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CHAPTER - |
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 al 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 al these differences. With the advert of this freedom from
rigidities the term 'Theatre' widened its access to al such fields which have a direct

pay on the living styles.

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



gods, street gods, home gods and personal gods and goddesses. May be it is an
occasion or event - birth, marriage, or death. On closc 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
apush to it through the caste mattas and Mattadhipathis.

The Mattas used to operate the caste propagating organisation through
methods and forms like pufﬁqa 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 story on Madiga caste covering Madiga Kulapurinam, as its content.
Bavaneclu 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 Adipurén_am (Jambapuranam) in drama form. Similarly the Dakkala is
another sub caste propagated the Jﬁmbapurﬁmﬁhrough 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 atered 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



Jambapuranam in purana pravachana method. Bavaneelu, Mastj, Dakkala, Chindu and
Nulaka chandaiah have also been performing the Jambapuranam dl these five 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.! All these mattas with ma'tt'édhipathis 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.

Kolanupaka 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 Gowdeas,
Markandeyapuranam of padmasales, Becrappu-Mallannakulhislzl/il 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. Veedhi
na}akam,.' Chenchu natakan, Y akshaganam, Y anadi na;akam, Toorpu bhagavatam,

Bayalata, Chiratala Ramayanam are some of the art forms which have protected their



place in folk society of Andhra Pradesh. There are some professional troupes engaged

till 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.
12 THEATRE CF 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 13"
and 17" Chapters. Nandikeswaya’s Abhinayadarpana which is very relevant to
natyasastra was in Telugu. It belongs to 3" Centuy. Chalukyas in 9" Century
Kakatiyas in 12" Century, Reddy Kings in 14" Century, Vijayanagara kings since 15"
Century, Nayaka Kings of Tanzavist in 16" Century encouraged the theatyealong

with fine arts.

In the beginning days the tradition was originated and developed as two
branches as Nattuvamela tradition and Natyam¢la traditions. These two were grown
as different branches in the performance. The devotional Aradhana Nritya in the
temples and entertainment Kelika nrityas in the Kalyana man tap 7as belong to
Nattuvaméla tradition. They used events for performances from Bharata, Bhagavatha
and Rém"ayar]a_ The performances of dramas mixed with dance and music with
elements -+ and events of Bharata, Bhiayatha and Ramayana as stories belong to

Natyaméla tradition. These were called as dance dramas, events relating to god was



called as Bhagavathams and performers were called as Bhagavathulu. If it was
performed in the Veedhi, it become Veedhi Bhagavatham. During Niyaka kings
many communities like Pitchukunta, Enadi, Golla, Maa had leant thesc
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. Hec discussed these argument in two
chapters from 89 to 188 pages (nearly 100 pages).”

This is al 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 varietics as Padyanatakas, Surabhi natakas, Y akshaganas as classical
oriented and communal titled n?nyaszs 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 Natikas 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, Politiéal theatre, Street play, Mask play, Environmental theatre, Communal

theatre are the some of names appeared in the modern context. Social drama in the



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 sprcad al
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’, "Kurukshtram’, 'Rama Vanavasam' (see photo No.63), 'Bhakta
Sabari', ‘Ramanjancya Yuddham’, ‘Srikrishna tulabharam', "Satisavitri', ‘Sati
Anasuya, 'Balanagamma’, "Veerabhimanya’ (sec photo No.64), "Bobbili Yuddam’,
“Palnétj Y uddam', "Pratapa Rudrecyam’ 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. Padyané;akam 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 fcw the purpose of performance. With
their amateur talents, the performancés given by them are only for the purposc of
entertainment. This may be a reason that the.consider Padyartatakam more than
cinema, T.V. etc. This phenomenonhas 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

Padyanatakam 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 puppetcering. They perform both the puppet shows and
veedhi nétgkams. Vanarasa Govinda Rao one of the puppeteers of Surabhi troupe’ had
seen the padynatakams performed with the help of modern technique for a Karnataka
Nétaka 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 19" century itsdlf. "Surabhi' company has attained



subsequently a status of special community. It is considered that this group migrated

th

from Maratha longback, at the time of Shahaji, who ruled Tanjavur in 18" 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 Senani 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 Ratnavalj.*

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 borned in the
name of Vcedhinatakam or parallel to Yakshaganam. The court itself worked on that
line and many Y akshaganas 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 paralel 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 numbce:  +d that led to the improve the variety of
dramas. Tlhen the meaning for stage was clearly 1.0t marked and it moved to the public

according to the convenient of people.



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 caled as Pandiri.Gadde is name populared in village
goddesses myths narrations like Byneedi kathalu, Pamba kathalu. The stage is called
as Garidi in the performances of Kayyasﬁjw-l(attisamu, Dappu dance, Kolatam dance,
Chekka bhajana and Pandari bhajana. The performers of any form select onc 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 festiva

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 divisioned 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.’

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 takc place at the situated sitec and it can
be taken as stage. The performances of working songs like Kaupu 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



amateurs and their performances can be seen as simultaneous performances aong
with  their work. There is no audience participation in it except involvcrs or

performers.

Some performers like Gangireddulu, Pagatjv'éghalu, Buc_la bukkalavaru,
Jangalu move for the performances and perform where they get the audience. They
weye paid audience and they need space for the performance. These are also caled
mobile stages, but here the audience part is essential and there will be no performance

except the audience.

The dance performances like Chekka bhajana, Kolatam, Veerandtyam,
Garagalu, Gooravayyalu, Urumulu, Dappulu, Tappetagul_llu and Oggu doollu can be
seen in acircle and that circle is called as stage. But this is fixed stage ic., fixed space
and the performers give the performance from the circle only. The audience have to
gather themselves at the performance place. There is some differentbetween 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,
Pandavula 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 banqa, 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 al 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 scen in a dignitable manner. These narrators
are al professionalists and these will take special care about the stage and
perfonnance. So this stage has a specia place in the folk stages of Andhra Pradesh.



Folk dramas like Veedhinatakam, Chindu Yakshaganam, Veedhi
Bhagavatham, Chiratala Ramayanam, Y askhaganam, 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 Vedika i.e. paralel 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= folk performances are contained up to 10
to 15 days with only one story as a serial. ’l‘lﬁ‘-cc 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.’
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13. 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
guality 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 al these formats. Folk forms of Andhra Pradesh also have a hice place in
the cultural field of India, because it is aso a big state in India with more population.
Three major regions i.e. circar districts, Rayalaseema and Tclangana regions have
three different cultures andmical 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 al are equal in absorbing thec 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,



local histories etc. People of Andhra Pradesh mainly depended on agricultura
profession and other village professionists depended on agriculturists. These
professions in villages arc existing inter-dependency method and al 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 bc observed
except involvers. These working songs include Kalupupatalu, Natlapatalu,
Eetampatalu or Kapilepatalu, Noorpillapatalu, Padavapatalu (fishermen songs),
Kotalapatalu, Mét_a pét_alu, Bam}i patalu, Polam p’ulglu, Kallala patalu, Poli patalu,
Pallaki (Mena) patalu, Kallu Geeta patalu, Maggam patalu, Medari patalu, Gorla
patalu, Mandula p'ét__alu, Zangiqli p"qtdu etc. and al of them are the self entertainment
for' the relief of their professional work.? 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 Rokat] pat_alu, Uyyala p'at-alu,
Visururati pat’alu, Ratnam paIlalu, Kavvam paIfallu, Maggam p'atz;llu, Chakirevu ])Tu.ulu,
Jola patalu, Lali pﬁt_alu, Lala patalu have a fixed stage method and their working
place w’ould be their stage and n'o audience are there except entertainment. Padava
patalu or Jalari patalu (Fishermen songs) have mobile stage.’ Though they 'are
eniertainment, 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 somc¢ 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. Lallabics, Uyyala patalu,
naming ceremony songs, Anna prasana songs, nalugu patalu, mangala haratulu,
bathing ceremony songs, marriage songs, Talupu daggara patalu, Sobhanapu patalu,
Padakagadi patalu have some theatrical qualities.’® Action with shy, abhinayam with



cleverness, conversations, improvisations, mimes, mimicry can be seen in above
songs and stage type fixed place and audience including involvers could be identificd.
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 ctc. are aso
having theatrical elements." The qualities of different rasas and gunas 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 al 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 al walks of life. They include
ballad songs, entertainment songs, felicitation songs, jatara songs, festival songs, story
telling songs, non-story songs.'” But al 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 Désam party also followed the
method. The above al 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



