

into pooja, the Dappu was beaten with high pace and it gave the sound as "dab-dab-

dab" with loud noise. It was the symbol of their style of starting the performance.

That was a good marker and the audience were settled thereby sitting who gathered

there: The children hurriedly came near to screen and sat. Ramappa picked up Gancsh

puppet and fixed it (sec photo No. 139) on the screen with thornes. All the artistes

inside the stage cried as "Namo" Namoo, Namoo" and operated all the instruments.

That gave great noise and that leads to commit the audience to do namaskara to the

Lord Ganesh. (see photo Nos.lll, 112).The audience from the village were coming

after these Dappu beating and the prayer noise. These are all the tricks to attract the

audience.

Ramappa started the performance by manipulating the Ganesh puppet. He read

the Vishnu sthotram as "Govinda, Narayana" and concluded. All the instruments in

the stage were operated at once to attract and alert the audience with eagerness. The

sthotram was ended with the muktaaimpu as "tarigidakathim, tarigidakathim,

tarigidakatlio". "Then he sang the prayer verse

tondamu nekadanthamunu

torapu bojjayu vamahastamunu

menduga gajjelu niroyaganu

mellani choopulu mandaliasamun "

which expresses the physique resumption of vighneswara, (see photo Nos.l 11&112)-

Then he explained each and every word with the meaning and analysis detailed by

showing the nose, teeth etc. with hand stick for easy understanding of the audience.
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Mostly the audience are illiterates, so that the explanation and analysis were in

colloquial and can be understood easily.

After this verse a noise of woman's voice as "aali.. a"ah.. a~ah" was followed

with raga, and then they ended by "tattadai, tathadai, tatadai" as muktaimpu. Then

they sang prayer song as

"Gananatha brovuvaiah

Ganaiiallui niivu "

and was followed by the others as vanta, and concluded with the muklaimpu as

"Dhimita, dhimita and dhimita". One main female singer, Sarada stood there to give

help to Ramappa. Without introducing any puppet1 Lord Shiva was praised and prayed

by songs and slokas. After completion of Ganesh prayer the leader Ramappa hinted

about Saraswathi Prayer. Audience guessed about Saraswathi\s coming and were

eagerly waiting. The leader Ramappa was ending the Ganesh scene by the words,

"Tattai, tajhana, tajhana tata" while the artistes inside the stage were welcoming

Saraswathi by a colloquial word soogatam i.e. swagatam. Audience felt that was their

welcome by the word soogatam. Saraswathi puppet was introduced by female artiste

Sarada and the questioning her was very heartfulness. The way in which it was

introduced was very attracting on the part of artistes i.e. "Ammaa! who are you? why

arc you coming here! "was one's dialogue and another one woman said the answer as

"1 am wife of Brahmadeva, while going to Bhulokam 1 am just coining to give my

wishes to the visiting audience of that performance". Generally the conversation in

the puppet theatre was in between the two puppets or characters. Where as in the

prayer scenes Ganesh and Saraswathi puppets were manipulated as individuals and

questions were posed by the artistes in side the stage directly.

Mamptlhi

Majaya Jananee

Mdjaya Jananee

Vani veena pustaka pani
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This was the prayer song sang by the artistes on the middle meter along with

the instruments operations.

The performers introduce the, Ganesh prayer in all the folk dramas in India

particularly in Andhra Pradesh.^ Some art troupe introduce Ganesh doll in vecdhi

Natakam. y Some one introduces CJanesh with mask.-'O Toorpu Bhagavatam introduces

the Ganesh Character31 and that will be brought by two persons using a screen with

more instruments to alert the audience to evoke eagerness. The way of introducing

Ganapti is traditional and devotional. The artistes try to create a kind of ritual mood.

If that sentiment works out, their main purpose of performance will be successful.

Chiratala Ramayana™ introduces Ganesh by an actor'2. In Chindu NStakam,31 Vecdhi

Bhagavatam & Chenchu Natakam"" simply sing the prayer song of Ganesh without

any character in physical appearance. Story is narrative form like Burrakatha,33

Ogukatha34 Jangamkatha,35 Runja Katha,36 Saradakatha37 also sing the prayer song of

Ganapathi in a dramatic way, scroll narratives3" (scroll paintings), kakipadagalu, Tella

Chirala kathalu39 have Ganapathi figure on the scrolls and do Ganapathi prayer by

showing the Ganesh figure on the scroll. Mostly the folk art forms try to create a ritual

atmosphere in the very beginning of this Ganesh prayer. It help to keep the audience

to sit throughout the performance with ritualistic involvement. That secures the

respect towards the artiste together with financial benefit. Karnataka Yakshaganam

Tenkutittu40 introduces the Ganesh and Saraswathi for prayer. Shambhu Hegde

always introduces two characters in his Tenkutittu Yakshaganam. In Andhra Pradesh

there can not be seen any where in any folk drama introduces Saraswathi except for

this puppet theatre.

At the end of the prayer the main artiste tried to convert the audience to

devotional feelings and some how managed to succeed. All dramas have a tradition

that the sutradhara41 hints about the play and the performance as Nandi and

Prastavana.42 Here this puppet performers hinted about the play through Saraswathi as

she came to observe the performance and audience. Saraswathi announced the name

of the play as Lankdahanam and the scene was shifted. Then Ramappa announced

that, they were going to bring Ketigadu and Bangarakka. This strategy declared that
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the audience will get good humourous entertainment. Particularly the children enjoy a

lot with those characters. When this announcement came the vanta artiste asked

Ramappa with loud voice that "Call urgently," and that shows the Vanta asking on

behalf of the audience. That appeared as a feeling of audience and that call has been

their representation. "Bangarakka is coming and do you know how she is coming".

This was a trick played by the performer to create an eagerness in the audience. They

introduced Bangarakka with Romantic song and dialogues. Sarada manipulated the

Bangarakka puppet (see photo No.l 16) with humourous and informal dialogues. Then

Ramakrishna came to the screen with KCtigttdu. Bangarakka and Ketigadu were wife

and husband and humourous puppets. The performers praised the audience by some

names for helping the performance through conversation between Bangarakka and

Ketig"adu characters. They utilised the situation to express their problems, their social

conditions, their poverty and to say some thing good about the helping hands. Firstly

they started praising, then moved to historical evidence of puppeteers and kings like

Sri Krishnadevaraya and shifted into sociological conditions of the society, and the

greatness of the art form and finally ended with the present story hint. After praising

some humourous and joking conversation mixing with sexual dialogues were went on

between Bangarakka and Ketigadu. The audience absorbed these dialogues with over

enthusiasm. Ramappa who was inside observing the audience feelings keenly hearing

the comments of the audience.

Veedhi Natakam, Yakshaganam, Chindu, Vcedhi Bhagavatam like all the

drama forms introduce humourous characters one or two according to their

availability and necessity to give the relaxation to the performers and the audience.

They give names like saheb, Mantri, Asegadu, Khan etc. according to their area

dialects to these humorous characters. But most of the dramas introduce only one

male character,43 where as in the puppet theatre there can be seen two humourous

characters male and female and also as wife and husband.44 All the folk dramas call

the humourous characters in the middle of the drama45 and whereas in the puppet

shows they can be appeared from first scene itself.4'1 It gives a clue that the puppeteers

identified the importance of those secular characters and they are maintaining that

balance for their survival.
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During this manipulation all the artistes felt relaxed. But they were observing

the laughings of the audience. Some one cried and demanded to begin the story. Then

the rested artistes who were relaxing have been alerted to resume their duties. Then

the conversation was diverted from the sexual jokes to the story of that day and

explained all episodes of Ramayana and finally intend that they are now to perform

Lank 3d ah an am for that day. Again some one demanded from the audience to begin

the story immediately. Govindu and Rangamma came to the basket to search Rama,

Lakshmana and Sita puppets, Bangarakka and Kctigixdu puppets have been taken off

from the screen. Ramakrishna waited for some time anxiously near the screen.

Rangamma and Govindu tried to pickup the puppets. Automatically there was some

gap came as an interval. I guessed that Ramakishna tried to avoid the raising of the

gap, but failed. Ramakrishna picked up the puppets and gave signal nodding his head

suitably for beating the instruments. Then all the instruments were played, in high

pitch. Firstly Rama, Lakshmana and Sita were introduced to the screen by

Ramakrishna, Govindu and Sarada simultaneously. One thing observed is clearly

have. The artistes know the pulse of the audience. So they shifted the scene

immediately. Then they alerted themselves to patch up the gap and they played a

strategy through the instruments beating. Normally there was no necessity to add the

music in that gap. But to avoid the borcness in the audience, they played it. Again the

audience became alert to observe the story. Folk dramas also follow the same

techniques when the gap arises. All the artistes in that performance noticed that

urgency and moved to fulfil the need. No body said or hinted the others at that time.

Each character i.e. Rama, Lakshmana and Sita were introduced (see photo No. 118)

with the music of instruments playing, raising of noise in a high pitch. They

manipulated with dancing the three puppets too. The male characters Rama and

Lakshmana generally appear in pouranika Natakas47 without dancing but in folk

dramas48 every character enter the stage with dancing.

The story has begun with Panchavati and Rama was telling about the

pleasantness of that area and mental happiness about that environment. Then golden

deer was introduced with jumpings and runnings. Sudden appearance, jumping^

attracted the children and the elders too. For every five minutes the dialogues were
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followed by tricks in puppet playing. That method controlled the audience to keep

them in watching mood. The running of the golden deer scene was attracted by Dappu

beatings. Attention was paid by the audience in the golden deer scene without a

dialogue or conversation. It stole the heats of the audience just by introducing Rama

running after Deer. Wanting the Golden Deer by Sita, argument between Rama and

Lakshmana were all in a simple dialogue form. The golden deer was converted into

Maricha, the demon when Rama beat it by arrow creating a sensation in the audience.

The method of transformation of that scene was very attractive anti the words "Haa

Lakshmana? Haa Sita?" remembered the modern technical knowledge, which they

have done it simply with electric bulb on and off method. This trick led to the next

scene which has mixed conversation between Lakshmana and Sita. Then it was turned

to be hot discussion between Sita and Lakshmana. Sita was expressing her doubt

about Lakshmana's loyalty humiliation are seen as natural scenes. There was no trick

imposed in that scene. Yati was introduced with the words like 'Tlarahara Mahadev'

Satkula katakshana, Bhavalcc Bhikshandehi, Maata Annapoorneswari" in an ordinary

way. But the audience paid attention for next scene. Immediately the climate was

changed alter the yati scene, and all the instruments were beaten in high pitch along

with Dappu and ten headed Ravana puppet was introduced by Govindu who was

master for that character manipulation in that troupe. The gestures, markers through

crying and laughing in this scene created a sensation among the audience particularly

in the children. This trick was one of the main points in the total perJormance and it

helped a lot for the success of the performance.

They draged this scene with attraction often headed Ravana and loud noises.

The introduction of this puppet itself has been a sensational event and Ravana in

Jangam devara physics told Sita that it would not be good for an outsider to enter the

home when head of the family was not there, therefore he wanted to leave urgently,

that is why, he was asking Bhiksham. And asked cleverly appearing elderly that who

was she,"and who was her partner. Sita told about her total history and Ravana too

explained why he came and how he was impressed and liked her. This all went in

simple dialogues with impressive conversation. Actually this scene does not create

any attraction or interest resulting in making the audience possive. But the dialogues
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used for this conversation were colloquial and very attractive. Then suddenly Sita

cries with loud voice saying how dare you are then used good relevant words, for this

scene, ie., Nannu Kooranu enni lalalura Neeku, how many heads you have to desire

to have me. Then the answer was more relative. "(Choodu enni talalunnayo)" means

see how many heads I have? Padi talalunnayi Choodu "means See 1 have ten heads,"

(see photo Nos.126 to 130) when ten headed Ravana appeared on the screen, the

instruments were operated in high pitch along with Dappu. Dappu will be operated in

the scenes when the Rowdra characters are on screen or at the entry point or at the

war scenes. It indicates the harshness of that character and creates the eagerness in the

audience. This word tala (head) used in this event was utilised for the ten headed

Ravana and that was very relevant to the ten heads. The shouts, eryings and harsh

voices all these created a horror climate and fearful situation and helped to dragon the

scene some time. The influence of this scene controlled the audience upto twenty

minutes without any deviation. This is a good strategic point which has been observed

through out the tricks. The scene Ravana taking away Sita was made impressive with

the help of the pushpaka Vimlina of Ravana in three to four rounds through the screen.

Again they had a chance to introduce an attractive scene, i.e. Jatayuvu entered into the

field to attack Ravana. A puppet of bird in big size was another interesting point

talking and fighting with Ravana attracted the audience.

The children had seen more anxiously the war scene of bird and man and that

event automatically advanced them for their strategics of the perform once. Jatayuvu

entry scene gave a clue for another marker that the performer in puppet shows read

slokas, verses and then explain the meaning of each and every word of those slokas

and verses. The narration method which is the main point in the story narratives

appeared in this scene. That means the puppet show adopted the narration method to

attain success. Another popular method appeared in the scene was to call the opponent

with local and colloquial ugly words like 'orai and arai1. The experiment of "raa" in

colloquial "indicates low strata in the society who was called by hierarchical feelers.

These two scenes maintained the balance to connect the next scenes, the war between

Jatayuvu and ten headed Ravana was seen as war between equals. Sounds of Dappu,

Plank and Maddela were on high pitch to strengthen the feeling of the war. Wounded
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Jatayuvu cried tillering Rama, Sri Rama and that scene got the audience sympathy for

Jatayuvu. The audience interaction expressed the feeling depicting influence of the

strategy of the event on the audience.