Ieaders’images and give the performances.** 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 fiedd to strengthen the theatre fied. Ketigagu 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 thc 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, Vccranﬁ}yam, Kolatam, Chekkabhajana, Urumulu,
Goravayyalu, Tappet_ugul'l_u, La.mb?nd_an{ityam, Kodya 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 thé 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
POturgju 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 dl 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, rituas,
political systems, social backgrounds, socia 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, Pano[ari bhajana, Murdli
bhajana, Bai : bhaana, Che:['gu bhajana, Panduranga bhajana, Brindavana bhajana,
Krishna K51ata bhajana, Krishna bhajana, Jyothi bhajana, Krishna Chenchu, Daatu
bhajana, Dasari nrityam, Nakka dasarlu, Simhachala talalu ctc. 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."® Ramiyana events will be performed in scenic order® in
Chekka bhajana (see photo No. 14), Rama bhajana, Chettu bhagjana and in Datu
bhajana. Greatness of Pandarlnatha and Pandarl bhagavatham will be performed as
events in the Pandari bha;ana They wear flags of Pandarinatha in left hand and
Chiratas (instruments) in right hand. The life events of Krishna will be sung with



dances in Murali bhajana, Krishna bhajana, Brindavana bhajana and in Krishna
Kolata bhajana. In dl 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 Kolitam.
Dasavataramulu is being performed in the shape of singing with dances in the Dasari
nrityam and in Tappetagullu form. This form aso needs circular stage for the
performance and the artistes wear drum on chest, bells at legs. The drum works likc 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 micy decoration, settings, extra musical
instruments, lighting and audicnce. More theatrical elements can be observed in these
dances along with audience interactions. These are flexible in relaxing the traditiona
involvement's than the Shaiva traditional forms. These became close to thc 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 dtrictly 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 bhanQaru 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, Dhafymaruka is in one
hand, trishdl in another hand, Bhandaru bag (turmeric powder) on the waist, wool and
shell omaments.'” 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 is
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, Dévarapet't'e, Sakti véshalu, Bonalu poturgju veshalu, Vccrad;‘l]l}l and

Urumulu are generated from Sakteyam 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 Tamilnacju for this Garaga and is caled 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.

Dévarapetj[? is prepared as a groupe performance recently, the goddess will be

in the box which the performer carry on head and the Dévadundubhi or Veeranam the

17



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.

Bonalu (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 Veeradillu, Guggilam smokes are the common items in the performance.'®
These are al 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 Vceratadu,
whistles, cryings, shoutings, dappu beatings etc. al 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. [8) an instrument and is also known as Veeranam in
Andhra Pradesh and devadundhubhi in Tamilnadu, Karnataka and Kerala. This
instrument is used for the mélukolupulu in Prabhidta Seva of Goddess in Rayalaseema
districts of Andhra Pradesh.’® 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

godsjataras and is made as a dance and it appears vigorously. Artiste wears long rope



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 veerafallu with self sacrificial manner for
the kindness of goddess. This was made as dance form and staged as a performance.?

Jt attracts the audience and creates drama atmosphere.

Veerabhadra pallclu 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 vesliam (Bear dance), Keelugurram, Nemali nrityam, Dappula
dance, Dappula kolatam, Golla sunddulu, Butta bommalu, Koyya kallu (Maragallu
nrityam) and Jakkiki nrityam are forms originated on the basis of socia 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.”’ 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 Qappu 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. Elugubantivésham (bear dance)
is aso formed on the same format. Keclugurram 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. Nemali 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
dappu 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.;? They use to perfform many
rhythmic styles on dappu and sometimes with social songs. They imitate the sounds of
nature i.e. animals, birds and other instruments, voiceé 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 kola{am is
also an art form generated from qappu 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 Bommal u.
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 ajoyful 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 socia 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 Bonzlu are examples for such forms.\ These are al women oriented

performances with full of songs.

Art forms like Kattisamu-Karrasamu,”® 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 al the traditional, entertainment, ritual, political and socia 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 purposc 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 onc 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 specialy
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 al the folk dances.
The performances can also be seen during leisure timings of the village pcople
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, Pulivésham, Goravayyalu and in Elugubanti vésham.
Even in applied methods i.c. Govt. Policy propagandas, political parties, private

organisations arrange stage. 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 fir¢ and cvery artiste moves individualy 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 guru. After the prayer and the salute slogans, the
troupe leader gives the relaxation sign to the artistes 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 |eader.

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, Dévarapette, Bonalu, Veerabhadra khadgalu, 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 dl above dances as
entertainments. Artistes, they themselves create the contexts in dances like
Pulivesham, Shakti vésham 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 dl 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 al local dances,
dance techniques for romantic scenes of K&tigidu and Bangarakka. They tap the
music beats of instruments from dances, styles of tunes for their instruments. They

express nativity through these humoLous 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 ctc. 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 threc 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, ateam 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 al 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 vita 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 modern 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 palnati varu on rare occasions. They narrate the story
Palnativeerakatha 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, al 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 Saivareligion based forms; Harikatha, Tandana Ramayana katha, Dasari
Katha are the Vais_hqava 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 al these forms are existing as entertainment forms and

very few in begging profession.

Oggu katha (see photo No.l1) has its own image in the formate, style of
presentation, costumes and instruments.y¢ 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 miras
(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



boundaries to relating this ritual form - ~d brought it to the stage as entertainment
form. His performance represents the thent. 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 cvery character in the performance and it gives a cluc 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 ritua 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 tradition®’ anél the
artistes themselves caled 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

Hurra katha_ (see photo No.2) is a peculiar format®® 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 politiéal 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 tke story of Runzasura a communal story of Viswabrahmins relating to
Shaivism. Conversations in dialogue versions, gamakas in the songs, facia
expressions, dialogue expressions are similar to theatrical expressions. They use very

limited stage.

Harikatha (see photo No.5) is a form ecmerging as many as techniques of other
at forms.® 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 al 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 atime.
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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®* The main artiste wears Vaishnava nimam on the face takes and in the hand
and tells the story. Harmonium, Maddela and cymbals are instruments and the main
artiste tells the story without movements. Facial cxpressions, conversations and

dialogues are the main drama elements.

Dasari katha form is Vaishnava formate like Jangam katha in shaivism and has
onec 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.** 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 cal 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.

Pandavula 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. themapurﬁr_lam. They use keekiri (see photo No.4) a srithi
instrument which is very similar to Sarangi of Rajasthan, Maddela and cymbals.
Some thbtj people migrated to villages and learnt telugu and they started the narration
of Bheemapuraham in the name of pand_avula 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 al popular methods and it seems like as small drama.



14. FOLK THEATRES

Folk Theatre forms are broadly divided in 4 to 5 groups like folk dramas, Dall
narratives, Map narratives, Scroll narratives, Puppet shows etc., according to their
nature. These forms have an inter linked and intermixed nature with cach other's
qualities. They dl 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 aso 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,
colloguial language and literature, folk behaviour etc. Folk people maintain paralel
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 partialy
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. Art 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, Bayaldta, Doddita, Chenchu
Bhagavatam, Yanadi Bhagavatam, Chukkaluri Rama Natakam, Kangundi Kuppam
Veedhi Natakam, Yakshaganam, Chindu Bhagavatam, Chindu Yekshaganam,
Chiratala Ramayanam, Masti Bhagavatham and Toorpu Bhavgavatam ctc. 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. Bayalata 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.
Chukkalori Rama Né’t_akam and Kangundi Kuppam vecdhi natakam are folk drama
forms. These names have been attained from the names of Chukkalturu and Kuppam

villages as the villages are famous for vecdhi natakam.

Y akshaganam 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 Y akshaganam.
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 Kdipurﬁqam i.e. Jambapuranam. Toorpu Bhagavatham is performed by
Godavari Brahmins. It is believed that some script possessed by them from Kuchipudi
Y akshaganam 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 arounders
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 al community professionals from
different walks of life. Similar folk drama forms can be traced from other States also.
Such as Tcrikuf(wa-’&,gTamil Nadu, Mﬁc}alapﬁyutit‘t}x and Doddata of Karnataka,
Tamasha of Maharashtra, and Bhavayi of Gujarg).

Veedhi Bhagavatham, Chindu Bhagavatham, Toorpu Bhagavatham, Melaturi
Bhagavatham, Masti Bhagavatham are the main bhiagavatha 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
ritua climate and some way or other:,, they are al connected in ritualistic approach
with the people. Bhagavathams were performed by dependent castes, mostly lower

cast people except Kuchipudi.

Veedhi Natakam, Chenchu Natakam, Yanadi Natakam, Chiratala
Ramayanam, Yakshaganam, Chindu Yakshaganam, Chukkaldri Ramanatakam,
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Kuppam Veedhinatakam, 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 Bhagavatam:- Veedhi Bhagavatam is a performance (see photo No.47) with

ritualistic approach with limited and selected audience.;? 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 al characters including female characters. The main social
role occupies by the ascgadu i.e. H'asyagaqu, the humourous character like as
Kétigﬁc_}u 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."*

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 Y ellamma arc
the main characters in Jambapuranam. Sometimes they use Bharmin characters for
the humouy'in the performance. Gosarn 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 nced 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. Mdduga 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
LAL stage props, weapons, arrows, costumes with light weight carks of available trees
and use them as their traditional dresses. puppeteers use remaining p’iices of leather
after making puppets for the stage props like as above. Due to socia changes and
financial need, they also take up that performance profession as earning profession.
In that transformation they are performing al the historical, mythological, social,
fantasies for the people of al 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
asingle profg;ssion in existence. Gosangi explains that all communities in the society

depending on Madiga community for al purposes. So, the total society is depended
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on Madiga Caste and they take the responsibility of helping in al respects. Gosangi
guestions the highness of al 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
guesting and reaction in answering is very spontaneous like as in leather puppet

performance.

Masti Bhagavatham :- It is a folk drama form based on caste. Masti is another caste,

who depends upon Madiga caste people for feeding. They have aso 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 in:to 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 Jambapurangm and they cal it as ﬂdipurénam (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 .*> Adisakti (see photo No.40) the
sister of Jdmbavantha 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 al will be explained in the Adipuranam. Because

Jambavanth is _Adipurusha, they cal it as #Adipuranam. They perform this



_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 Kdipuranam. They perform like as Veedhindtakam 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 Jziinbapur'ziniam,
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 film 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.c. moduga flowers for red
colour, black chimney's ash for black colour, lime for white colour, turmeric powder
for yellow and use &l 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 fed 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.®® 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 nattuvangam
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 veedhirfatakam. But they perform with only one character i.e. Satyabhama,
sutradhara a neutral, who acts as a servant and friend to satyabhama sometimes
guestioning about the Viraham of Satyabhdma and encourages the eagerness in her
with his dialogues. Bangarakka a humorous female character, wife of humorous
character Kétigadu 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.

V(:?(?(lhiﬂf{ldk(lﬂl :- Veedi means street, the way to which the people using for their
movements in between their houses. The play performing in the veedhi 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 purpose
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, yanadi tribe people presents yanadinatakam,

chukkuldru of Cuddapah people presents chukkaliru Ramanatakam,

People performs before curtain is caled Terarfatakam, Kuppam people
presents kuppam veedhinatakam, people of karnataka boarder districts presents

bayaldta and doddata, chindu people presents chindu yakshagaham, mittidasarlu of
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Scene from Doddata Dharwada , Karnataka

\

Scene from veedhi Nat akam



Telangana area present yakshaganam are the names appear in the veedhinatakam

style.¥” Amateur artistes are existing along with professional artistes and troupes.

At the beginning in the Veedinatakam the artistes operate al the instruments at
atime and perform al 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. Vidlshaka 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, |eaves and other material. Vidu;haka of
classical play is caled in veedhin‘at‘akam as sutradliara and aasegaglu.

Some areas represents with the local name for this sutradhara as Hasyagaduy,
Aascgidu, Chopudarudu, Buddan khan, K@tigadu, Sahayakudu, Sevakudu, pradhani,
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 ketigad_u in leather puppet shows. Veedhinatakam
requires ten to fifteen artistes for the performance. Comparatively both classice;l' and

folk dramas are equal in view of performing aim.
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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 aso
caled 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 bhagjana is purely devotional dance form about
rama and the chiratala ramayanam @bsorbed the folk drama methods and qualities and
is existing as drama. Theywear dresses and prepare costumes themselves. They wear

chiratalu and follow in a ci rcle and walk round the circle with operating the chiratalu.

A paid 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
caled as chigtala pantulu?” He is the director, and sutradifara 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. Thejuniors 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.



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
vz, 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 yakshaga.na.

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, kiytanas and dialogues are main verbal parts. They
give importance to set designing along with the musical items, vocal music, songs,
verses and expressions. Ramapattabhislickam, RavanaSab ha, Kishkinda in
Ramayana Uttara gograhanam in Virﬁt}aparvam, Dwaraka, cattle group in
Mahabharata are the main settings they prefor. They prepare big settings like as
separate houses or forts and they perform from there in olden days. Cherviraa
Bhagaiah’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 Prabhtki Jai” %0 The villain character praises the hero charcter is great
symbolic among the folk to express their devotion. Though they have dialictical
diversities in literature, dialogues, and aso in music, tllc;y follow same rythemic and
music patrons like as yakshaganam and leather puppet shows. We can find



similarities in presenting the 1ts 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 sc. . 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. SV.Joga Rao discussed in his Ph.D. thesis "Andhra
Y akshagana 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
dharma 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 Miika Né't_ya (without talk) and later

they started the performance® with singing and acting according their singing.

Prof. Jagarao argued that yakshaganam borned 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 Roya Court poets. Y akshaganam became an entertainment

piece both the court people and at the villagers.*?

This argument can be supported in view of kamataka yakshaganams 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 Y akshaganam, Kdchipldi Yakshaganam and Melaturi
Y akshaganam. 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 M@&atlri Yakshaganams have similarities in facial

expression and dance. Yakshaganam of Gattépalli (see photo no.30), Karimnagar
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District and Chindu Y akshagahams 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 Y akshagdnams were music oriented,
yakshaganam performing by Mitti L _.carlu (see photo No.29), Chindu Yakshagamra.ma
in pure folk style both in literature and in performance. These are similar to Terukuttu
of Tamilnadu, Bayalata and Doddata of Karnataka, Veedhinatakam, Chenchunitakam
of Andhra Pradesh. Ragas, Daruvulu, Music patrons, dance rhythms are appeared
similar inleather puppet showslikeasyakshaganams.

Th re are differences between these forms in the case costumes, performance,
style of music, dance, facia 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 al the

forms except in current days Kuchiptdi yakshaganam.

Chindu_Yakshaganam :- 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 Jambapurana,'m (caste 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), R‘am‘ayaga and other mythological plays (see

photo No0.32) 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.** 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 mytholog.cal characters like Balakrishna or Rambha
to entertain the audience with the humo‘fgus dialogues with the sutradhara. Ketigadu
and Bangaralcka start the humdf\ous 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, sttradhara runs the
play from this point onwards and introduces himself as minister. The troupe members
are caled as mélam in chindu bhagavatham . The same term mélam can be scen in
chindu yakshaganam also. The adopted daughters from chindu mélam will act as
instrumentalists in Yakshaganams, where as in chindu bhagavathams** they act as
yellamma, the mother goddess chur{éter (see photo No0.42). 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 femae 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 try for the growth of their

head hair for the hair stylesof female characters.
N

Savitriparinayam, Chenchu lakshmi, rukmahgada Charitra, dharmangada
Charitra ,balanagamma, sarangadhara Charitra are some of the plays, which they
perform as ya' :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 accordihg 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 Kichipudi Yakshaganam in dance (sec photo No.33) and cxpression. 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
Y akshaganam and Kuchipldi Y akshaganam.

"On the title of Yakshaganam Karnataka is having four types of Y akshaganas
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i.e., Mudalapaya Yakshagana, Tennkutittu, Badgutittu, kundapura tittu”." These are
classical in al aspects like as our kuchiptdi except in costumes, and bayalata and

doddata arc the pure folk, like as our Veedhinatakam and Y akshaganam.
The above are the major and popular forms in Folk dramas of Andhra Pradesh.
These have some common qualities in the performances, basic idealogics, socia and

cultural values, music patrons and rhythmic trends and similarities in somc angels

with the leather puppet performances.

Back Ground History :

Classical drama forms have historical evidences. Folk drama performances
have also reasonable historical evidences. Buddhism had used art forms from all
guarters 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 & Sakleyam 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 Nritaratnavali that PratagRudradeva helped to

convert many folk art forms as classical during his ruling.*’

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
13" Centuries A.D. Each dependent caste had an art form for propagation of Caste
myth. Dances like Veeranatyam, Goravayyalu, P¢rini, Oggu dances; Narrations like
Jangam katha, Oggu katha, Runza katha; Scroll Narratives like Gowda Puranam
(Gowda Caste myth), Markandeya puranam (Padmasale Caste Myth), Jambapurianam
(Madiga Caste Myth), Bhetala puranam (Mala Caste Myth); and folk dramas like
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Mylaru devuni Charitra (Veedhi Natalam), Mallikarjuna Kalyanam (Folk drama),
Bhakta markandcya (Folk drama) and  formats were supported by the King. These
art forms are till in existence in Am Pradesh along with Leather Puppet show

performances.