The dance by Rama weeping and crying was an interesting scene. Its driving

the mood of the people to a sorrowful situation with unrest where they cannot sit,

walking here and there with weeping and crying. The message of Sita was informed

to Rama and Lakshmana by Jatayuvu also added something to the strategics of the

performance.

War scene of Vali and Sugrecva was manipulated by Ramappa with his two

hands simultaneously. The scene created a sensation in the audience as introducing

the war technique and monkies. Even in the audience the confused slogans were heard

as that " He is Vali, He is Sugreeva" giving out to the clue of their involvement.

The expressions and actions of Vali from death bed scene reveals the feelings

of the people. The weeping of Tffra represents the common people actions in troubles

i.e. shaking of nose, beating of head and chest with hands, sitting, standing etc., Then

they avoided three scenes by three words and introduced humourous characters

Ketigadu and Bangarakka.

The story was connected through these characters having conversation with

other puppets. They praised the Donors one by one and continued the humouous

conversation.

Hanuman moving (sec photo No 133) in the sky was very interesting scene.

The puppet exhibited a number of jumpings and upset movements to attract the

audience. These upset movements were introduced through small monkey type

Hanuman puppet. Lankini was introduced along with Ketigadu. The scene was purely

a strategy. Lankini was the character of story and demon i.e. textual character but

Ketigadu and Bhangarakka were non textual characters. Lankini did not have any

connection with these Ketigadu and Bangarakka. But Ketigad_u began the

conversation with Lankini as a social, vulgar discussion which was irrelevant,

irregular, unequal and not tolerable. The scene was purely designed providing relief to
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the audience and to divert them from the seriousness of the story to silly

entertainment. Naturally the performers utilised the scene to express their personal

problems, about their financial support, about their requests in between the

conversation of the two puppets Lankini and Keligadu.

Lankini puppet was too tall, head attached with an ugly appearance. Its

manufacturing itself was like that, to utilise that puppet to generate humour. Lankini

was maid and watching person near Sita in Ashoka gardens. The performer

introduced one sided duet to Ketigadu with Lankini. The audience got relief from the

seriousness to relaxation. Then Hanuman, small type monkey puppet was introduced,

some argument with Lankini was prolonged and finally fighting scene (see photo

No. 132) was imposed. That scene created some sensation due to imbalance between

the two opponents i.e. huge Lankini and tiny Hanuman. The disparity has been a

strategy of the performers. They introduced Lanka Dahanam scene and it appeared

like firing. The tail of Hanuma was burnt, Hanuma burnt the Lanka Nagaram. They

made it as "realjvjWrsccnc and for that they had to work hard.

They arranged separate fire by burning clothes i.e. Kagad^a (country lamp), the

performers tied it with the tail of Hanuman puppet and moved around the screen along

with Hanuman.

Sita's tragidy scene was introduced by dancing with sorrow mood. The last

scene also gained some strategic values by weeping to attract the audience.

In the total performance the great remarkable point was that the performers

started the performance with Vaishnavate tradition i.e. Govinda.... Govinda....

Narayana... Srirama.... Jaya Rama.. Narayana etc. Though they were all

Saivaites, they did not mention any where about Saivism. But at the end of the

Mangala Harathi they spelt the last words in Saivaitc tradition.

They spelt as

" Parvatipatee

Harahara Maha Deva

Harahara Maha Deva

Sambhoo "
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The puppeteers of Aremarati people belong to Saiva tradition.. According to

their marriage systems, death ceremony traditions, life styles reveal the Saiva cult,

contrast to this in puppet shows they have been rendering Vaishnava stories such as

Bharata and Ramayana only.

4.7. AUDIENCE INTERACTION

The puppeteers played Nagara i.e. Dappu was played like a Nagara. Then

children from the audience who were very close to the screen cried with joy and

shoutings with happiness. The puppeteers started the play with prayer. They began as

'Govinda., Govinda' and the children also voiced as 'Govinda Govinda'. Then the

audience moved and searched for their seats. The puppeteers manipulated the Ganesh

in the prayer song. The audience commented like that the Ganesh doll was very

beautiful. Children sat in four rows very nearer to the screen and after them the

teenaged girls sat there in three rows. Women between 40 to 50 sat in two rows after

the teenaged girls. When the prayer was started the gents moved slowly towards the

back side of the women audience. They sat in three rows after the women audience.

Teenaged boys stood both sides very nearer to the teenaged girls. The boys

were commenting on whatever scene on the screen. Few women audience of high

class families of the village sat infront of the gateways of the houses of that colony. A

lady artiste Sarada manipulated the Saraswathi to dance. Sarawathi prayer was over,

then Bangarakka was introduced to the screen. Sarada manipulated this character also.

In the beginning of her entrance youth commented that "ahm.. am...1 came

Bangarakka. Bangarakka told the audience that she felt that she got the itching

sensation and she scratched for relief from it. Young ladies laughed at the scene

clearly and elder ladies laughted with shyness and covered their heads with the sarics.

Young boys laughed loudly. The conversation of Bangarakka was spelt by Sarada.

KetigUdu came to the screen. Konda Reddy of Nimmalakunta donated five rupees to

the pupp.etecrs. Ramappa praised him. Researcher also donated him five rupees.

Ramappa praised the researcher for arranging the show. Me altered his praises that the

donor live hundred years and they (the puppeteers) live hundred and ten years. Then

one of the audience commented that "This old fellow wants to live long life>»
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Ramappa repeated the praises twice. Then one of the audience stood up and asked to

begin the story immediately. Instruments were adjusted in interval. The dances of

Sita, Rama and Lakshmana's were attracted by the audience. The puppets of Rama

and Lakshmana were 6 feet in size and Sita was 4 feet in size. Golden deer was

introduced. Mangamma manipulated the character. The children observed the scene

silently. Gestures of Rama and Lakshmana according to their movements particularly

the hand movements were attracted by the audience. In the hunting of golden deer'

the instruments were played in the higher pitch. All the audience were alerted. During

the conversation between Sita and Lakshmana women audience commented that Sita

was misled by herself and she got the troubles. Ravana came to Sita appearing to be a

saint. One comment came out from the audience that they were playing well that day.

Sita asked Ravana how dare to come before Rama's wife. The Ravana appeared with

ten heads. All the instruments were raised the noises, 'oh ten heads, it is wonderful'

one comment came out from the audience. The children who seated very nearer to the

screen stood anxiously, reached the screen from their places when they want to see

the ten headed Ravana figure. Women audience ordered the children to sit on the

floor.

Jatayuvu saw Ravana who was taking away Sita along with him to Lanka.

Some noise ljke 'Hammaiah' (which was meant for relief that Sita was found) from

the audience. Jatayuvu faced Ravana to fight with him and was wounded by Ravana.

Ramappa and Ramakrishna manipulated the war between Jatayuvu and Ravana. The

movements of these two were appeared inside the stage like a real fighting between

Ramappa and Ramakrishna. Children and youth felt happy and while whistling raised

slogans like 'beat, beat....'. At the defeat of the Jatayuvu the audience fell sorry.

Youth involved in the internal discussion about the story of Ramayana. One person

from back side shouted for silence. Rama and Lakshmana discussed about Sita with

sorrowful mood. Then all the audience observed the play with serious and sad feelings

silently.

Hanuman appeared on the screen. Then the children felt happy and noised

with whistels. They introduced the different types of Hanuman figures. Small figures
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of Hanuman touched the feet of Rama with devotion. Then the audience laughed. The

children made noise with whistles in the fighting scene between Vali and Sugrceva.

Vali died. After cornation of Angada\ puppeteers introduced Ketigaadu. He came to

the screen by showing his penis to the upward direction. This nuisance, vulgar and

sexual scene was introduced to divert the audience's mood and to make them anxious.

After serious and sorrowful scenes' the puppeteers would introduce this type of

humour for the relaxation of the audience. By seeing penis of Kctigadu boys

commented that forneyamma, Battery vellabcltindif i.e., Ketigadu came with

showing his penis) the word battery means the hand torchlight which resembled in

shape of male sex organ 'penis'. Then women audience laughed with shyness.

Ramappa began the praising through Ketigadu. Audience asked to play the story.

Puppeteers started again the story. Some women audience moved towards

their home. Somebody asked why they were going- One of them told that, they have

to go too far and feeling cold.

Hanuman entered in to the Lanka and saw Lankini there. The figure of Lankini

was 6 feet in height. When Lankini came to the screen the children cried with happy

and joy and made noises with the whistles and commented that the figure "was well,

nice' etc. Hanuman puppet was in tiny shape. Lankini danced. Children came nearer

to the screen fastly. The audience warned them and ordered them to sit. Then

Ketigaadu was introduced by showing his penis to the upward and side directions.

Somebody commented from the audience that the humour must be told by Ramappa

only. Ramappa began the humour with Ketigaadu and Lankini. Stick of machine, and

battery were words used instead of penis. Ketigaadu talked humorously and sexually

with Lankini. The conversation was informal. This was only for the sake of audience.

Gents came forward towards the women audience. Somebody asked to change the

scene. Another man raised his tone to run that humour only. Bangarakka was

introduced and then ended the Humour.

In the sorrowful scene of Sita, women audience observed keenly with sad

faces. During the conversation between Ravana and Sita, Children asked the ciders

about the story. Mandodari was introduced to the screen. One stone was thrown from
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the audience towards the Ravana puppet which was on the screen. This reveals that

how the bad characters are hated by the illiterate audience. One of the audience asked

for humour. Then Bangarakka and her son-in-law Sadugullenivadu were introduced

with sexual conversations. They discussed each other about the sex and the sexual

attachment was shown on the screen between these two. The audience enjoyed it with

happy. This shows that sexual conversations are common among the folk. They won't

feel guilty about it. Women audience also saw with shyncsslcss and felt laughing.

Then Ketigaadu was introduced with angrily against them and the scene was

removed.

The Venkatarama 10 years old girl manipulated the Sita, Rangamma woman

artiste manipulated Hanuman. Fighting between the Raksjiasa and Hanuman was

wenton. Children voiced with joy. All the instruments were played, audience noise

with whistles in the scene of the imprisionment of Anjaneya by Meghanadha.

Conversation between Vibhishana and Ravana, the firing of Lanka, the construction

of bridge across the sea, the battle of Rama and Ravana, release of Sita from Lanka

and back to the Ayodhya were keenly observed by the audience. At every scene some

response was expressed by the audience. Children responded at every war and

humour, humourous scenes of Ketigaadu. The youth responded at every sexual

dialogues of KetigaduThc ciders responded observing keenly story mainly in tragedy

scenes. Totally all were responded at the story. One elder man of 50 years age came to

the researcher observed the researcher and smiled with lips. Two male youth came to

me and observed my movements in the middle of the show. After ending the story,

elders had gone. But youth waited for some time and the children waited till the

Puppeteers left the stage.

4.8. STORY DELIVERY STYLES

The delivery of the story is the important function in puppet show traditions.

The delivery styles convey the message of the text from performers to audience. If the

artistes gave the performance in a single style the audience may feel boredarQ.If the

artistes introduced too many dclivary styles, and not relevant styles of the text, then
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the audience may get confused. The refer the delivery styles of the story must be more

suitable, relevant, attractive and interesting way to the audience.

Researcher followed Staurt H.Blackburn in studying the delivery styles. It

was observed that there arc six types of delivery styles. The poems, songs, dialogues,

conversations, speeches, informal speeches were used in the performance. Some parts

of the story which were recorded by the recarcher on 4-1-1989 at Nimmlakunta one

documented below. These parts depicting the different styles.

4.8.1. Markings

Also followed susan Wadlcy by giving the marks to the instruments. Some

marking one also given to the instruments used in puppet show and artiste perfoimed

in the show to recognise easily from the story parts.

4.8.1.1. Markings given to the Instruments

Harmoniam - a

Cymbals - b

Mridangam - c

Petjastal plank - d

Anklet Bells - e

Dappu - f

4.8.1.2 Markings given to he Artistes

Ramappa - A

Ramakrishna - B

Sarada - C

Rangamma - D

Govindu - E

Mangamma - F

Kullayappa - G
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4.8.2. Delivery Styles

4.8.2.1. Peom

Co-Singer (D) Vayupulra here (a)

take this ring (a)

go immediately lo Lnaka (a)

say to Sita about m£y safety (a)

and do me as happy (a)

C.S. (D) : aa ... aa ... aa ... (a)

C.S. (D) : aa ... aa ... aa ... (a)

C.S. (F) : aaa ... aaa ... aaa ... (a)

C.S. (D) Hanuman

Main singer (A) : aha

C.S. (D) : Hear me! take my ring,

M.S. (A) : aha

C.S. (D) : Cross the dreaded sea,

M.S. (A) : aha

C.S. (D) : go over to Lanka,

M.S. (A) : aha.

C.S. (D) : get me news of Sita make me happy.

M.S. (A) : aha.