On the same way Vaishnavism ai & Sakteyam encouraged the artistes and arts.
The artistes who perform the myth were called as Bhagavathulu and the performers
who perform in the King courts for entertainment were called artistes. Like this way
Vaishnavism introduced dance forms like Chckka Bhajana, Tappctagullu, 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, Chukkaltri Ramanatakam, and other
mythological activities. Siktcyam also introduced dance forms like Garagalu, Boralu,
Urumulu; Music forms like Pamba katha, Runzakatha, Byneed_i 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 profcssion. 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 Il World War.*” Oggu
katha also generated at the time of Shaivism and probably 12! Century A.D.** All the
forms and formats got an encouragement, and so many new forms were generated a
the time of Shaivism and Vaishnavism around Tenth century. Burra katha, Chiratala

Réméyan_am 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 ancther
castes which arc having relevancy in al 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 Maila 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 Gurusthana and another works from low position. Some sub-castcs
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 Mir§5i (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 Bavancelu, Pamba

would be honoured as priests and they tell the legends through story narration.

The Mirasi system (dependency system) deals with almost al the castes of
Andhra Pradesh with a degree of variation in dependency. Some castes have more
than three dependent castes, but more or less al 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 lifc 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 Masti

people too beg for food, clothes and money and treat their host castes i.e. Madiga as

upper caste. Madiga caste people treat the Daklzg caste people only as untouchables.
Thus the Bindla, Pamba, Chindu, Misti people have independent movements
and separate identity in socia status and in cultural relationship. Rituals, traditional
barriers, cultural integrity, socia 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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116.3. Performative Strategics

In the beginning of the performance : troupe starts the performance with
prayer song in al 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 ¢! 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 jntheBindla and Pamba Kathas' leader in the Chindu and Magti
performances startsthe story starting with his introduction along with his troupe and
explains his main puposc to have the performance at that perticular place. He greets
al the clders of the caste and touches the caste sentiment to attract the audicnce. The
usual routine business can be seen in the movements of performers and al 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 genera
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, Mangala 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
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stories, simultaneous aternative arrangements for the performances in problematic

situations and at the Mangala Marathi also.
1.1.6.4. Relationship and Interaction between the Performers : nd Audience

The performers and the audience have social relatio:ship and that can not be
scperated. Almost al the Narrators and Bhagavathulu have iniicr relationship.

Pamba is a dependent caste on Harijan Community :... Mala caste and they
perform the caste legend of Mda caste people. Masti, C.indu and Bindla are
dependant castes on Madiga, professionally chermakaras in Andhra Pradesh and they
perform JaTnbapuran_am 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'blc 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
arein 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, Mastl like Gurrapuvaru arc in low status than their host
castes and professionally in begging stage though they perform castc 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
devotiona greatness of performers 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 nle in the shape of jokes, or
other humourous cvents other than the story like ¢ in other artforms. From the
cultural point of view, the audience pose questions dur:::g the performances to know
clearly the sanctity of the legend and thc 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 aong 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 thc 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 al. 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 fed pure by cleaning dl 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 fcel the community gets Myla i.e, impure, so that no sacrificia
activities can be takenplace without purifying it. This is aso 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, Mda, Madiga,

Padmasale, Mudiraju arrange the Scroll Narrative performances on some occasions
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aong with the narratives and Bhiigavathams a a mass [cstival of that community.
During these mass festival days the relatives of community come and join with them
to celebrate the function and thcy prepare the feast with thc 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 rolc in the organisation of the performance, they involve in the performance as
devotees and bring the ritual atmosphere. It can not bc 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 Yaks.haganams, Veedhinitakas, Narratives
like Jangam Katha, Burrakatha, Harikatha, Oggu katha and other .fOIk dramas and
Leather Puppet shows. The hosts create dl these contexts at their convenient timings
and create the occasions for al the performances too. It is observed that this type of
celebration reveals the devotion towards the community gods and enjoyment too. The
other side o§the 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 pcoplg If a performer wants to create a context for (¢
performance. The performers observe the situation of agricultural benefits and
professional satisfaction, then they move for the performances. They search suitable
place and persons who encourage their performances. Somc times the host people do
not mention their rituals and performances and (ory¢( them. |5 such cases too‘ the
performers themselves remembers the occasion and (:kcs initiative to organisc rituals‘
Then the performance takes place. They aso rechmember about the rituals on the
occasions of f&&ival days, caste festivd days, genery) celebrations, parriave

celebrations, traditionally fixed days and prepare them for pepformances.
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Now the Government bodies arc engaging the Folk Art For:  for propageating
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 fedlings. Private organisations at their generd 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
anew context for them, but they, however, perform with a great zed and enthusiasm.

Central Idealogy :

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 professons 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 Medieva Age to encourage self confidence in the lower classes and
sdf respect.

Sufi movement turned down the differences between caste, creed and s=x and
mooted a message that dl arc equa in getting the Mooksha. Sdf respect and
confidence increased in the lower castes and in their professons 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 man
concept of Veera Shaiva Movement was to encourage the sclf respect, self belief and
sdf confidence in the lower class people and in their professions.

50



Upper class utilised the written literature and the lower class utilised the ord
literature and folk performances of dance, narration, drama, puppet shows as ther
vehicles. The people of dl 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.

14.3. Drama Narratives

The narratives like Tella Chirda varu, Mandecchula varu and scroll narratives
like Kakipadagalu, Madelpuranam (Patam katha), Gowda puranam, Jambapuranam or
Dakkalapuranam, Bhetala puraham 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 hisland. 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
Yakshaganam style, and they use the instruments of Harmonium, Maddela and
cymbals. The narrator wear ankletbells to his legs. The method of singing, the vanta
fay dde singer, the action and expresson by man narrator constituency the totd
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 aso a narrative form, but they
introduce dolls for narration. The dolls of Katama Reu katha are performed by
Mandecchulavaru, or potapotrapuvaru by showing a designated doll according to the
story. The story narratién will be in Yakshaganam style with relevant instruments.
The singing style, dialogue delivery and reading out the poem are very dis ‘-:r_:} ones.
Particularly the cutting of a didlogue a its end and the tone sct to Sng a poems are
pacuLiay ks this form only. It is thus said to be yakshagana style. No fixed stage is
required for them. They st anywhere with their dolls for peformance. Preferably on
the floor or a mantapam OF 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. Madél puranam is the
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caste myth of Rajakas. Padmapuranam is the myth of padmasile caste, Jambapuranam
is the caste myth of Madiga caste, Bhetala puranam is the myth of Mda caste,
Kakipadagalu is the caste myth of Mudirg caste ncople. 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 Maddu puranam. Gowda
jcttilu perform the Gowdapuranam, Dakkali perfform ** -~ ‘ambapuranam, Gurramvaru
perform the Bhetalapuranam and pandavula vau 1 brm the kakipadagau. The
method of singing, performing techniques, instrumental of al the above art forms is
smilar like as in Y akshagaham. Raga method, ending points, narration, conversation
are dl 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 at forms glove puppets ad

backside of the curtains in some at forms like leather puppet shows.

The epics, legends, ethics, ballads, the histories of the great warriors, histories
of the historians, religious matters, socia events and caste legends have been
propagated through Scroll narrative performances in the concerned societies.

These Scrolls can dso 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 at forms, Scroll Narrative performances have rcasonable
historical evidences. Buddhism had used at forms from dl quarters of people to
propagate the religion with a view to educate and entertain the people. Buddhism usd
the Scroll Narratives for smilar purpose. Jains aso 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. Classicd

Sanskrit texts mention this as Yama patas.*’

According to Byzantium "One specific aspect of Tibetan Lamaistic art,
namely the Tibetan painted Scrolls, generally known as Tankas, deserve specid
mention. These paintings, usudly on cloth, seldom on silk or embroidered, are typicd
of Tibet and Himaayan countries, to serve magical purposes, to induce meditation
and aso to illustrate the lives of the Buddha and of Saints'.>

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 Biblica and religious texts written in Hebrew and Aramaic. The
manuscripts are not homogeneous. They represent deposits made at different times
between the 1st and 8" centuries A.D. and vary in language, content and date. Some
of them have been preserved as fairly extensive rolls, while the vast mgority 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 logt originals of severa 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 réligious texts there are adso secular documents
(including military despatches and legd writes) in Greek, Latin, Nabaaean and



Arabic".®® 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 Orist 'ustrate the local variations of
Hindu Mythology while Rajasthan and Gujarath Sc. .. illustrate the Jaina Tirthas, or
Holy places and brave deeds of local heroes. Yama patas depict thejourney to heaven

and the punishment sinners suffer in hell".%?