4.8.2.2. Group Song

C.S. (C) : I am impatient of separation (abcde)

Group (ABDEFG) : I am impatient of separation (abcde)

C.S. (C) : O Yamma (abc)

Group (ABDEFG) : I am impatient of separation (abcde)
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C.S. (C) : He won't come to near (abcde)

Group (ABDEFG): He won't come to near (abcde)

C.S. (C) : My desire strengthened at dawn (abcde)

Group (ABDEFG): My desire strengthened at dawn (abcde)

C.S. (C) : 0 Yamma (abc)

Group (ABDEFG) : I am impatient of separation (abcde)

C.S. (C) : I am impatient of separation (abcde) '

Group (ABDEFG) : aa ... aa ... aa ... aa ... (abcde)

Group : aa ... aa .. aa .. aa .. (abcde)

4.8.2.2.1. SOLO SONG

C.S. (C) : Oh Rama (abc)

C.S. (C) : see you (abode)

C.S. (C) : Oh Rama (abc)

C.S. (C) : Save me (abcde)

C.S. (C): Oh Rama (abc)

C.S. (C) : Oh See you (abcde)

C.S. (C) : Oh Rama (abc)

C.S. (C) : Protect me (abcde)

C.S. (C) : aa .. aa .. aa (abc)

C.S. (C) : aaa ... aaa ... aaa (abc)

4.8.2.3. DIALOGUE

Main Singer (A) : This Vinayaka,

Co-singer : aha

M.S. (A) : Beginer of puppet show performance
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C.S. (C) : aha

M.S. (A) : If devote the name of this fellow

C.S. (C) : aha

M.S. (A) : Purpose for which he stayed here. Time is passing away

C.S.(C) : aha

M.S. (A) : Lord Shankara, Chandrasckhara

C.S. (C) : aha

M.S. (A) : Who is Chandrasekhara?

C.S. (C): aha

M.S. (A) : Who has three eyes

C.S. (C) aha

M.S. (A) We arc paying devotion to him Vighncswara who is son of that Lord

4.8.2.4 CONVERSATION

M.S. (A) : Madam (you) came here, who arc you madam mother ?

C.S. (C) : O child you are asking, who I am .... here ...

M.S. (A) : Yes.

C.S. (C) : Bharati Devi, wife of Brahama

M.S. (A) : . . . .Mother?

C.S. (C) : aham!

M.S. (A) : The queen of the creator of this world, your name is Bharati Devi, it means

Saraswathi Devi.

C.S. (D) : Yes...

M.S. (A) : reason for your coming here? ....

C.S. (C) : The story of Ramayana being performed here ... to tell what the story is ....
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M.S. (A) : aha

C.S. (C) : To bestow moksha on seeing the sundarakahda i.e. Lanka Daliana

M.S. (A) : aha

C.S. (C) : on request I am here to provide good to children and the village ....

M.S. (A) : Where are you going madam

C.S. (C) : Leaving to Brahmaloka

M.S. (A) : to Brahmaloka

C.S. (C) : Yes

M.S. (A) : See you madam

4.8.2.5. INFORMAL SPEECH

M.S. (A) : The farmer is treasurer of servants, gods and Kings. He is the father of

good. He is the host for all. The same is farmer helping us since long time.

C.S. (C) : Whenever and every where the farmers are sponsoring the performances.

M.S. (A) : Today's performance is sponsored by vcnkatcswarlu from Hyderabad.

C.S. (C) : We are here for the performance. Today's play is Sundarakanda. We

perform the performance...

M.S. (A) : Everybody feel satisfied by seeing this. The king Krishnadcvaraya

encouraged the puppet shows.

C.S. (C) : The puppet tradition encouraged by the King Krishnadcvaraya, is now

declaining in its charm.

4.8.2.6. INFORMAL CONVERSATION

M.S. (A) : Keligadu: Who arc you

C.S. (D)..: (Lankini) J am Lankini. Gate - keeper of Lanka, this is front gate.

M.S. (A) : (Ketigaadu) Why are you here?

C.S. (D) : (Lankini) I am watching the Lanka.
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M.S. (A) : (Ketigaacju) What you height if you remove all of your hair,

How many blades you need for it.

C.S. (D) : (Lankini) You are a small man, Don't talk too much.

M.S. (A) : (KCtigaadu) Can you play with me

C.S. (D) : (Lankini) Yes. But what play, 1 have to play with you

Use of rarities of Delivary Styles

Poems were used in the puppet show performance of Sundara Kanda for few

incidents. But the style of delivary of the poems has been different from the poems of

other folk art forms. The poem only supported by Harmonium. At the end of the poem

co-singer started the raga as " . . . a ... aa . . . " Actually this poem was sung by this co-

singcr Venkatarama. At the end of this raga another co-singer Mangamma who was

playing the Harmonium started the raga as "aaa .... Aaa .... Aaa". This raga was

accompanied by Harmonium.

Then the co-singer Vcnkatamma explained the poem in orderly manner with

small dialogues. Each dialogue was followed by main singer Ramappa with 'aha'. At

the time of dialogues no instrument was played.

Songs have a role in all important incidents. These were two types, the group

song was sung by co-singer Sarada. Ramappa, Ramakrishna, Rangamma, Govindu

and Mangamma repeated the song in chorus. Each line of song was repeated by the

above group. Here each line was sung as solo by Sarada and as chorus by group. Solo

and chorus were accompanied by Harmonium, cymbals, mridangam, pedastal plank

and Anklet bells sound collectively in single speed upto the end. Then they repeated

the each line in double speed in music.

In between the lines, there was one dialogue '0 Yamma' used by $arada.

Music instruments 'abc' were only accompanied at that time. At the end of the song

all artistes, sang the raga 'aa .... aa ... '. . This 'raga aa ... ' also accompanied by the

instruments 'abede' in double speed.
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This solo song was sung by co-singer Sarada until the end of the song. One

line was addressing (Vocative) and another line was representation. The addressing

line was accompanied by the music instruments Nabc' in double and the representation

line was accompanied by 'abede' in double speed. At the end, raga was sung by

sarada as aa ...' accompaning with 'abc' in double speed. At the end of her raga,

Mangamma (F) began the raga as aaa ....' Accompaing with 'abc' in double speed.

In this part, dialogues were delivered by main singer Ramappa. This dialogue

was followed by co-singer Sarada with a sound 'aha'. No musical instrument was

played in these dialogues.

In this part conversation was taken. The character here was Saraswathi. So

Sarada occupied main place and was answered by her only. Ramappa joined in the

conversation. Some times this conversation was having equal dialogues to each. No

musical instrument was palyed in this conversation.

Informal Speech

In this part both the artiste participated with equal delivering of the dialogues.

Main signer Ramappa explained one point and co-singer Sarada explained another

point. No lengthy or speedy situations arc there. And no musical instruments were

played in this part. This informal speech was in between the Ketigaadu and

Bangarakka who were the humourous Characters.

Another type of informal speech was also there. That speech was delivered

purely in dialectical and spoken language. That was discussed by Ketigaadu and

Bangarakka, with some sexual and humourous dialogues.

Informal Conversation

In this part the conversation was in between Ketigaadu, who was no way

connected with story and Lankini, a small character in the story. The questions of

Ketigaadu. was purely informal and the answers of Lankini was formal. This has not at

all considered by anybody in view of the story. This was introduced for the relaxation

of audience.
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4.9. COMPOSING OF INCIDENTS

In the beginning there had a prayer by Ketigacju and Bangarakka entered and

followed by their filthy dialogues and the villagers appreciations. Bangarakka exits

and Alltappa entered into the scene, who conversed with Ketigadu in humourous way.

All these took place in the drama also. This became an incident. Ketigadu disappeared

with an announcement about the entry of Ganapathi, Lord of obstacles. This became

good scene after prasing of Ganapathi. The "SutradhTira" introduced Goddess

Saraswathi, Devi of education. She told, she came to the earth while going to

"Bramhaloka" in the break journey, and also to bless the play and the artistes. There is

no other role in this incident. This scene got its own identity. They have taken an

interval of half an hour for the play. Meanwhile, usually in other plays the main

artistes appear on the dias and praise the people, who have announced and arranged

that day alms for them. Then and there he requests the villagers to come forword for

their might. With same compassion for next days alms also. The villagers come

forword to arrange alms for each artiste the next day also, Thus the main artiste

disappears after announcing the names of the villagers duly acknowledging their

support. In this context, as this play is prearranged one for a fixed amount, the interval

remained as it is.

Usually the two characters, Bang"arakka and Ketigadu arc inevitable characters

from the beginning to the end of the play.

They will suddenly appear before the characters that arc playing the villany

and they abuse the bad nature of them. They even beat them and run away to create

humour, during the scenes of terror, vigor, mercy, romance etc. These characters try

to bring the viewer moods to become normal make them feel, comfortable to switch

over to the next scenes.

In the dialogues of Ketigadu and Bangarakka, there were comments on the

present social aspects, deteriorating human values and the problems of the nation too.

They will appear and disappear any time in the drama and add, the humorous flavour

to the situation. There is no fixed incident for the performance and it will be change

from time to time one way these are the characters, or mediators to take the poor
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living condition of the artiste to the public through their dialogues. As there is no

other way to exhibit their plight, these characters are used to come closer to the public

to reveal their sufferings and in turn they expect the generous donations from the

villagers.

These characters also tell the story of the paly in each incident whether it is

Ramayana or Mahabharata, these three characters play main role in each performance.

So incident demarcation will take a shape from time to time and play to play basis.

Bangarakka starts the play very casually, saying, there arc many parts in

Ramayana of which sundarakHnda is one among them. Kctigcuidu okays and

announces the entry of Rama and Lakshmana on to the dias. This also becomes an

event. They also told the gift of complete incidents going to take place in the drama

like the Vanavasa of Seeta, Rama and Lakshmana, the mystic deer. Abduction of

Seeta, war between Vali and Sugrceva, coronation of Sugrecva, entering Hanuman

into Lanka, Hanuman finding, Sita in Ashoka Vanam, setting tire to Lanka and so on.

Here in this particular play at Nimmalakunta, all these incidents took place

one after the other and Bangarakka and Keligadu disappeared from the scene at

appropriate moments.

Usually in each incident the main artiste renders three slokas or padyas,

connecting to the main story and the other artistes repeat them. Gist of the padyam

will be described by the main artiste. But here in this play, Padyams were not

rendered till the abduction of Sita. All the incidents took place in dialogue form only.

The entry of Ravana with ten heads and the conversation between "Ravana" and Sita

were very exiting ones. The purcussion instruments were played vigorously while

Ravana's entrance on to the dias, forecasting some dangerous situation is going to

happen to Sita. During abduction of Sita, Jatayuvu stops 'Ravana' and challenges

him. During their encounter claps and whistles too were beared from the audience, As

Ravana exits along with crying Sita, Rama and Lakshmana appeared on the screen

their meeting with Jatayu, knowing about Sita's where abouts, Jatayu's death,

brothers proceeding towards Kishkinda, all were described in the prose format only.

No particular importance was given to these incidents.
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As both the brothers proceed, Hanuman meet them and doubts them as the

warriors coming as the messengers of VaSii, who is the enemy of Sugreeva. Thus

informing the viewer, the enemity between Vali and Sugreeva.

Hanuman brought Rain a and Lakshmana to Sugreeva. They came to an

understanding about Sugrecvas connection and search for Sita.

An important point noteworthy here is the carving of the situations care was

taken to prolong the situations that create interest in the audience like battle scenes

between Jatayuvu and Ravana, Vali and Sugreeva and so on. Others were described in

conversational manner or dialogue form only.

At last Rama, hurts Vali. Vali in "Ramayana" says to Rama that "you have

done a mistake by doing friendship with Sugreeva, who is a coward. 1 have defeated

Ravana many a time. You could have approached me instead. "But here in this

particular play Vali, instead of describing his own heroic deeds, criticises king Rama

for hunting a monkey instead of wild animals. Here in this puppet show there is a

stream on the mistake done by Rain a in killing Vali. Waiting of'Tara1 also is thought

provocative in this particular puppet show. While consoling Tara Vali here used a

Telugu proverb - When fencing itself grazes away the fields, where is the security for

law? (The law maker has himself become the law breaker now, What to do) This

proverb is widely used in the day to day life too.

This scene was followed by the coronation of Sugreeva, which ended very

simply followed by an interval. Usually intervals are used to describe the sufferings of

the artistes, mainly depending on this art form. But here, as all the artistes have built

houses, forming as a co-operative society and also as this particular show has been

arranged for a fixed amount, no artiste appeared on the (lias again.

After the interval GandoligTidu and Bangarakka appeared on the screen and

appraised the viewers comparing their meeting as to that of Sugreeva and Rama good

omen. Then they started describing about their co-operative society and about the one

"Khaderao who took much of pain for their settlement and started the appraisal. This

helped us to know about their society and their welfare. But as this description was
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going on prologing one of the audience shouted loudly to stop this nonsense and start

the play. One from the audience gave five rupees as his donation on the name of

"Khaderao" and the show started again.

Hanuman was seen on the screen singing Bhajans on Rain a who was already

present along with his brother Lakshmana. Hanuman asked Rama as to why and what

for he was called. Rama told about Sita's disappearance and asked Hanuman to go

and search of Sita giving Hanuman to go and search of Sita giving Hanuman his ring.

In this particular puppet show, the conversation is minimised more straightly going

into.the main story.

But the same situation prolonged incidents like Sugreevo's army going in vain

to all the four directions in search of Sita, stressing the need of jumping across the sea,

expressing their inability to cross the sea, Jiunbavanta's hope on Tlanuma, Hanuman

Approaching Rama and proceeding for Lanka with Rama's ring were also seen by

the researcher himself else where, in a very descriptive style. Here Nimmalakunta

group keeping in view the time limit, described the incidents in minimised dialogues.

On screen, Hanuma appeared before Lankini - as lillyput. In the conversation

between Hanuma and Lankini, Ketigadu and Bangarakka entered the scene, to create

humour in the main story. Evcnthough, their entrance here is not connected to the

main story, this sub-incident casted the speciality of this format. Ketigadu here in this

particular context was the representative of the viewers. He started conversing with

Lankini. This culture of conversing was also seen in other Folk formats like street

plays i.e. Yakshaganam, Toorpu Bhagavatam, chenchu natakam and so on.

Bangarakka was the house wife of Kctigadu. Both of them talked in a very filthy

language, about the free romance. There will not be any binding for their dialogues,

even the private parts will also be shown on the screen.

Lankini possessed huge body without intelligence. Kctigadu made use of this

point and played with her. He asked her to close her eyes. As she closed her eyes he

caught hold of her breasts. She opened her eyes and beat him. Meanwhile Bangarakka

entered the scene and scolds Kctigadu for making fun of Lankini. She even made fun

of him saying he was unable to make her sexually happy' how dare he goes to a
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demon like this? Bangarakka also beats him. This type of sub incidents are the

speciality of these folk formats only. Here also the same procedure was adopted.

Then started conversation between Hanuman and Lankini followed by light

between both of them, Hanuma suddenly changed into lillyput form and the very next

minute he appeared in a hugebody confusing Lankini. Lankini also changed her body

into hugeform and opened her mouth to swallow away Hanuma, whereas he

immediately changed his body as lilliput and enter into her mouth and camcout

through her ear. All this appeared as a jugglery to the viewers and they enjoyed the

scene fully. The presentation of the above fight was done in a very professional way

and it was shown as if Hanuma was over Lankini very easily. The worldlincss and the

dialogue delivery and the clevcrnes of Hanuma attracted the viewers.

Meghariadha's entrance and capturing Hanuma was shown in only two

dialogues, not giving much importance to the incident. In the conference hall, Ravana

and Vibheeshana were only present and Hanuma entered. Ravana announced his

imprisonment. Hanuma found Sita in Ashokavana and gives away the Ring given by

Rama and inturn took Sirobhushana of Sita. This was also shown in prose with

limited dialogues.

The scene changed to RaVanas conference hall. Where Vibccshana differed

with the view of Ravana in giving punishment to Hanuma. He said there is no

meaning in giving a death sentence to a small creature like monkey, instead they can

humiliate his feelings. This incident showed the difference between Ravana and

Vibheeshana as such and also symbolically indicates the union of Vibheeshana and

Rama in near future. At last Ravana followed the opinion of Vibheeshana and ordered

to apply fire to the tail of Hanuma. Here the viewers knew the wise thinking of

Vibheeshana, and the cruelty of Ravana also. They also knew the wealth of the city

Lanka. This incident was followed by Hanuma's destructiveness in Lanka. The artiste

playing the puppets behind the screen' hold a torch in his hand at the end of the tail of

Hanuma and fastly moved the Hanuma puppet, on the screen four to five times from

right to left again from left to right. This acted effectively on the minds of the viewers

as if Lanka was really being burnt away by Hanuma.
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Hanuma reached Kishkindha at last. He met Rama and Lakshmana told about

Sita's where abouts and gave her Sirobhushanam to Rama. Rama bursted into tears

seeing that ornament. There was no much involvement in viewers in this scene. Thus

this play ended with an auspicious song.

4.10. MANIPULATION OF PUPPETS

Puppet show performances are so many varieties. Each one is having its own

methodology in giving the performance. Mandecchulu is a play with wooden dolls.

The performer sits one place, keeps all the dolls nearer to him and explains the story

by showing the concerned doll with raising hand 4ft

These scroll narratives are the performances of story narratives with drama

structures. The performers explain the story by showing concerned figures on the

scroll through their hand stick.49 Wood puppets, rod puppets, string puppets are

having their own methods in introducing the puppets in the performances.' Like their

way leather puppet show performance is also having its own method in manipulation

of the puppets.51

"The manipulation of the puppets, to an outsider, may seem very complex. It

depends mainly on the use of the sticks that are attached to the puppet figures. The

movements of the limbs are limited. Complex manipulation is involved only while

using the dance puppets. The animation of a puppet figure depends on the way one

uses the two cross - sticks at attached to the puppet's hands. It is already indicated that

the figure is kept tight by attaching a bamboo stick vertically on the puppet which

runs from the top of the head to the trunk with a little part of the stick extended below

the puppet. The puppeteer holds the puppet on the screen with this stick attached to

the puppet itself. Since the puppet is coloured on both sides, the stick is used even to

change the sides of the puppet.

In olden days, when there were only one-piece puppets, this slick was enough

for animation. But subsequently, a greater flexibility and variety were brought into the

making of the puppet, so that now, the puppet figures are made of multiple limbs

made separately and joined by knots of thick ihread. The limbs are flexible while this
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added a greater sense of realism to the performance, it also involved a greater

complexity in the operation of the figures. While the puppets are still operated with

the holding of the attached stick. There are different methods used for gesticulations

and other modes of body movements. Loops are arranged at the centre of the palms

and two sticks are inserted into them. All manipulations of the hands are done with

these two attached sticks.

The manipulation with the sticks is limited only to gestures during

conversations. Other body movements are done either by holding the puppet with the

vertical stick attached to the figure or even with the manipulator's hand".52

This may be true and at the same time, they have an alternative too. They arc

the skilled persons, they will face anything, so that they prepare every artiste to

conduct the performance even in the worse situation. Their mam purpose is to give

the performance. If any problem raised, they solve themselves and get the success of

the performance. If they encounter any problem in manipulation they will continue

the performance with alternative arrangements.

Manipulation of puppet is a communicating vehicle of the puppet show

performance in between the performers and the audience. They manipulate each

character according to this behaviour, status, situation, event, taste of audience to

influence the audience and for their success of performance.

Four sizes of puppets were introduced for the character of Hanuman in

different occasions. They were in ordinary size as a minister of Sugreeva, small size

in crossing the sea, big size at war with Lankini and viswarupa size at Sita.

The Hanuman puppet was manipulated as a dominating character everywhere

except at Sugreeva, Rama and Lakshmana.

Dancing of Hanuman was attracted by the audience more than any of the

character in the performance. The dancing was introduced through small size

Hanuman. The movements and actions of RShia and Lakshmana on the screen

appeared as dignified and with gentle behaviour. The audience guessed the story from

time to time according to the actions and movements of manipulation. Ravana in the
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shape of saint was very simple. The puppet of Ravana as a king dominated in acting

the other characters. Ten headed Ravana puppet was very attractive, and appeared as

dominant behaviour. The method of of introduction of that puppet was also a special

attention. Noise of instruments beatings, higher pitch voices of artistes and shoutings,

whistels, cries of audience communicated the situation of the story. The situations of

the story was understood by introduction of the puppets and its movements according

to their behaviour. In the scene of Ravana taking away Sita, there was no story. But

by the movements and actions of the puppets of the scene only, the audience

understood. The story position changing of shape of Ravana from saint to ten headed

Ravana was the cause to guess the story by the audience, that he came to deceive Sita.

This type of perfomiative techniques can be seen in other theatrical forms also. The

instruments and the action, the poems or dialogues favoured to the character. So the

audience understood easily the story situation.

In the case of small characters there was no question of poems, songs or

conversations with big characters. The movements and actions expressed the

behaviour of the characters of Jatayuvu and Ravana and the story was understood,

easily that Ravana was attacked by Jafayuvu to protect Sita, and this Jatayuvu

remained as messenger to give the information to Rain a about Sita.

In the battle between VTTli and Sugreeva the audience understood easily the

story what will be the happening, when Sugreeva called Vali for battle.

When small Hanuman killed the Lakini, the audience, who were observing the

screen understood the story that, Hanuman could see Sita. Ravana burnt the tail of

Hanuman. The audience observed screen with curiosity that Hanuman can do some

harm to Lanka. Instruments also gave the clue of the story. Hanuman puppet was

manipulated wonderfully in this situation. Like this way the manipulation of puppets

while dancing, acting, moving, talking and singing gave the clue the story situations

from time to time to the audience. But in view of drama, manipulation is an important

point in the Leather puppet show performances. When compared with other drama

formats or with art forms or with general drama forms, the difference can be

identified. These puppets are all the representatives of the characters of that
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performance. These are relevant characters to the characters of other drama forms. So

the puppets can be compared with the real artistes in the other drama forms. But the

work is different. When we observe these puppets in comparison with the artistes of

other drama forms, we must take into the consideration of their position. The Artiste

is different in puppet shows, than the artiste of other drama forms. They play takes

place without players in the puppet shows and play takes place with the players in the

other drama forms. But the puppet performances and the lblk drama performances can

be studied under the "theatrical" formats. Though puppet performances have a place

in folk art forms, they get their own importance in the methodology. So, that is called

as puppet theatre.

How the interpretation in the performance takes place can be observed in the

Puppet theatres of its own.

Firstly they introduced Ganesh puppet. It was kept on the screen by thorns,

they started puja and the break up of coconuts, infront of Ganesh only. Here they have

done prayer by manipulation of Ganesh puppet. Folk dramas do not introduce the

drum instruments like Dappu in the prayer of Ganesh, Where as in puppet shows

Dappu, wooden plank and other instruments follow the Ganesh prayer. The

instruments Dappu and plank created vigorous sound and it indicated the weight of

the character. This sound dominated all the aspects in that scene, and it became the

representative of abhinaya (expression).

Ganesh character acts with simple abhinaya and expresses his wishes with

right hand and shakes the head slightly in all the folk dramas.53 Puppet show

performance is different. In the observed performance, the performer introduced the

Ganesh puppet with dancing. The performer manipulated the puppet with dignified

manner, Vigourous movements and without speed actions. The sound of instrument

indicated the greatness of Ganesh. They sing the verse first and then pronounced word

by word of that verse, by showing the body parts of Ganesh, relevant to the words

with their handstick. No folk drama shows the body parts of Ganesh as a meaning of

the words of verse. This is also one type of action. They praised Ganesh through

dialogues, he was first man to pray, and he was only man to inaugurate the
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performance, so that they were praying him first. The impression of the discussion

created an image in the minds of audience that, perhaps he might be the great leader

or elder for the performance. This good impression, dignity, greatness, gentlity and all

other feelings were generated by the performers skill through the method of dialogue

delivery and production of musical sounds of instruments and manipulation of puppet.

Then they shifted the scene to Saraswathi and was brought to the screen by

dancing. She was the goddess of education. After Garjesh, Saraswathi stood in second

place. All the performers welcomed Saraswathi. She involves as partner of that play

in all the folk dramas. The manipulation of Saraswathi puppet on the screen expressed

an impression that, Saraswathi was walking with gentleness by showing dignity.

The respect expressed by the troupe towards Saraswathi revealed that people

was welcoming VIP's to their homes. This feeling was brought by the performers

with the modulation of welcoming words "Swagatham" and manipulation of puppet.

Then the discussion was started by the performers in question and answer method.

She told that she was going Brahmaloka and visited the performance in the break

journey to wish the performers, audience and the village. The performer expressed

the rfindi through Saraswathi. Generally the folk dramas and also classical dramas

proposes nandi and praslavana through Nati and Sutra Ah ftara.5'1 Puppet performances

also introduce characters 'Ketigaadu and Bang"arakka' like nati and siitradhara of folk

dramas. But puppet shows introduce nandi through Saraswathi.

The performers maintained the weight of the character through the dialogues

only. That shows the skill of the artistes regulated the Saraswathi character. The skill

of troupe leaders, ability, in direction, gave a mark of identity, in specialty of the

puppet show performance.

Then they introduced Kstigadu and BangUrakka to the screen, who were the

extra, social and non textual characters. Puppet shows introduce Bangarakka &

]<e"tigadu as humourous characters. These characters are euqal to the humour

characters of folk dramas i.e. "aasegadu" in Veedhi Bhagavatam," "Pradhani" in

Yakshaganam,56 "Khan saheb and Bude slfaheb "in chindu Yakshaganam.57

Traditional theatre has a humourous character (clown) as assistant to the king or hero
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Py name Vidushaka"''s or Vasantaka,^ The main purpose of this character is to create

humour by using twisting words, actions, loo much eatings etc. In folk dramas of

Telugu, this character is mixed with sutra dhara.60 In classical dramas, sutradliara is a

main role with makeup and costumes. Vidushaka moves always with the hero.

Vasantaka in Toorpu BKagavatam61 is mixed characters of vidhushaka and sulradhara.

But this vasantaka acts as mUdhavi infronl of satyabhama as female role/1' Many

troupes call him as sutradhara. In the Kangundi Kuppani''1 Veedhi Natakam. and in

Cuddapah cliOkkaluri Rain a Natakam,<>4 it is called as "Buffoon, sonic times they call

this character as scvaka. In local dialect it is called "chavakudu" (s~cvakudu)(>s means

servant. But these Kangundi Kuppam and Cuddapah Veedhi Nalaka traditions have

the sutradhara characters. This is called in local dialect as, Soopudarulu

(Chupudarulu).66 In other Rayalaseema ireas, the clown is called as Gandholi,

Juttupolugadu.67 This is only one character as clown and Sutradliara. This word

Gandholi or juUupolugadu generated from the influence of leather puppet shows.

Many troupes of the puppet shows perform the ' Bayalata,(|K the folk drama of

Rayalaseema i.e. Anantapur and Ballcry districts. The artistes of puppet tradition

perform the same play and story in the both the ways i.e. leather puppet performances

and Bayalata or Veedhinatakam performances. They perform in folk drama with

costumes and actions and they manipulate the puppets in puppet performances.

Yakshaganam of Mahaboob Nagar and Kurnool call it as pradhaiii.'1'' Chindu

Yakshaganam of Nalgonda and Warangal,^1 yakshagana of Karceni Nagar71 call it as

Buddan kadu and Buddan Khan.

Chcnchu Natakam and Bayalata call it as allikadu.

All these use this character with double purpose ie'., for sutradliara and clown.

Juttupolugadu is another name to Kctigadu in leather puppet show performances.