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 'Pat', in Rajasthan as 'Babuii ka Phat ' (name of the local hero), in

Orissa and Karnataka as ‘Pata'.”’

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 performances. 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 aright to
tell these legends and enjoy the properties acquired for these professions during their
Ancestors days. These are al traced out in the Telangana Districts of Andhra Pradesh.
In away "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".> This has been an observation of Jagadish

Mittal, a painter from Andhra Pradesh.



On close examination of the dependency, certain factud 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 al 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. foom Gurusthana and another form
low position (begging) and some sub-castes survivejust due to dependency. The main
caste has, therefore, to take responsibility as a host and has to feed dl 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 Mudirg caste people, Kunapulivaru tell the Padma puranam
for Padmasale caste people, Addapufavu tel the caste legend for the Mangali caste
people (Barbers), Gurrapuvaru tell the caste story of Milas for Maa 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 Miras (a permanent donated landed property or right to ask the money or
grain from the host caste people in some villages) and or through financid assistance
to the performers, or through begging in some castes. The begging has adso been
referred to as one type of Miras or Vatanu. The top sub-caste people would be
honoured as priests and they tdll the legends through narration of the Scralls.

The Miras system (dependency system) deals with dmogt dl the castes of
Andhra Pradesh with a degree of variation in dependency. Some castes have more
than three dependent castes, but more or less dl the castes have atleast one or two
dependent castes. The host castes and their dependent castes follow the same
traditiona and religious methods during their life cycle rituals. Each caste has its own



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. castes and co-dependent
castes in the life cycle rituals. But dmogt al these Scroll Narrators have an upper
hand and grip a the temples of their caste gods and at castc rituals.

Rajakas consider the Méchaiahlu as their priest, C)wdas consider the Gowda
Chetties a their priests, Madigas and Maas 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 Mda as
upper castes. Madiga caste people treat the Dakkaa caste people as untouchables. The
remaining Scroll Narrators are getting the respectable socia 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 socid status and in culturd relationship. Rituals, traditiona barriers,
cultural integrity, socia relationship, devotiona atmosphere, life cycle rituas like
ceremonies during birth, marriage, desth 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 dlotcd position to the Scroll i.e. the hanged position of
the Scroll to the wall or sticks. The stage of scralls is very smilar 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 st aside with their instruments. One supporting singer stands besides



the narrator and follows the movements and narration of the m ormer &S j
Vanta (Chorus). The scroll, main singer, vanta singer, instrumentalists will be outsidg
the curtain i.e. front of the curtain and whereas in leather puppet show, the puppets,
artistes, instruments will be inside the curtain i.e. backside of the curtain. The
instrumentalists operate the instruments like Maddela, Cymbals, Harmonium I.¢,
rhyme and rhythm follow the narrator and repest the songs and chorus.

The narrator completes the prayers of Ganapathi, Saraswethi like as puppet
shows and additionally their caste goddesses too. Then he darts the story with his
genera introduction aong with his troupe and explains his main purpose to have the
performance at that particular place. He greets dl the elders of the caste and touch
upon the caste sentiment to attract the audience. In the middle of the performance, the
performers take tca, water, cigarettes and smal initiatives to adjust the Stage as a
routine activity. The usud routine business can be seen in the movements of
performers and dl the artistes cautiously try to bring in the seriousness in the
atmosphere to make it a good performance. They involve serioudy for the best
production and output of the performance. During the prayer songs, it is very smilar
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 ory, the
performer creates a sacrificid 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 sacrificid anima to the god. The performers close the
performance findly with the ending prayer i.e. Mangaa 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 closng prayer i.e. Mangda harathi.
Performative strategics condtitute different human behaviours of the artistes in
different events and timings like in  the prayer song, dfter prayer song,
instrumentalists and their operation methods, refrains and supporting stories,
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simultaneous alternative arrangements for the performance in problematic Stuations
even including at the time of Mangaa harathi.

Every performance has its own qualities and limitations. Here the performance
and the audience have socid relationship and that cannot be separated. Almogt dl the
Scroll Narrators have inter-relationship.

Gowda Chetti is a sub-caste and dependent caste on Gowda caste,
professonaly Tadi toppers in Andhra Pradesh and they perform Gowdapuranam for
the Gowda community people. Kikipadagalu is a dependent caste on Mudirg caste,
professionaly agriculturists in Andhr Pradesh and they perform Mahablfaratham for
Mudiraj caste people. Machaiahlu is a dependent caste on Rgakas, professionaly
washermen community in Andhra Pradesh and usually perform Madelu Puranam for
Rajakas. Kunapuli is a dependant caste on Padmasali, who arc weavers by professon
in Andhra Pradesh and they perform padmapuranam for Padmasdi caste people.
Addapuvaru is a dependent caste on Mangali, barber community, in Andhra Pradesh
and they perform caste legend for Mangdi caste people. Gurrapu is a dependent caste
on Harijan Community i.e, Mdaa caste and they perform the caste legend for Mda
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 aritual. The performers are not only the
entertainers but aso 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 al 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 hogt people who arrange the programme for themsalves 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 ad socidly 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 Chet_t'j_lu, Kidkaipadagalavaru, Machaiahlu, Kunapulivaru and Addgpuvaru are
in priest position and socialy 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 perform caste legends §/ Socidly they
are neglected and are treated in low levd.

They won't get equd treatment and they live at the mercy of the hosts. But dl
the dependents who are giving the performances of Scroll Narratives are given
culturaly equal respect a the time of performances. No discrimination can occur
among any of them. They order the hosts at tha 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 a personal level. As the host casts people
recognise the devotional greatness of the performers and honour the performers
irrespective of their age, and socia dtatus.

Here the host caste people gather and arrange the performance with the
sanctity on their caste legend. The performers 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 devotiona process.

They perform it usualy 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 devotiona reaction can be seen with them. There can not be seen
any socid 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.



Here the social, cultural, devotionad and person:i relationship between the
performers and the audience can be observed simultaneously with the interaction
between them.

Generaly the host caste people request the performers for the Scroll Narrative
performance. The community organises the performance as a collective cffort. 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 lessen the financid
burden. The performance is being arranged a spacious terhples to make it more
comfortable and to be accessible for dl other villagers. The nearby villagers of the
same caste gather at the specified village and watch the performance.

Digtinct feature is that, the host castes organise the Scroll Narrative
performances at the time of annual ceremonies of the castes rites. These rites ac in
the shape of Mylatudupulu i.e., to bring the community into the sanctity or purity by
conducting the puja programme. Then they fed pure by cleaning al the myla. They
do conduct this type of holy activities during the festivd days and at the time of
marriages. When the births and deaths occur, they fed the community gets Mylai.c.,
impure, so that no sacrificia activities are to take place without mylatudupulu. This is
dso a context for the performance of Scroll Narratives aong with the annud
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, Padmasde, Mudirgu arange the Scroll Narrative
performances on occasions where mass festiva 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 mesat
of the sacrificia animals.
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Wil to do people of the community arrange a particular performance on the
occasion of house festival or during a mgor 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 and enjoy the performance as devotees and bring in the ritual mood and
atmosphere. Therefore, it cannot be seen as an entertainment programme cven if it is
done in the individua's house performance.

The performance dso takes place at the time of general festivals. Here the
financiad 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
honourerium to be paid to the performers. Then they will cdl 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 dl these contexts
matching to their convenient timings and create the occasions too. It is observed that
their type of celebrations revea 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 ard moves
according to his plan for performance. Generally the host castes are Agriculturists or
dependents on agricultural professon. The peformer watches the stuation of
agricultural  benefits and professona 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 faling 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 theritual. Then it will help the performance to take place. He aso reminds
about the rituals during the occasions of festival days, castc festival days, gencral
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 zea 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 dl necessities. The discrimination started in between the castes as
upper class and lower class and the professions as high professon and low profession
according to their professions.

The society respected the upper castes and their professons 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
Medieva Age contributed greatly to encourage sdlf confidence in the lower classes
and salf respect in their professions.

Sufi movement refused to take cognisance of the differences between the
caste, creed and sex and mooted a message that al are equa in getting the Mooksha.
Self respect and self confidence increased in the lower castes and in their professons
on account of the Sufi movement.