These Keligadu and Bangarakka are special characters in puppet shows. They were

utilised as sutradharas and also as clowns of male and female. Actually these two

characters are relevant to the Nati and Natudu73 the sutradharas of classical theatre. In

entire drama field Bangarakka is only the female clown. But it is not clown,

transferred in to female clown. The performer of puppet shows is the leader and main
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person who had done all these. The sutradharulu i.e. Nati and NaUidu were continued

and converted in to clowns of male and female. Their main job is to Pull on the

performance, in all respects. They link up the story by mentioning in between the

scenes and events. They help the story characters in supporting gap timings. They

continue the story by patching up the intervals with humourous conversations. All

most all those are the responsible characters for the success of the performance. They

know the improvisation well than any character.

They can turn the performance to any direction without planning and

rehearsal. They improvise from mythological issues to current secular and social

issues in the performance in anywhere, in any manner and in any quantity of humour

or with other matters. They indicate the entering of the characters to the screen,

coming story, good and bad quantities of the story and characters etc.

They behave all the general information is their right and to do the success of

the perfomianee is their responsibility. The performer of puppet shows should

recognise all these first, and has to try to fulfil the requirements. When compare with

all these, the visited performance was very successful in maintaining the balance.

The performance of this puppet show tried to give maximum successful

performance and utilised all the sources for the success of the performance.

They manipulated the puppets of Kctigadu and Bangarakka. Kctigadu is the

most important non-textual character in the puppet show in view of the audience, lie

is the leader of the performance, he is the director of the performance, he is the

adviser to the public, he is a preacher and teacher. He is a narrator of the story, lie can

talk to KathSnayaka, Kathanayika, villain and with everybody. He is a composer, he is

a gap fillup master, creator of humour and he is all in all. The performer who

introduces Ketiglidu, should have the knowledge of all the above qualities to

manipulate the puppets.

The studied performance imposed all these feelings through K"etigadu

character and manipulated well to get the success of the performance. The performer

manipulated the KetigUdu character from prayer scene onwards and upto the end of
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the performance. The puppet at the prayer was as siitradhara and converted in to next

scene. He praised the elders of that village, helpers of the performance and then

mentioned the problems of that village, and greatness of the art, how the society was

neglecting the art form, living conditions of the artistes and then story. Kcligadu

appeared as a dignified man in one incident, gentle man in another incident, adviser in

the next incident, obedient in one incident and faithful man in next incident and so on.

The dialogue delivery method for each incident was different. Each scene maintained

its own way to deliver (he style, action and expression in filling manner of thai

situation. The creation of expression in different angles, in different characteristic

qualities, through a single puppet is not an easy thing. Really the worthy of the artiste

and the skill in manipulation will only help to make success of the performance.

The main important and interesting point was that they created an atmosphere

to impress the audience through the puppets expression. But there was no facial

expression or expression. The method of introducing the Kcligadu and Bangarakka

was in a dramatic way, i.e. the performers announced that they were going to invite

Ketigadu and Bangarakka. The performer involved now and then and was announcing

about on going story in coming puppets.

They introduced Bangarakka puppet like a dignified middle family and they

described about the character. Bangarakka invited Ketigadu by calling him as "ori

mogoollu," means "Oh man". This calling method is very relevant to the middle class

family woman in villages' who calls her husbands. The expression was created

through the dialogue modulation. When Kcligadu came to the screen, Bangarakka

used to pay the respects with Namaskars. The collaquial word used for this expression

was ^jyloguljaku dandalandi". Ketiglidu also used to do Namaskarams to Bangarakka

with bending of his waist and head using the words "Bhifryagariki vcyi dandjilu"

means thousand times namaskaras to his wife. It remembered the shrewed wife and

troubled husband and the scene was created good expression through sweet dialogue

delivery and similar to the staged scene.

Then Rama, Lakshmana and sita were introduced by dancing. Usually dancing

scene were followed by singing. Manipulation in the dancing was very interesting
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and each scene introduces a variety to bring out facial expression or expression.

Mainly the dialogue or song or verse will be used to create an expression for a puppet

along with small dancing and action etc.

When the Golden Deer appeared, that deer was manipulated like an animal

moving. They showed their skill in this scene because, there was no word or dialogue

or song or dancing situations. The method of asking of Sita for golden deer indicates

a common woman voice at her husband, i.e. the expression of her desire with an

order mixed by closeness. The action and expression appeared in that Sita puppet in

asking for her desire was designed as a romantic scene by the performer. Really it

reveals the ability in direction in puppet show.

Objection of Lakshmana by doubting about tlic golden deer, reaction of Rama

against Lakshmana, silence observed by Sita in that scene seems beautifully

concluded and it created eagerness in the audience. When Lakshmana expressed his

doubt before Karna about the golden deer as a trick of demon, the actions and

movements of Lakshmana were very relevant the village society. He was talking,

bending the waist, suddenly moves here and there etc, were all the actions of common

man.

The transformation of deer in to Demon Maricha was picturised well like

modem cinematic way and the scene itself got the credit through the dialogue. "Haa

Lakshmana and Haa Sita". The conversation between Sita and Lakshman created

contrast and the puppet were also manipulated to convince the audience upto the mark

of that contrast.

The scene of Sita scolding lakshmana was brought to the common people level

through conversation and with the power of dialogue delivery in addition to the

movements and actions of the puppet manipulation. The contrast was slowly

increased and finally lakshmana got upset and avoided the dialogues and left. This

scene was picturised interestingly and the skill of manipulation was remarkable. The

conversation of Yati (Ravana) and Sita converted the climate into soft and devotional

line in the beginning and the puppets expression was also impressed the audience. Sita

invited Yati into her house to wait. Ravana avoided by telling that the guests should
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not wait without the owner. Sita believed him as Yati. Yati is an elder, and can be

respected by devotion and can be treated equal to god. But RaVana (Yati) told her that

even guest and the men of outers should not stay at home without owners. If he is

Yati, he should obey the request of the host. The origin for the next scene was

introduced as a seed, that he told himself as parapurusha, and il indicates to the

audience that he has some opinion about her in his mind. This small twisting

dialogues increased the contrast and turned the climate from soft to vigorous slowly.

This contrast was revealed through sircastie dialogues and then direct dialogue. Sita

reacted sharply on Yatis's words and questioned how dare he was. Then ten headed

Ravana puppet was introduced. The entry of the puppet was very peculiar and all the

intruments were operated in high pitch along with high beatings of Dappu. All the

artistes in the stage laughed at once loudly to support the vigouracity of the Ravana

Character. The scene alerted the audience in creating the eagerness, anxiety and

enthusiasm to observe the Ravana puppet. The manipulation of Ravana by Govindu

was special attraction. The tone used to express the dialogues for Ravana transformed

in to the vigorous climate and the sounds were produced by all the artistes along with

the Govindu clearly appeared as dominating the situation. They used to create the

sounds "Hahahha Hahaha...." (sounds) and worked out for the success of the

performance. The manipulation of the Ravana puppet in different situations was a

skillful job, and the total scene relating to Ravana was attracted by the audience.

The expressions in the conversation in between Ravana and Jatayuvu

strengthened the performance. That scene appeared as action oriented due to the

sounds produced during the war incident. Jalayuvu and the headed RaVana both were

the big size puppets and sounds of war like "Hullo, Hoo, Hullo, Haa" represented

equally for both the puppets, and the action was very perfect. There was no difference

appeared in between them and showed the war occupied the total screen and became

the cause generated in the audience for shoutings and whistles.

In the scene of Rama and Lakshmana meeting with Jatayuvu, the sorrowful

situation was created and manipulation maintained as a bridge While Jatayuvu was

explaining Seetha's whereabouts, all the percussion instruments were kept silent, to
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notify the seriousness of the scene. Though Jatayuvu was shown equal to the height of

Ravana at fight, before Rama, with feathers cut, he was shown small before Rama,

which showed' the timeliness and appropriateness.

Before Rama and Lakshmana smaller puppet of Hanunian was shown, and this

was similar to that of a real monkey creating humour. To attract the viewers this

Hanuman leaped too. But puppet of Hanuman shown in the durbar of Sugrceva was

big and also dominating others, including the king Sugrecva. Viewers will easily

come to know the courage and vigour of Hanuman by seeing the puppel itself. Puppet

of Hanuma shown before Rama, did Pranam to Rama after knowing his greatness.

Viewers felt happy and began to laugh while looking at his obedience. But in Durbar

of Surgreeva, Hanuma was shown equal to Rama and Lakshmana and the action of all

the characters was equivalent.

During the fight between Vali and Sugrceva, the puppeteers skillful show was

enjoyed by each and every body. That fight was fully shown equal to that of the real

fight and the viewers felt that the puppets may get torn out in that severe fight. That

manifests the fine handling of the puppeteers.

Hanuman while trying to cross the sea, was shown as a lillyput. Before

Lankini also small puppet was shown depicting Hanuman. Dialogue and fight

between both of them created humour in audience. Ketigadu entered into the scene

and some filthy dialogues were there between both of them to break the monotony.

Here the puppeteers created difference between Lankini and Hanuman in intellect.

The puppet of Ravana while talking to Sita was shown with only one head.

Though it was very attractive, it lost its importance before the characterisation of Sita.

Mandodari wife of Ravana, alerted Ravana, about the approaching of danger

to him through Sita, while screening danced according to rhythm, and it attracted the

sympathy of viewers. Ilanuman's fighting with three demons in Ashokavana was

more felt by them as fight between a noble character with three cruelties. While

giving Ramans ring to Sita by Hanuman, no instruments were used. Ravana's son

Meghariadha was also shown as a generous and illustrious character.
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Ravana's younger brother Vibheeshana advised him not to go for cnemity

with Rama but it went in vain. Here the puppet of Vibheeshana, dominated the puppet

of Ravana, with its general nature. He also advised Ravana, not to kill Hanuma but to

give him punishment. With all these noble characterstics, Vibhecshatia's puppet was

shown a little bit bigger than Ravana. When it was asked as to why Vibheeshana

puppet dominated, elder brother's puppet one of the puppeteers, Ramappa, answered

very logically. He told diplomatically thai il was because of his virtuous

characteristics.

In sundarakanda in Ramayana, Hanuman sets fire to the wealthy city "Lanka"

in anstcr to punishment given by Ravana. In this puppet show, this particular scene

looked like the Lanka city really burning away. A small stick enrolled with cloth

dipped in kerosene was shown as the tail of Hanuman setting fire to (he building of

Lanka. Hanuman's puppet turned around the screen here and there so actively that the

viewers fcit the real burning of Lanka. This scene also gained the attention of the

viewers, with Lanka dahanam, the puppet show came to an end and all the puppets

were taken away from the scene. The last item of the show was auspicious prayer.

On the whole, more care was taken in showing the characters in different

occasions, the changing of voices for some character in different moods with

expressions like Hanuman before Rama, before Sugrccva, before Ravana and in

fighting scenes with demons. I'uppets of Rama and Lakshmana also deferred. While

talking to Hanuman in forest on the way to Kishkindha and while fighting with

Ravana in Lanka. Puppet of Ravana with ten heads, was shown with all its cruelty

while abducting Sita. At the other place it was only with one head.

Music was used according to the situation. Percussion instruments dominated

the dialogues in the of abduction of Sita, to show the seriousness of the context. One

of the important point noteworthy is that the percussion instruments were used

according to the characters appearing on the screen.

All the important characters in the play were having dialogues, songs and

poetic expressions except small characters like servants, for humorous characters,

mostly songs and prose was there instead of poetic expressions.
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With all these specialties, the puppet show, attracted the viewers with its skill

characterisation and dialogue delivery.

4.11. ROLE OF MUSICAL INSTRUMENTS

Musical instruments used in this puppet show arc the Cymbals, Maddela,

Tokkuduballa, Dappu and the bells.

Two big brongc plates with four inches width, arc called Talalu i.e. Cymbals,

centre point of which will be with protuberance with a hole. Through these holes, rope

will be there for handling them with thumb and forefinger. The right hand will hold

the Tala and it will be striked on the Tala kept in left hand, with which more sound is

produced. Aditala with eight matras is used mostly in all Ragas and songs. In the first

pitch Tayyaku, Tayyaku, Tayyaku sound was used mostly. Tattadai, Taltadai,

Tattadai' and Tarigidadom, Tarigidadhim, Tarigitadhim" sound was used in second

speed. Three strokes Tala was used in 'irst speed.

Each and every song or poetic expression started in first pitch and ended in

second pitch. In all occasions use of Tala was inevitable. Harmonium was used

throughout the play, except in dialogues.

Dappu was used mostly in fighting scenes, with the support of Tala. This was

dominantly used with the characters of arrongancc like Hanuma, Ravana and Lankini.

Even before the show, Dappu was used as an instrument of intimation to the villagers

about the play. Again Dappu was used during the play in the very beginning to make

viewers alert. As Bangarakka, Ganapathi and Saraswathi entered the screen, Dappu

was used vigorously to attract the villagers, not yet come to sec the show. On the

whole Dappu was used throughout the puppet show.

Maddela otherwise called Mridangam is the wooden pipe with a foot width

closed with leather at both sides. This will be tightened with threads. In between the

pipe and threads, two inches wooden pieces will be kept to correct the srutics. This

percussion instrument gave the sound of "Dhimita, Dhimita, Dhimita" and "Dhimi

Dhimidatta". Maddela was used, always along with Cymbals in songs and poetic

expressions. This was not used in conversations. During fighting scene and the entry
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of Bangarakka, Sarawalhi, Hanumu, Ravana and Lankini this instrument was used

very predominantly.

Tokkuduballa was used according to Cymbals during dances. In fighting

scenes also it was used without Taljflu and Maddela.

On whole, musical instruments added naturally and expression to all the

scenes, and they lead main role throughout the puppet show.