Veerashaiva movement had also occupied the minds of people of Andhra
Pradesh and Karnataka in the medieva age. The main concept of Veera Shaiva
Movement was to encourage the self respect, sef belief and sdlf 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
thelr 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 cdled in local terms as Kulapuranams in Andhra Pradesh. The upper class
utilised the written literature and the lower class utilised the ord 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 dl castes have come
together and moved together. This phenomenon suggests to indicate the equality,

63



fraternity and integrity and it leads to the strengthening of society from gross root
level.

14.32. Map Narratives

Drama Narratives have specia role in the folk theatre. Caste legends are
narrated in different ways, and among them map narratives are aso playing an
important role. 20 x 20 feat 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
gtick which is in his hand. The audience st under the tent and abserve the legend
according to the narration of the peformer. Tela Chiralavaru is a dependant
community of Yadava and they tell the story of Katamrgu katha. They depend for
this food on Yadava's and they tell the caste story of Yadavas Taguru Jogulu is a
sub caste, which they narrate the caste story of Karumalu through scroll. these

co
o

Taguru Jogulu narrate the story of Beerappa for Kurumas, and get money as mirasi.-’
This Taguru Jogulu narrate it on the floor itsdf. The audience for these map
narratives should observe by looking upward direction in Tellachiralavaru and down
ward direction in Taguru Jogulu. Telachiradavaru 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 narative 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.
14.33. Ddl Narratives

Doll NaTatives 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. Katamrgu
Kathalu for Golla caste people and get the remmation for that as eenam.”® They arein
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miras system, they wander the villagers. They have to cover number of villages to
tell the story in ayear. They get the dolls of wood with a height of Sx 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 dollsarc prepared and
pointed by Cheryaa artists of Medak district. Entire Telangana artistes i.e. scrall

narrators, map narrators, and doll narrators depend on cheryala painters for ther
scrolls, maps and dolls. Mndetchulavaru perform the story in front of a house or a
spacions bazar or open place. They need ten square feat area, and the performer
settles a one place by settles himsdlf in sdlected 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 aso 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. Hc shows the doll firgt in the height with relevant portion of character in
. singing way and next the characters dialogue. He brings down the firgt character and
takes up the next character. The audience gather around him and observe by sitting.
he gives the performance of war scene aso 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 femae characters, war feas of male
warriors with his skill and he does not utilise anything except hands. No specid dress
is seem with them except civil dress and the performance gets sanctity with its ritua

importance.  The audience is purdy communa and they ae involvers 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 smilar to scroll narratives or Y akshaganam.

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 seemis nothing but puppet performance.

65



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 aso true in the case of Andhra
Pradesh. Puppeters from Marat a migrated long back and settled in Andhra Pradesh.
They are spread al over Andhra Pradesh and settled in Rayalaseema districts mainly
in Anantapur District. The local people who took ikZas a profession by caste. Togata
also perform the leather puppet shows who are settled in MSdhavapatnam of
Kakinada,® Kattugudivaripalcm near Kotappakonda of Guntur District and other
parts of the State. -:I'—hese 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 caled “scrcen' and lights. The
performer is the leader, director, actor, manipulator, finance planner, performance
planner and he is al in al. 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. 1f the
performer fails to raise money he has to disband his profession. So they will be very
aert 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 L akshnas

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 ,Vikramorvosium, Veéni
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.}, These are caled as Marga natakas. The influence of classical
(Marga) plays particularly sandhi, sutradhara, sandhi vachanam, prayer, nandi,
prasthavana, shastyantalu, entry of characters, phalasruti arc scen in the puppet

theatre. The nataka lakshnas gave a shape and direction to puppet theatre. Des



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.

Des 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 Des

literature and structure for this has been drawn from the n'ét_aka | akshanas.

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, cclalu, mangala haratulu, uyyalalu, rclalu,
JFakkuldy reku patalu, suddulu, ckapadulu),agﬁapadulu, and varieties of Ragadas i.e.
Triputa Rekulu, Jampe Rékulu, 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 al the traditional formalities 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
Gapapathi stuti is amust in every folk drama and folk form. Puppet theatre is not an
exception for it. Saraswathi, Guruvu, Bharata Mata, Telugu Tali 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 scen 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: Kétigadu & Bangarakka .

In classical drams it gives the clue of the book title, the context of the bookamal
importance of the book. At the end of the prasthavana the Nati & Sutradhara indicate

about the coming characters.

In folk dramas Natj & Sutradhara arc absent. But in the place of Sutradhlra,
Chopudarudu or Pradhani character plays a key role. He stands for siitradhira,
dwarapala, 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) :

Sitradhara praises patrons for commissioning the play in the prasthavana of
classical dramas. In puppet theatre the character Ketigadu mentions thc 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 al 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 al 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 sitradhara is called katha
sandhi or katha vakyam. In the puppet theatre Kétigadu assumes this duty and some
times Bangarakka and Kétigadu together docs this. The leader of the troup who leads

al the performance without any particular character and costumes runs this katha



sandhi in Chirutala Ramayana. The sitradhara of To..,. Bhagavatham takes the
responsibility of this katha sandhi. In Chindu Y akshagana and other Y akshaganas the
saheb character which has comedy in it, plays this role. This is a role equivaent to
pradhani in veedhi natakas. The leader of the troupe in puppet theatre deals this katha
sandhi through Keétigadu 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 al folk performances have vanta system including story narration. In
al 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 al the folk dramas, and in the puppet theatre female participants
can be seen. Thisisa peculiarity,scen in puppet performance. Both male and female
will join in the vanta for al characters without any discrimination between male and

female character.

Entering the character :

In classical dramaé 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 aplay let or one act play.
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Character Dialects:

Folk dramas utilise the colloquia language, particularly pertinent to the
character. Puppet theatre has attained this facility being performed through K&tigadu
character.

Shruthi (Rym) :

At the end of verses, songs, dokas, the sutradhara or pradhani or saheb, or
humourous character starts the Raga to conclude that song. In puppet thegire the
leader of the troupe will be singing the verses and the femae member starts song, or

sloka. All the accompanists follow that person, in the same rhythm.

Bharatavakyam : Mangala Harathi :

Both classica and folk dramas conclude with Bharata vakyam. Puppet theatre
utilise this occasion as aso 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 financia support and to improve the socia contacts.

Social texts:

The performance may be about Ramayana or Mahabharata or any other
mythological one, the performers introduce the socid events of daly 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 al rounder in nature
and he can talk to anybody a any time even interrupting into the events. Ketigadu
dedls 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 vduable
judgements. But the deding of the issue depends upon the locd situation, socid
atmosphere and contextual relevance.
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The romantic elements will be introduced through Ketigadu and there is no
restriction on it. The places, names, the timings, the stories, the socia events the
fantasies, even unimaginary things can aso be seen in it. Fantasies are high in
number, quality and quantity can be seen and are introduced by Ketigadu. 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 dl 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 femde children for such training.
They are trained in the singing the songs, to the rhymes, scenes, in tackling of the
socid issues, in raising the socia elements, in playing the dolls cte. In a way they
have a comprehensive approach to provide training practice to their kith and kin. This
may be a reason for surviva of the puppetry meeting the requirements of changing
times.
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CHAPTER - 1|
PUPPET SHOW TRADITION

1.1. INTRODUCTION

India has its own traditions relating to cultura life of its people. The cultura
life of the people of India finds its roots in Indian mythology. Different media have
helped to spread the Indian mythology al 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 aso moved around the world through the media in the shape of
cultura forms. Media provided a variety of cntertainment to pcople 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 classica drama, folk drama, socia 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 historica importance with this
t-);c—lzarop, 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 socia 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

Magority 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 2™ century B.C. of Madhya Pradesh support that
the puppetry has been of Indian origion.' Thiveli and Girnaru inscriptions of Ashoka,
aso outline that the puppet tradition was used to propagate the Dharma aong with
entertainment and knowledge.?
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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,®* 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.*
1« String Puppets (see photo N0.68, 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.” There ure@evidences of jointed puppets at
Mysore University Museum.’ It existed upto 20" 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.

“BharatadiKathala Chira Marugula
Naaranga Bommala Naadinchu Vaaru
Kadunadbhutambuga Kamba Sutrambu

Ladaranga Bommala Naqdinclmvaaru”?

"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 movablejoints; thejoints 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 movablejoints were responsible
for the nomenclature *Keclu Gombcy'iu;a’ (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 performances. 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, verba 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

Y akshaganams.