4.12. INTRODUCING HUMOUROUS CHARACTERS

puppet show without humouous characters will not be dclightlul. By taking

the name of puppet show itself, everybody remember the names of BangTfrakka and

Ketigadu, small characters of puppet show, who boast off themselves, will be made

fun off by Ketigadu. Along with BangTirakka, he will also be inlroduccd in between

two serious scenes, to keep interest live in the play. To praise the people who donate

for the puppet show and also to deprive them who don't donate at all, these two

characters arc used. People who are fond of appraisals, donate more and more and

satisfy their egos through Kctiglidu. Usually in puppet shows, three male and one

female characters will be there to do this business, and their names will be fixed,

according to the will and wish of the puppeteer like kasa" kasa" budda Ketigadu,

Ketig~adu, Budda Ketigadu. juttupolugadu, Polugadu and so on. Additional characters

will be introduced as their sons-in-law or brother or son, namely, Thannatunni,

Chinna Ketiglidu, Bampadrigadu and so on and negative characters by name,

Allatappa or Sadugullenodu etc. in some puppet shows. Bangarakka and Gandoligadu

are introduced as wife and husband.

In some puppet shows, Bangarakka will be introduced first whereas Kctigadu

will come first in some other puppet shows. Like this

Ketigadu has come

With both on forehead

he has come to see the

puppet show here
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Sutradhara thanks the Karanam (village clerk or Accountant) first and

Polugadu, greets him. The sutradhTTra bids thanks to the viewers who came to sec the

puppet show including children and Ketiglkhi also greets all of them when sutradhara

accuses the people who have not yet given donation to the puppeteers. Keligadu

insults them by showing the drawing of penis being shown on the screen. He also

takes the reference of the people of the neighbouring village, who could not keep the

promise of donating money to them. This reference gives caution to the people of

present village who have not donated money till then.

In some other puppet shows, Bangarakka introduced prior to Keligadu, like

this.
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The dialogue cautions them who don't respect the puppeteers and those who

have not yet given donations to them.

The villagers also get frightened with this type of comments.
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Having listened to the appraisals from them, people said that some big shots of

the villages in good old days had given away lands to Kcligaclii altogether exceptcd

from tax and released decrees also on their names. In dronachalam village, belonging

to Kurnool District, are of the officials, had honoured the puppeteers and given away

lands on the name of Ketigadu too, and now that land is in disputes.

Dalavayi Govindu of Nimmalakunta village in Dharmavaram of Anantapur

District described the way they were introducing the characters of Bangarakka in

their puppet shows. Now this procedure has become same in all the other folk formats

like Vcedhi Bhagavatam, Chenchu Natakam, Toorpu Bhagavatam, Yakshaganam, and

Chindu Bhagavatam. While introducing the character of BangTirakka, two people hold

a cloth as curtain behind which, Bangarakka will be there. All the musical instruments

like mridangam, Tokkuduballa, Drums and Bells sound at once and as she reaches

between the screen the Sutradhara starts her introduction.
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The Duppu and the other percussion instruments will be played vigourously at

the time of Bangarakka's entrance. Dalavayi Govindu and Rainappa also made, the

entry of Bangarakka like this only. They made the character to sing one song also.

Bangarakka : Oil this torture of separation? 1 can't bear with it oil god? He is not

coming to me at all how to bear with this torture ??7

Sutradhara: Alas ????

At the end of this song all the percussion instruments were played very

vigorously as an ending to the song.

Rest of the dialogues between Bangarakka, sutradhara and JuUupolugadu and

chinnapolugadu, were same as described before, while concluding, their dialogue

before entering into actual play. The above characters, discussed about the present day

society, the folk formats being favoured, Good and evil psychologies, etc. in

humourous way. Afterwards they appraised Dr.Bittu Venkateshwara of Telugu

University, Hyderabad who has arranged their show at Nimmalakunta. The actual

puppet show started here and continued till the death of Vali and coronation of

Sugrceva. Again Bangarakka and GandojigTidu entered into screen and started the

appraisal of Sri Khadc Rao worked hard in getting sanctioned the quarters for their

living.

Gandholigadu used some good similes also in his dialogue and as he was

prolonging his speech the viewers demanded to cut short his speech and to start the

show.
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Bangarakka and Gandhohgadu, immediately disappeared from the screen and

the show started again.

During the incident of Hanuman's fighting with a lankini, Kctigadu was

introduced again to depradc Lankini in humorous way. Filthy language was also used

as a relief to viewers. As Bangarakka entered into scene and beaten Kctigadu, the

main show again continued till end.

As already described the humourous characters are introduced during the

pitiable situations and, violent and war scenes, as a relief to the viewers. During the

dialogue, the humorous characters, crack witly jokes, use filthy languages with the

main characters who show of more.

4.13. VIEWERS' OPINION

All the villagers got ready to sec the puppet show. On screen GanCsh's puppet

and his dance was very attractive.

Children sal very near to the screen. Next to them women were seated. As the

prayer started, men came slowly and sat behind the ladies. Meanwhile, Goddess

Saraswathi's puppet came on to the screen and her song was sung by a lady. It was

simply superb. As BangTirakka entered the screen scraping her private parts, ladies

started smiling GandhoHgadu also entered the screen. Both the characters started

dancing, children enjoyed more seeing their dance which was handled by children

only of the puppeteer's families. After this scene one Mr.KondiT Reddy of the village

presented five rupees and myself ten rupees, to the puppeteers. Ramappa of

puppeteer's family greeted us both. As he started appraising the other VIPs of the

village, one of the viewers demanded to start the show and he immediately stopped

his dialogue.

The show started and the viewers also immersed in it. The dance of Sita, Rama

and Lakshmana attracted the viewers more. The puppet golden deer was handled by a

small girl of the puppeteer's family. In the conversation of Rama and Lakshmana the

expertise in handling them was appreciate by the viewers. During the chasing of the

golden deer, the percussion instruments were played very vigorously to rise eager in
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viewers. At Lakshmana left for Rama, Ravana entered in the dress of sage. When sita

opposes him to frighten her Ravana appeared before her with ten heads. Children

sitting near the dais; stood up to see the ten headed Ravana. Audience sitting behind

scolded them. When Ravana carried away Sita, the women in the audience were seen

wiping away tears. Somebody commented that in picture Ravana took away Sita

along with the land. During the fighting scene between Jatayuvu and Ravana,

children enjoyed more and more.

When hurt Jatayuvu informed, Rama about Sita's where abouts, audience

immersed fully in the story and some of them praised the puppeteer's skill. Some

elderly persons remembered a Telugu proverb also which says that to see a puppet

show, We should cross even ninety miles.

The small puppet of Hanuina before Rama and its mannerisms attracted the

children too much. During vali and Sugrceva fight both youngsters and ciders enjoyed

equally.

As the story was proceeding towards coronation of Sugrceva, the puppet show

was stopped suddenly and they started the appraisal of Khade Rao who strongly more

to start a society for puppeteers and to provide colonies for them. Elderly people

sitting in the audience shouted at them for stopping the main show. Again the puppet

show started meanwhile some of the ladies stood up to go away due to chilly weather.

Lankini stopped Hanuma from entering into Lanka. Here Gandhbligadu

entered into the scene and made fun of Lankini a demon of six feet height. When he

started insulting her in filthy language, Bangarakka entered suddenly into the screen

and took away him. During the scene, gents enjoyed the filthy conversation more,

where as ladies felt uneasiness. After dialogue between Mandodari and Ravana,

audience demanded for humour. Bangarakka again appeared on screen along with

Gandho"liga~du. They danced together and the romance between them was seen by the

lady viewers also, without any hesitation.

The puppet show afterwards, continued full ending without any interruption.

Which was enjoyed by all, with utmost interest.
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The puppeteers arrange the scenes of the show depending upon the audience.

If elderly persons are more in the audience, they include more and more poetry pieces

in the show and they describe the gist of each and every poetic expression. If the

audience is full of youngsters, they include more and more humour with romantic

flavour. If more children arc there in the audience, they provide entry to KctigfTdu and

Allatappa again and again to attract them. On the whole, for mixed audience, the

puppeteers include humour and romantic scenes in the play. The main aim of the

show is to attract more and more audience and to gel more and more money in the

form of cash or kind.

4.14. PERFORMATIVE MARKERS IN TELUGU PUPPET SHOW

Any performance in folk tradition has a special identity in its own way in the

presentation of performance, expression of ideology, gathering the audience, method

of approach towards the donors in the pro performance and post performance etc.

Each movement depends upon the style of the groups in getting the success. Every

group follows its own style to achieve its goal. Like this way each group tries to

maintain its identity through its style. These identities are fresh still in the minds of

the people in the name of those groupes. This style can be called as marker of that

groupes. This marker can be observed in various aspects. This can be identified at the

micro level as troupe marker, performer's marker, character's marker, marker of

music of performances, marker of art form etc. The folk artforms have separate

markers of their own for their identity. In Burrakatha, they use to beat the Gummels in

the beginning upto the gathering of the audience. This is a style of Burrakatha in

gathering the audience.

In the story the main artiste uses the rag^..."dcvoo" Ayyayyoo" 'ee1 aar', in

the concluding of the verses. Vantalu (the side artiste) use the words aha, ohoo, 'oo'

ahoo, bhalebhale, bhalla in ending of the chorus.

These are all the markers of Burrakatha. These may be change for one troupe

to another troupe and one artiste to another artiste.
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In oggukatha 'ee' is using as performance marker, 'ii1, cei\ arc also using as

markers. Before starting the story they use shanku as their beginning sign. That is also

a marker in the Oggukatha.

In veedhi natakam they introduce the humour before starting the play. He

creates humour in different styles according to their plan. It may be different in

another scene, and another play, Like this way 'aa' 'aha1 amha, are the some of

markers in leather puppet show performance. But in total performance different

markers can be identified.

The performers of Nimmala Kunta introduced many markers throughout the

performance. A nine year old boy followed by four boys of same age group went

round the village announcing about the leather puppet show performance with Dappu

before two hours of the performance. That was their style and that was also one type

of marker, when the first puppet was brought to the screen, all the instruments were

beaten including Dappu and the artistes cried as namoo, namoo, namoo. This group

activity worked out and the reaction appeared in the audience. This is one style of

marker. At the Ganesh puppet introduction the beatings of the instruments in high

pitch is a marker. In the Saraswathi scene, the performance introduced conversation,

by the two artistes and at the coming of Saraswathi to the screen all the artistes

welcomed Saraswathi with devotional tone of voice, the word used for that was

soogatam (swagatam). The voice raised method was different and that can be treated

as marker. Then Ramappa introduced Ketigadu and Bangarakka. Ramappa was

special attraction for that Ketigadu puppet and praised the local people. He mentioned

social, financial, historical, cultural issues relevant to the contemporary society.

Ketigadu and Bangarakka they themselves were markers for the leather puppet show.

The whole performance will be depended upon Ketigadu, in the puppet shows.

Ramappa was a master to manipulate the Ketigadu puppet. If he comes to the stage,

the audience remember that he would bring humour through Ketigadu, so, Ramappa

become a marker for that troupe. If Rama come to the screen, the audience, feels

lwppy, and the elders too.
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The woman i.e., side artiste always sings Vanta raga like as ' ooh... ooh.., or

aah.. aah." These "ooh and aah" were the markers in the puppet performances

particularly in ragas.

Ravana puppet was always manipulated by Dalavayi Govindu of that groupc.

He manipulates at only one incident mainly i.e. entry often headed Ravana and only

one puppet. His Vigourous voice, crying, tremendous noise, horror, climate was

attracted by the audience at that scene. He was the marker of that puppet only. The

troupe members and the audience automatically mention (Jovindu's name in the ten

headed Ravana puppet.

The instruments beatings in the entry of new scenes were the special attraction

and the method too seems as a marker. The Dappu, a drum instrument for the

performance was a nice marker. The entry of villany characters, Rakshasa, KctigTidu

beginning process were welcomed by Dappu. In the war scenes, in horror events in

vigorous incidents, the Dappu was entertained the characteristics of those characters

were intimated through Dappu sounds. That maintenance key role in the total

performance. So Dappu an instrument can be called as marker. Dappu operation itself

was a performing marker. In the entire drama field the puppet performers only use the

wooden pedestal plank as instrumental representative. The sound produced through

the plank gives big noise and it would be useful for the war scenes, to express angry,

to reveal sorrowfulness, in dancing events and conversations and in-arguments too. So

that, it got good name. So, we can take this pedestal plank as a marker in the

performance.

During the Lankini scene Kctigadu acted as over action. Ketigadu was a non

textual character and moved with Lankini with romantic feelings and these are the

unequal characters in the performance. The performer came out in the middle of the

performance to talk to the audience, the performer mingled with the audience, shared

the ideas and raised his problems to solve with them. In this way, the performer

mingling, with the audience is a new method in the middle of the performance and it

can be counted as market of puppet show performance.
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The stage itself is a unique and that is fixed frame anywhere for any troupe.

All folk dramas adjust anywhere with the available space for their stage and change

the size of the stage and even change the frame too. But in the case of puppetry there

is no question of compromising in the size of stage, or frame. This stage is a special

marker for the leather puppet theatre throughout India.

Like this way we can find out so many markers throughout the performance.

The performative marker can be identified in manipulation oi' puppets, in the

instrumental operations, in the instruments, in the singing, m the dialogue delivery, in

the introduction of a character, in the introduction of non textual characters, in the

interaction methods, in the mingling of the artiste with the audience, in the middle of

performance and the performer himself praising the audience. These markers give the

credit to the performance and help to do success the performance.
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Kathanayakudu :

Main story teller :

Stri vanta :

^ a n a

l\/l s.T.

Strivanta

F.S.S.T.

]<^a n a

M S.T.

Stri. vanta.

F.S.S.T.

Ka na<

Strivanta

F S.S.T.
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Female story teller:



Ka.na.

M.S.T.

M.S.T.

Stri.vanta.

F.S.S.T.

ka. na.
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Strivanta

F.S.S.T.

Ka.na.

M.S.T.

Strivanta

F.S.S.T.

Ka.na..

M.S.T.

StrLvanta.

F.S.S.T.

ka. na.



M.S.T. :

Stri. vanta. :

F.S.S.T. :

Ka. na. :

M.S.T. :

ka. na. :

M.S.T. :

pu. va. :

Male side story teller:

Ka. na. :

M.ST. :

pu.va. :

M.S.S.T. :
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262

Ka. na.

M.S.T.

Pu.va.

M.S.S.T.

Ka.na.

F.S.S.T.

Pu.va.

M.S.S.T.

Ka.na.

M.S.T.

Ka.na.

M.S.T.

Andaru KE

All togethi

Ka.na.

M.S.T.

Stri.



Female

Anadaru kalasi

All together

ka.na.

M.S.T.

Stri. vanta.

F.S.S.T.

Ka. na.

M.S.T.

Stri. vanta.
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F.S.S.T.

Ka.na.

M.S.T.

Stri. vanta.

F.S.S.T.

Ka. na.

M.S.T.

Stri. vanta.

F.S.S.T.

Ka.na.

M.S.T.

Stri.vanta.

F.S.S.T.

Ka. na.

M.S.T."

Stri.vanta.
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Ka.na.

M.S.T.

Pu. va.

M.S.ST.

Ka.na.

M.S.T.

Stri.vanda.

F.S.S.T.

Ka. na.

M.S.T.

Pa.va.

M.S.ST.

Ka.na.

M.S.T.

Stri. .

Female
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Female

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri

Female

Pu.
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Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.
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Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male
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Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri

Female

Pu.

Male

Stri.

Female

Kalasi
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Together

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri.
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273



274



275



276



277



278



279



Stri.

Female

Vanta

S.S.

Stri.

Female

Vanta

S.S.

Stri.

Female

Vanta

S.S.L

Pu.

Male
Vanta

S.S.

Pu.

Male

Vanta
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281



Vanta

S.S.

Stri.

Female

Pu.

Male

Stri.

Female

Vanta

S.S.
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Pu.

Male

Vanta

S.S.

Pu.

Male

Vanta

S.S.
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Preksakulalo okaru

A person from the:
audience

Stri.

Female

Pu.

Male

Vanta

S.S.

Stri.

Female

Ka. na.

The main story
teller.
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Vanta

Side story
teller

Ka. na.

M.S.T.

Vanta

S.S.T.

Ka. na.

M.S.T.

Vanta

S.S.T.

Ka.na.

M.S.T.

Ka.na.

M.S.T.

Stri.

Female

Stri.

Female
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Ka.na.

Stri.

Female

Ka.na.

Stri.

Female

Ka.na.

M.S.ST.

Vanta

S.S.T.

Ka.na.
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M.S.S.

Vanta

S.S.T.

Stri.

Female

Vanta

S.S.T.

Ka.Na.
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M.S.T.

Vanta

S.S.T.

Stri.

Female

Vanta

S.S.T.

Stri

Female

Vanta

Stri.

Female

Vanta
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S.S.T.

Stri.

Female

Vantam

S.S.T.

Stri.
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Female

Vanta

S.S.R.

Ka.na.

M.S.T.

Stri.

Female
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291

Ka. na.

M.S.T.

Stri.

Female



Ka.na.

M.S.T.

Stri.

Female

Ka.na.

M.S.S.T.

Ka. na.

M.S.T.
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Stri.

Female.

Stri.

Female.

Pu. Vanta.

M.S.ST.
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M.S.S.T.

294

Ka.na.

M.S.T.

Pu.Vantu.

M.S.ST.

Ka.na.

Pu. Vanta.

M.S.ST.

Ka. na.

M.S.ST,

pu. Vanta.

M.S.ST.

Ka. na.



Pu.Vanta.

Ka.na.

M.S.T.

Pu.Vanta.

S.S.T.

Ka.na.

M.S.S.T.

Pu. Vanta.

M.S.S.T.

Ka.na.

M.S.S.T.

Andaru.
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All.

Pu. vanta.

M.S.S.T.

Stri.

Female

Ka. na.

M.S.S.T.

pu. vanta.
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297

M.S.T.

Ka. na.

M.S.T.

Pu. vanta.

M.S.S.T.

Ka. na.

M.S.T.

Ks. Na.

M.S.T.

Pu. va.

M.S.S.T.



Stri.

Female

Pu. vanta.

M.S.S.T

Stri.

Female.

Pu. vanta.

M.S.S.T.

Ka.na.

M.S.T.

Pu.vanta.

M.S.S.T.

Stri.vanta.
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F.S.S.T.

Pu.vanta.

M.S.ST.

Ka.na.

M.S.S.T.

Pa.vanta.

M.S.S.T.

Ka.na.

M.S.S.T.

Pu. Vanta.

M.S.S.T.
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Stri.

Female.

Pu.vanta.

M.S.S.T.

Stri.

Female

Ka. na.

M.S.T.

Stri.

Female.

Ka.na.

M.S.T,

Pu. vanta.
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M.S.S.T.

M.S.T.

Ka. na.

M.S.T.

Pu. vanta.

M.S.S.T.
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Ka.na.

M.S.T.

Pu. vanta.

M.S.S.T.

Ka.na.

M.S.T.

Pu. vanta.



Ka. na.

M.S.T.

Ka. na.

Ka. na

M.S.ST.

Stri. vanta.

F.S.ST.

Ka.na.

M.S.T.

M.S.ST.
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Pu. Vanta.

M.S.ST.

Ka. na.

M.S.T.

Pu. Vanta.



andaru.

All.

Ka.na.

M.S.T.

Stri. vanta.

F.S.S.T.

Pu. vanta.

M.S.S.T.

Ka.na.
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M.S.T.

pu. vanta.

M.S.S.T.

ka. na.

M.S.T.

Pu.Vanta.

M.S.S.T.

ka. na.

M.S.T.

pu.vanta.

M.S.S.T.

ka.na.

M.S.T.

pu.vanta.

304



M.S.ST.

ka.na.

M.S.S.T.

ka.na.

M.S.T.

venknundi

stri gontu

A female voice from
behind

Stri.

Female.
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Ka.na.

M.S.T.

Pu.vanta.

M.S.S.T.

Stri.vanta.
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307

F.S.S.T.

Stri.



Female.

Pu.vanta.

M.S.S.T.

ka.na.

M.S.T.

pu.vanta.

M.S.T.

Ka.na.

M.S.T.

Stri.
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Female

ka. na.

M.S.S.T.

pu. vanta.

M.S.S.T.

Ka.na.

M.S.T.

Pu.vanta.

M.S.S.T.

ka.na.

M.S.T.

Pu.vanta.

M.S.S.T.

Ka.na.
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310

M.S.T.

Ka.na.

M.S.T.

Preksakullo okam.



puppet of Rama

Puppet of Hanuman



Some one from the
audience

Ka.na.

M.S.S.T.

preksakulalo okaru.

Audience

Pra.ga.

Main singer

Ka.na.
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M.S.T.

Stri.

Female.

Ka.na.

M.S.T.

F.S.S.T.

ka.na.

M.S.T.
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Stri.

Female.

Ka.na.

M.S.T.

Stri.

Female.

ka.na.

M.S.S.T.

Stri. vanta.



Rama giving the jrlng to Anjaneya

Srirama , Lakshman^ and Hanuman



Stri. vanta.

F.S.S.T.

Pu.vanta.

M.S.S.T..

Ka.na.

M.S.S.T.
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Pu.vanta.

M.S.S.T.

Stri. vanta.

Female,

ka. na.

M.S.T.

Stri.

Female

Pu.vanta.

M.S.S.T.

Stri.

Female.

Pu.vanta.

M.S.S.T.
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Stri.

Female

Ka.na.

MST

Pu.Vanta.

M.S.S.T.

Ka.na.

M.S.T.

Pu.vanta.
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X



M.S.S.T.

ka.na.

M.S.T.

Pu. vanta

M.S.S.T.

Ka.na.

M.S.T.

Pu.vanta.

M.S.S.T.

Ka.na.
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M.S.S.T.

Pu.vanta.

M.S.ST

Ka.na.

M.S.T.

Pu. vanta.

M.S.S.T.

Ka.na.

M.S.T.

Pu. vanta.
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M.S.S.T. :

Pu. vanta :

M.S.S.T. :



M.S.T.

M.S.T.

Pu. Vanta.

M.S.S.T.

ka.na.

M.S.S.T.

pu. vanta
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ka.nu.

M.S.T.

Pu. vanla

M.S.ST.

ka.na.



M.S.S.T.

ramappa.

ramappa

andaru.

All

ramappa.

ramappa

andaru.

All

Ramappa.

Ramappa

andaru.
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321

All

Andaru.

All



CON ELUSION

Folk theatre is multi faceted ai. also dimensional in nature. Its existence also

multi disciplinary. Puppet theatre fo 3 part of the Folk theatre. The study of

Leather puppetry the ancient form am .0 survival in the present society establishes

some clues relating to majority, aspects concentrated to the arts. The main aim to

study the art form has been achieved in different angles. Different angles introduced

in the study encompasses how the puppeteers mix the social problems in to the play;

how they attract audience towards the moral ethics; how they make the audience are

captivated to the atmosphere through humour; how they keep the art of puppetry

alive; how they have protected the art form and how they arc employing the puppet

show performances to achieve multi purpose objectives have been discussed at length

to the present study.

The topic chosen has a wide scope to extensive study of leather puppet theatre.

The study carried out has been organised into four chapters each chapter dealing

individually and divided with content and analysis of theatre, puppet show tradition,

Texture and performance observation respectively.

First Chapter deals with theatre. Major thrust has been laid upon Indian

theatre & Folk theater. The types and nature of various theatres have been high

lighted. The involvement of Religions in the Religious theatre; Richness of rites and

rituals involvement in the Ritualistic theatre; the different castes or communities

involvement in the ethnic theatre; different professional groups participating in

professional theatre; padyanatakas and its popularity form a key discussion. Then the

Surabhi and its technical improvements, scroll Narratives revealing the Kula

Puranams were identified and discussed at length to draw key elements pertinent to

theatre organisation and development in Indian context.

Relationship between a variety of theatre art forms have been considered.

Under the context the aspect relationship of the Religion and Veedhi Bhagavatams of

Shaiva, Vaishnava and Sakteya cults; Rituals and functions i.e. life cycle events,

festivals, ceremonies; Community and Kula Puranams i.e. Madclu Puranam, Gowda
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Puranam, Jamba Puranam, Bhctala Puranam; Profession and street plays,

Yakshaganam, Veedhi Natakam, Chenchu Natakam, Bayalata, Yanadi Natakam;

popular theatre and Padya Natakas i.e. Chintamani, Harischandra, Srikrishna

Rayabaram, Bala Nagamma, Surabhi Natakas; Scroll Narratives and epics, legends,

ethics, Ballads, caste stories have identified and discussed. Commonalties and

qualities that have been identified among the above theatrical forms. Particular

emphasis has been said on the Leather Puppet theatre.

Folk music narrative (drama) forms like Burrakatha, Oggukatha, Jamudika

Katha; Folk Dance forms like Bonalu, Garagalu, Chekka Bhajana; Folk drama

narratives like Mandecchulu, Scroll Narratives were throughly examined to demarcate

similarities between the above formates and leather puppet theatre form.

Folk drama forms like Vcedhinatakam, Veedhi Bhagavatham, Chindu

Ghagavatham, Masti Bhagavatham, Toorpu Bhagavatam, Chindu Yakshaganam,

Kuchipudi Yakshaganam, Yakshaganam, Chiratala Ramayanam Kangundi Kuppam

Veedhi Natakam were studied in comparison with the Leather puppet theatre. Further

similarities and differences were identified and mentioned.

Second Chapter deals with puppet show tradition. It includes introductions,

Background history of puppet show, and existence in India. Brief account of the

puppeteers in A.P., has also been outlined in the historical context. The traditional and

social life of puppeteers, the method of manufacturing the leather puppets, performing

material for the performing show, performing stories of the puppet shows and

contexts of the performances have also been gathered and analysed.

Flow the Buddhism utilised the puppet performances, how other religions like

Jainism, Hinduism used this form for propagation of Religious policies, how the

puppet show moved to Foreign countries have also been discussed. The social and

traditional life styles of Andhra Puppeteers like Bondili, Arc Marattis, and the

differences in their life styles have been accounted for the in retail to relate it to their

performances. And also the aspects relating to manufacturing of puppets as to how

they are using the skins of goats; decrs & sheeps to prepare the puppets and how they

use the vegetable colours to the puppets. The use and monging the puppet show stage
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material, performing instruments like Maddela, Harmonium, Cymbals, Wooden

plank, how they use Bharata & Ramayana for the shows and the lyrics of Vemana

Sataka, Sumathi Satakas have been examined at length. The role of contexts like

summer, village occasions, Govt, functions in making use of Puppetry has been of

Prime concern in the present study to draw valid conclusions about the utility of

Puppetry to the present day context.

Theatrical concepts and qualities like street theatre, environmental theater,

mime, mimicry, traditional, improvisation, direction, prompting, acting, set design,

Music order and scenic order play a vital role in Puppet theatre. Various aspects and

other related aspect have been examined in terms of improvising the performance.

Third chapter deals with Texture and Index of photoes. It includes

introduction, views of performance, performance with narration and index of photoes

relating to different folk performing art forms along with Puppet theatre. More care

has been taken to document the proceedings of the performance, so that a clear picture

can emerge about the play. It is also observed that the tremendous skills of the troupe

in organising the show, their presence of mind etc.