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, Greéce, Rome, Bejandine

Empire, Turkey, Egypt from India.®
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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 scen in the wayang purva and historical
plays can be seen in Wayang Gedak. There is no difference in the performances

except in the stories.’®

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

1
Maharastra.''

Now a days the leather puppets and rod puppets of India can be scen 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 12" century A.D.
Professor T.Donappa assessed that “Mr.Kisthtappa’ son of Bommalata Veerappa of
Siddhala Ghatta area of Kolaru Mandalam, Bommalata Kaayya of Humpi
Vizianagara, Bommalata Vcerappa of Udayagiri arca of Nellore Seema and
Bommalata Siddaiah of Lcpakshi area of Anantapur Mandalam arc the
contemporaries during 16" 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 gtring
puppets. Mandetchulu or MandagoUdu of A.P. who perfomi the Katamraju stories for
the Y adava 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 dory tellers
but their performance deliver the dramatic styles with dialogue ad 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, Warangd and
Kareemnagar districts of A.P. Different communities of people owned this puppet
show as a profession in South India Maratas came from Mahara§ht.ra and stled 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 Kut-t‘adieﬁ
from Bombay - Mysorc borders usc to perform the puppet shows. This Ku)t‘(zldics
who perform the puppets are there in Madhurai and Thanjavur of Tamilnadu.' The
Bdijas in Bélary, the Ectec Bondilies in Vizag and the Stray Goalla families in
Godavari delta area have followed the tradition.'?

There are so many families of puppeteers throughout A.P., concentrating more
in Kakinada, Madhavapatnam, Near Kotappakonda, Nimmaa Kunta of Anantapur
District, Cuddapah, Visakhapatnam and Srikakulam Districts."* 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 originadly performed the puppet shows later
settled down and involved in agriculture earning as the professon. They are mostly
belonging to Maratha groups from A.P. are leaving the professon of puppet show
performances.

23  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 professon as secondary activity.
There are sub-castes in the Marata community. Jyothiphir Maréta, Darjee, Bandigiri,
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Ranga Raju, Are Marata, Chatrapathi Shivgi Marita are the main branches of
Marathas. ‘Are Marat_as1 are caled as ‘Buc}abukkala’ in some areas of Andhra

Pradesh.*

Jyothiphir Maratas are a type of hunting class. They go for hunting of pegions
with the help of their cows. Darjee, Bandigiri and Rangargju 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 aveti are the deviated groups from Surabhi. The Ectes, 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, Vémana Satakam, Sumathi
Satakam, Narasimha Satakam and Amarakosam are being taught later. They will learn
taalaalu (music instruments) like Ata taalam, Triput_a, Jhampe, 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 aways better if these
two must be one r-~¢ 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 cqual share for
the children of al 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 aways usc 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
MGhana, Bhairavi, Devagandhari, Gowla, Nadanamakriya, Todi, Nata, Aarabhi,
Regupti, Sankarabharanam, Kannada, Kamachi, Atana, Kambhoji, Mukhari,
Dhanyasi, Malacose, Bilhari, Kalyani, Mayamalavagowla, Asdvéri, Sivaranjani,

Vaaja, 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 cam segquences
they sing Kalyar]i Ragam. There is a proverb in the performances on behaviour of
performers that “Taagudu Takkuvaitee Sivaranjani Ragam, ngthu 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



villages. They perform the complete Ramayana, in the performances. They take ten
performances to complete Mahabharata., ten performances for Ramayana and threc
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
financia help in the shape of donations. For the purpose 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 equaly 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. Eenams are there in the name of their profession. There are evidences il
now such types of lands in the name of some characters of the performances. There
was a kétiga(},imanyam in Regulakunta and in Bodiganidoddi village near Bukkaraya
Samudram of Anantapur district. It is-told that they are now-i.n disputes. Kétigadu 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

jacres of land as ketigadi Manyam along with K-etigadi 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
arevolution 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
alot to the Telugu Theatre and sent so many artistes to the films at the early stages of

the Telugu films.
' 24. 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.

Indiais 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
cdled 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



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 pow%r 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 aso
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 carc of her food to
prevent the diseases. From ninethday 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 downZtrodden
communities and backward communitiés of Andhra Pradesh. It shows the socia

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 firg menses will be sat in a



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 turmerichpowder 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 caled as
Akshintalu’. They will be given turmeric powder cream to their feet and will be
hont;ured 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 adso 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 ritua 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 depassage.

In Mar’{x‘g‘i community they keep the dead body to rest on to a wal in
padmasana posture. After reaching the relatives the dead body is decorated

Y agnopaveetham 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 buria ground. The dead body is buried
in around shaped pit with si*ing 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 mest with their teeth and I@/e it to agde
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 buria 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 prathanam can be observed
with the elder son of the dead person and it will be kept near Dimpuqlu Kd.IFEm sight.
They keep it there upto any one touches among the cows, crows or ants.

On the seventh day they do Kaasam Pooja. The relatives will gather, and
specia 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 Polynésia Tapu. This is a sysem of
religious and socia interaction and prohibition, the most famous and fundamenta of
the socia 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 mgor functions of Tabus.

1. The function of Tabu is to sustain the awvesomeness 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.



2. Second function is to set off the members of Ar-c 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 Mardtas' 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 buria of the body, 3. After
the burial of the dead body.

"Ag'e 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 secing 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 awall. 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. 1t should be torned out to pieces and thrown out. The letter must be send with
some black markings. Sleeping in the house of a family members jis 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 burn 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 With.(IJut stopping in the middle at the stopping place (dimpudu Kal-lgm). 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



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 permitted 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 dcad person should not do ajourney. 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
pinc;iam. 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 dcad
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

B3



became widow is prohibited until she got a deep at her birth place or at a temple in
the firgt or third, or fifth months during the first year. If she missed it in the fird 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, sffron etc. like
other communities. If the husband died, the wife become as widow from the function
of death ceremony. The brothers of tha widow should see firg her face dfter
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 funerd 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 housg, 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 adso 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 mgor way of controlling socia behaviour. These life sorrowful
emotions, temperaments, fear, illness, psychological depressions, menta shocks,
which are created in the surroundings of a dead persons.

2.4.5 Superstitions

They follow some beliefs in their socid life as well as in the professiond 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 har 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 ad
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 postion
of begging. There is no such type of dependants for these /ir_c Maritis. 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 socia 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 trested as
eliminated and is not eligible to atend the marriages or other felicitations or
functions, or good events of that society. They impose this type of caste pendty in the
shape of tenure and it may be 3 months or three years. So they give the pendty upto
three years. If the same man wants to mingle with the caste, the caste judicia body
has to give the permission. It permits with the caste pendty. 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 pendty firs. If anybody
try to neglect it, the castejudicial body eliminate that man from the caste dong with

———

the brides parents also.

If a woman left her hushand and living with some body, then she will be
eliminated. 1f awoman is having illegal contacts with a man, fee both can be pendised
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

'-{_.‘F( [



that he can think about her as his mother and he would pay the pendty. The husband
of that woman has to pay the penaty on behaf 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 legd systems
they won't go for thejustice 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 spiritud eements
must be satisfied. They try to satisfy these elements through some Drishti mcthods.
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 Rgakas for the advise
and for the application of folk medicine for the diseases and other ill hedth problems.
The puppeteers depend on Rgakas for their performance also. Because Rgakas 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
medicina methods. People from al castes except harijans and tribals are having
relation with the Rgakas through their professiond activities. These puppeteers
believe the natural medicine aong with beliefs for the cure of their ill health. It shows
the psychologica fedings of these people.

These puppeteers adjust for their demand or their neceé‘ri/ in the falk
medicine according to the environment. If they go to the coastal area, they use fishes
and some other living beings like shel fishes and crabs from water for the medicind
purpose to cure the diseases as food items. If they go to the hill area, they use the

"

number of pi.ants, animal material, birds and their materia to cure the diseases accord iwg

to-theiravailability of such material. If they go to the flatjareas, they use the varieties
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of grass and plans for the medicina 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 fedings of the same
ethnic groups for curing diseases. They use to go the church among the Chrigtians,
Fakirs and mosgues among the Mudlims, temples and for the blessings of the Sadhus

among the Hindus to cure the diseases dong with the medicines.

They use childrens urine for cutting or bleeding the wounds as firs 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 professon of puppet show performance is having the industry type link
work i.e. Puppet making with that professon and the leader only takes this
responsibility. Because the manufacture of puppets is not a smadl 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 puppetsin 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. Femae sandd gives the
smoothness and good smell to the puppets. So femde 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 |eather puppets. When the leather came into usage for
the puppets, the puppeteers use to prepare the puppets themselves. The skins of Desr,
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 donkey'® and camel'® 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. 1f 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 fed 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 kecp 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 clean'ed‘)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, haﬁds 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 al 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



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 thejointed 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 bejointed
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 fcet.