In the theatrical Research point of view, the folk research point of view and

the view of performance in general and the performance narrations has been

recorded.

Fourth Chapter deals with performance observation. It includes introduction,

stage arrangements and beginning process, process before the performance,

performers performance, artistes participated in the performance, performance

strategies, audience interaction - interaction, delivery styles, composing of incidents,

introduction of puppets, role of instruments, entry of humorous characters and

performative markers.

The Stage arrangements with bamboos, Tarbal, Screen and announcement

With Dappu in the village, the Pooja method with turmeric and saffron and the

beatings of the all the instruments, the movements of performers inside the stage,

Puppet manipulators, instrumental operators, chorus singers, observers as elders, the
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changes of the positions of performers during the performance time, exchange the

duties in the stage by the performers, scoldings - dominations, over ambitions among

the artistes in the stage, the comments of the audience about the performance,

demands of the audience about the performance, comments of audience about the

performers, methods of delivery styles, singing, solo singing, chorus singing,

instruments utilisation in the singing method, sccuic order composed, and introducing

the humourous characters in between the scenes, manipulations of puppets, eminency

in manipulation for characters such as Ravana, Ketigadu, the Dappu importance,

instruments beatings, performative signals in singing, dancing in conversation and in

action are same of the activates observed during the performance. These may be

exhaustive in nature. Some limes may differ in their order. Also have different way of

execution. This happens because the temperament of performers and their relationship

with co-performers have a say in this. On other side the audience will also contribute

to it. Therefore the inter relationship of the audience arc performance has a great role

to play in any puppet show performance. With this in view a careful observation has

been done by the research at the time of actual performance. It is to conclude that the

skill of the performers has edge over all other aspects in any such performance. It is

well established by the spontaneous decisions, captivating the audience attitude, sense

of humor etc. Further, there is a wide scope for further study in this respect where one

can draw valid conclusions relating to societal, psychological, economical, political

phenomena mixed within the puppet show performance. It also needs to be examined

in depth to have a linkage with the contemporary society.

Transliteration has been documented as the play was performed. An attempt

has been done to provide English version extensively depicting the original

expressions. However on some occasion only a brief outline has been given,

particularly in the case of poetic expressions. Keeping in view certain limitations from

the point of view of equivalent idiomatic expression in English.

In the present study the analysis has been done for each of the activity and

findings have also been recorded where necessary at every stage in the thesis. The

methods involved in the performance i.e. non-textual ideology, the non-textual
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elements, non textual characters and non textual structure were discussed. The social

ideology behind the performance, the creation of contexts for the performance, the

methods of creation of curiosity in the audience with sentimental commitments like

'leaving the imprisonment Sita Puppet on the screen in the street itself and go silently'

i.e. leave and go etc. were analysed clearly and mentioned in the findings.

Non textual elements, professional techniques, unwritten ideology, religious

strengthness, political satires, social cthino and formalities, attractive methods for

financial support, cultural points, philosophical gimmicks i.e. hypothetical points can

be identified in every angle. These results are drawn from the performance, Artists

behaviour, Text, Texture, Traditional expressions, Instrumental operations etc.

Extensive study has been done with all the relative forms like dolls of

mandecchulu, Kondapalli Bommalu, Scroll narratives of communities, drama forms

like Vcedhinatakam, Veedhi Bhagavatam, Chenchu Nalakam, Toorpu Bhagavatam,

Chiratala Ramayanam, Chindu Bhagavatam, Chindu Yakshaganam and

Yakshaganam. Leather puppet show performance was observed throughly when

compared with all the above forms and also with other States folk drama forms.

* * *
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PERSONAL INTERVIEW CONDUCTED WITH
LEATHER PUPPETRY ARTISTES

. Anjaneyulu,Rekandar

2. AnjaneyulUjSindhe

3. Balaji Anaparti

4. Chcnnappa Rao,Rekandar

5. Chalapat^Dakivlii

6. Dastagiri Rao^Kalc

7. Erukalamma Vanarchc

8. Govindu Vanarasa

9. Govinda rao,Vanarasa

10. Jagapali Rao,Rekandar

11. Krishna Murthy Vanarchc

12. Kullayappa^Sindhe

13. Naruyanappa Sindhc

14. Raja Rao Sindhc

15. Ramappa Dalavai

50 years, Chennampalli, Badvcl Mandal, Cuddapah
(L"'l) caste Arcmarala, Date. 15.11.1986.

Alamkhan Palli, Cuddapah (M & Dt) 55 years.

Age 55 years, Rajupalem, Sallcnapalli, Guntur Dt,
Caste: Bondili,Date of collection • 26-
11-82.

55 years, Pulamamilla, Badvcl Mandal, Cuddaph
(Dt), Caste: Arc Marala, Date 25-11-86.

45 years old, cymbal player, singer and helper.

50 years, Chennampalli, Badvcl Mandal, Cuddapah
(Dt), Cast: Arc Marala, Date. 15-1 1-1986.

45 years, Pulmamilla, Badvcl Mandal, Cuddapah
(Dt), Caste: Arc Marata, Dale. 15-1 1-86.

55 years old experienced male puppcUer. lie helped
in all events to give the puppets time to time.
Singer, Musician and manipulator.

55 years, Kottapalle, Chcnna Mukku pallc,
Cuddapah (M & Dl)

50 years, Chennampalli, Badvcl Mandal, Cuddapah
(Dl), Caste: Are Marata, Date. 15.1 1.86.

16 years, Paluvayi, Near Kalyana Durgam,
Anatapur Dt, Caste: Arc Marati, Data Collection
date. 1.12.85.

40 years old, experience male drummer, he played
mrudangam.

55 years, Chakarla Palli, Penugonda Mandal,
Anantapur dl, Caste: Arc marata, Date of
information collected 30-1 1-85.

54 years, Jaggapuram, Kurnool (Dt) Caste: Arc
Marata, Data collected datc:27-2-84.

65 years old, experienced male puppclecr. Singer
and manipulator. He dominated the throupc.



16. Ramakrishna Vanarasa

17. Rangamma,DaUivai

18. Rama Rao,Vanarasa

19. Ramadas Rao.Vanarasa

20. Ramachandra Rao, Vanarasa

21. Rama Raq,Sindhe

22. Subba Rao Rekandar

23. Subba Rao, Khande

24. Sarada Vanarasa

25. Santi Rao Vanaparti

26. Srirangam Rao akalc

27. Sanjeeva Rao Sindhc

28. Sankara Rao^Rekandar

29. Sekhara Rao Vanarasa

30. Sanjeeva Rao Sindhe

31. Subbarayadu Vanarasa

50 years old, experience male professional
puppeteer. Singer, narrator and manipulator. He
occupied the second place in the performance.

50 years old women, chorus singer cymbal player,
manipulator, co-singer.

55 years, Singarayapalle, Kalcapadu (P.O), Badvcl
Mandal, Cudapah dt. Caste: Arc Marata, Dt.25-11-
86.

55 years, Singarayapalle, Kalchapadu (P.O), Badvcl
Mandal, Cuddapah dt. Caste: Arc Marata, Dt.25-11-
86.

50 years, Kottapalle, Chcnna Mukku Palle,
Cuddapah (M & Dt).

50 years, Alamkhan Palli, Cuddapah (M &. Dt).

64 years (1-7-97), Khadar Khan Koyalu,
Rachinnaya Pallc, Cuddapah (M & Dt). Caste: Arc
Marata, Data Collected date. 15-11-86.

55 years, Kotta Kottalu, Bye pass Road
Vidyaranaya Nagar, Anantapur, Caste: Arc Marata,
Data Collected DUO-11-85.

40 years old Woman, wife of Ramakrishna. She
held main women roles. Singer and manipulator.
Good chorus Singer.

50 years, Chcnnampalli, Badvcl Mandal, Cuddapah
(Dt), Caste: Arc Marata, Date. 15-11-86.

45 years, Chcnnampalli, Badvcl Mandal, Cuddapah
(Dt), Caste: Arc Marata, Date. 15-11-86.

55 years, Chcnnampalli, Bcdval Mandal, Cuddapah
(Dt), Caste: Arc Marata, Date. 15-1 1-86.

50 years, Chennampalli, Badvcl Mandal, Cuddapah
(Dt), Caste: Arc Marata, Date.15-1 1-86.

55 years, Kottapalle, Chcnna Mukku Palle,
Cuddapah (M & Dt).

55 years, Alamkhan Palli, Cuddapah (M & Dt).

50 years, Alamkhan Palli, Cuddapah (M &Dt).



32. Venkatarama ' - 10 years girl, daughter of Govindu, Chorus singer,
Cymbal p1a_,vi\ learner.

33. Venkata Rao, Rckandar -- 45 years, Pulamamilla, Badvcl Mandal, Cudapah
(Dt), Caste: Arc Marata, Date. 15-11-86.

34. Varathi Rao,Vanarasa -- 50 years, Singaraya Palle, Kalcha padu (P.O),
Badvcl Mandal, Cuddapah, Caste: Arc Marata,
dl 25-11-80.

35. Vcnkatappa^alavai — 60 years old male drummer, singer, Manipulator,
scene scttor.

PERSONAL INTERVIEW CONDUCTED WITH
BURRAKATHA ARTISTS

1. Brahmandam Peddapuram, E.G.Dt. A.P.

2. Nittala Brothers Mummadivarama, E.G.Dt. A.P.

3. Phillip Raju Y. Burrakatha Artiste, Age 37, 19 - 37, Girinagar, 1 lyderabad -
37.

4. Yallej] Rao. B, Machavaram, Raparla, Via - anmcnabrolu, Prakasam Dt.

OGGU KATHA ARTISTES

1. BeerappaMallela G5ye«M Pochamma Street, Aler, Nalgonda, May 1997.

2. Dharmaiah,Oggu, 30 years Narayanapuram, Hyderabad.

3. Peddapuram ,Bandi, 60 years Kolluru (P.O), Aler Mandal, Nalgonda Dt. May 96.

4 Ramulu Midde, 55 years Tippapuram, Vemulavada (P.O), Karccma Nagar Dl,
May 97.

5 Sattaiah Chukka, 62 years Manikyapuram, Pembarthi, Mandal, Warangal Dt., May
' 1997.



VEEDHI NATAKAM ARTISTES

1. Sri Jamgam Abbaiahdasu, 88 years Modamecdipalli, old Cuddapah P.O.

2. Chinna samjecvau, 48 years 310 Balappa, Goods shed Kottal . 2ml ward,
Dharmavaram TQ, Anantapuram Dt,
Subbaraopet Vi 11.

3. Kullayappa Boggu, 73 years Subbaraopet Vill, Dharmavaram TQ,
Anantapuram, Dt.

4. Lakshminarayanamma Maddula, 66 years Sarvaraya Harikathaa Pattasaala,
Kapileswarapuram, E.G.Dt. A.P.

5. Lingala Subbanna, 80 years Bhogasamudram Vill, Tadipatri Tq.

6. Nadipi Fakkirappa, 77 years 1 larijana Kotam, Bhogasamudram Vill,
Tadipatri TQ.

7. Dastagiri Harijana 5 1 years Gudipadu Vill, tadipatri TQ.,

8. Nagabhooshanam Darla Ramanu japuram Vill, Kavali Tq. Nellore Dt.

9. Prakash Bonala, 30 years 11.No.2/12, B.C.Colony, V.P.O. Andamandal
Lingampet, Nizamabad.

10. Paparayuclu^Namaala Peddachcppali Vill, Harijanawada P.O.
Kamalapuram (M), Cuddapah (Dl).

11. Peda Sanjeeva, 68 years Poolakunta, Subbarao Pcta Vill,
Dharmavaram TQ.

12. Pedda Obulesu, 72 years II.No.141, Bhogasamudram, Tadiparli(M).

13 Pcdanarayanaswamy Kummari, 48 years Subbarao Pcta Vill, Kurnool Dl. Srisailam
J (M).

14. Rangaswamy G, 35 years Jl. Secretary, Sri Venkateswara Yakshagana
Kalasangam, Gottipalli 505 185.

15. Guravaiak66 years Nagavaram P.O. Via - Rajupalem, Krosuru
* (M), Guntur Dt.

16. Chinna Kambanna, 57 years 1-84, Mariana Street, Bhogasamudram Vill.
Tadipatri (M).

17. Jagannatham Bhagavataar Bontalakoti, Chintada P.O., Bobbili (M), Vijayanagaram,
79 years. Dist.

18. Tipparaju Karanam, 65 years Reid. Head Master, Teachers colony,
Susooru Vadlapalli, Hindupuram,
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19. Brahmaiah Bommatota, 46 years

20. Vuppu Vcnkatasubbanna, 55 years

21. Scshaiah Sritirupati, 70 years

22. Satyavati Chindc, 22 years

23. Subbaiah Naidu, A.

24. Venkataiprasaiah Gajavelli, 38 years

25. Scsha Rao Palika, 50 years

C/o Dastagiri, Pulikonda Vill., Chimakurti
(M), Prakasam Dt.

Gallavandlapalli, Dappcpalli P.O.
Lakkireddypets (M).

President, Sri Venkateswara Yakshagana
Artists Asson., Gattcpalli (M), Sultanabad -
185.

Pda hcppali P.O. Kamalapuram (M)
Cuddapah Dt.

Koltaindlu Vill, pedda bangarukaUanak (P),
Kuppam (M), Chittoor- 5\1 425.

Togalaguttapalli, Via Mukharampuram,
Karimnagar Dt •• 505 002.

Vemulavada, Karapa (M), Kakinada TO-,
E.G.Dist.

* * *
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