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 perfofmed through wood puppets in the
name of Ramanamatarakam. After some time Mahabharata and Bhagavatha and some
historical sto?ies were also introduced in the puppet shows. There was a rumour that
Vemana the 16" 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



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 tecchi endaaka udikina
nalupu nalupee gani telupu raadu
koyya bommanu tecchi koftina palukuna

viswadaabhirama vinura veema'!”

The puppeteers quote this poem for their evidence that Vémana 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 animaly, 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 Rayabaram, 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, Vadli,
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Jambavanta, Ravana, Monkey military, Mandodary, Kaika, Sita, Sumitg\, Kowsalya,
Vibheeshana, Kumbhakarna, Atikaya, Indrgjittu, Lankini ctc. 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 prahldda, Savithrce and
Krishna Leelalu are the important stories which are performed by the puppet show
performers. Where as in the case of historica 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 ctc. The
conversions can be seen in the puppets. Lakshmana as Karna or Arjuna, Vibheeshana
from Ramayana as Dharma Rau in Mahubharalaetc. are some examples. MurBari
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. 1f 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 al 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 ritua importance and some of them are formed on the

entertainment dimensions. The ritual oriented drama forms 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 be
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 involvers and in
the other occasions, the people can be observed as pure audience i.e. in the
entertainment mood. According to Prof. Pcter Clans "The study of context of the
particular performance along with the text must be recorded by ethnographical

"8 can be taken into consideration, for any one to study in the

researcher
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, torrentls, 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 duriné 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.



But amost dl 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 pciformances arc performed in the open ar 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 animas 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, dl most dl 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 fidds. If they don't
have any fidds or houses, they move from village to village to  give ther
performance. These troupes were given seminomadics status in the government
reserved category list. In towns dso they won't go for performances during rainy
season, because the puppets will shink or become iff. However, the performance
during festivals, specid celebrati_o-ns, now a days specid arangements 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 specid guedts or the
dignitaries. In front of these audience there may not be ared traditional performance
can be seen. Each context naturally has a different mode at together. The village
contexts can be seen smilar from village to village. But these are dl agricultura
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
classfied on the basis of performances, performance stages, performance contexts,
performance occasions, stories, audiences, timings also. These are dl depend upon the



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 al 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. Onc 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 Jhey 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. it Ruring 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 fed 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 Raakas give

food and shelter for a brief tenure. pus oo

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 centresat 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 Geghrahana of
Bhbrataa the rains will come. The villages too give the donations in the sh.ape of
grains, animal, gross, money, cloth etc. during the performance of the puppeteers, if
every performance is owned by thc 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
ketigaa(_ju 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 mecthods ctc.
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. If
the troupe leader is giving performance at a city centre, he introduces here and there
the western songs through humorous characters Kéligﬁq.u 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 - Il
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 performance. 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 behavzs tough towards the troupe members and
beats the children too. To meet his ultimate goa 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 ora acceptance of local people or village elders, he presents himself
to every body going round door to door. It is a primary 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. Onc such trick he adopts is delaying the starting of the performance. 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 the
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
‘good', 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 aways
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
Ketigagu & 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 performance. 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 performance is seen as the satisfaction of the audience but
not the performing the performance. Therefore the performance is rated "good' 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 onc
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 éucceﬁs 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 sill of the
performers convincing the audience. In the smilar context the skill of the performers
in the presentation of the performance is a prerequisite for the genera dramas. Basic
difference one can sec here is that, the folk dramas have a mythologica background
traditionally transmitted through Indian ord Epics. The general dramas arc originated
from the themes such as socia, historical, cultural, political and psychologica 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 generd 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 qudity of pure fok

dramas because of the depend once on the financid support from the audience.

There is a marked difference one can notice between the musc and dance
oriented folk dramas. The technique of presentation, skill, staging, ingrumenta
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 fak
dramas and Genera 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 fallow the basic strategies of the tradition
With aweightage for modern trends in the dramadiscipline. The show is mingle, with
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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 historica
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. Vi%n&’éwara puppet was at the screen.
Beginning with a loud sound of Dappu accompanied by all other instruments. The
artistes prayed namoo... namoo .... hamoo. . . . . Three minutes later onc elder man
introduced Ganésh to the performance. He raised his voice with Vishnu slokam as
Govinda, Narayana and concluded this slokam followed by &l the instruments in
second speed and ended with the muktaimpu " Tarigidakadhim, Tarigidakadhim,

tarigidakatoo".
This ending was followed by a woman with vanta raga like aah.. aah.. aah..

Ramappa, elder man manipulated the Ganeshpuppet by singing the famous
verse. ' tondamun€kadantamu" which the Telugu people follow as prayer song in
GarJapati Pooja. In this verse the performer used to explain each and every word
according to his plan. The actual words “mcn_cjuga 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 Ganésh. 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 ‘tattadai', tattadai, tattadai.'



Ramappa started another prayer song "Gananadha Brovavaiah Ganan 1
neevu" and al 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 Tglhana, tgjjana 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
Brahmal oka 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
atract the villagers to involve them in the performance aong with the artistes
problems. Then Bangarakkatold that she had husband, the most handsome, romantic
Gandholi, who had another two names Juttupoolugadu and Ketiguadqu, 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 husbhands. 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. Ramappa 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 somejoke.
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 eders and the
farmers for their cooperation and helping from time to time. Some historical point he
mentioned that Srikrishnad@varayalu patronised leather puppetry. From that time
onwards the leather puppetry has been performed. Anxiety, and curiogty transform
the people to go to long distances to observe the leather puppet show performances.
This led to emerge out the proverb "“tombai aamada pooyi toolubammaata chooc_jai
and aravai aamao[a pooyi aavulapabbam Chooddi “‘means (one has to go ninety
anaQas (4 miles are equal to one aamada) to see toolubommalata (lesther puppet
show) and has to go sixty ama(.jas to see avulapabbam (festival of cows).

The performance from praising through historical aspects, ad sociologica
Situations got in to the dory; &ystematically. Systematic method adopted was
guestion and answer method where two artistes have been exchanging the didogue in
an interesting way.

The experience of artistes kept the audience under their good impresson. The
smal 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 fok thesatre improve the artistes
efficiency in improvisation and championism. It was very interesting to note the
issues of al relevant items of daily life tagged by the two artistes intdligently within
ashort time.

Ramappa was explaining the scenes of Lankadahanam as they were to perform
Panchavati, Golden Deer, Kidnapping of Sta, Vali and Sugreev episode, Hanumian
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crossing the seq, locating Sita in Lanka, ring showing to Sita, Hanuman's tal 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 hdp of
instruments’ and succeeded.

Sita, Rama and Lakshmana puppets have been brought on the scene fallowed

by a song.

"Rama Lakshmanulu Vacchirapudu Sitd Bhama téda" and ended with muktai
as 'taita taita taitata’. The story has been described in the didogue fom in
conversational style. ChitrakUta, the dense forest was their place of living. Ramaand
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 a 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
fdt 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. Ramatold 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 sad
the deer appears to be no origina and atrick that may be played by Rekshasa. Rama
clarified to Lakshmana that it would be caught if it was red one's otherwise be killed
there itsdlf. He reiterated his request that Lakshmana to take care of Sita.

All that was an individua scene. The skill of the performers dominated by the
dialogues to capture the mood of the audience. Rama was after the deer. The scene
crested very eagerness and curiodity in the minds of audience. The scene was ended
with “‘Haa Lakshmana and Haa Sta, " 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, sad confidently, to Sta that if anything
happened to Kama the entire universe would be upset, the stars would fdl down, axd
the Sun and Moon would become weak. He assured her that the hgppened 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 Sta reacted sharply to the explanaion or
Lakshmana and sad 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 ad
was trying to expose with enmity. Such hard fedings expressed by Sita made
Lakshmana to fed sorry for having sad to Sta  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 Sitals words and went away in
search of Rama.  The conversation between Sita and Lakshmana revedled some
contrast. Conscious efforts of the performers has been noticed from the conservetion
between Sita & Lakshmar]a 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 Yédi i.e. Ravana in yati shape. The
yati himself tried to create a devotiona climate and was crying as

“"HaraHara mahadéva
Shambho Shankara
Satkula Katakshana
Bhavati Bhikshandehi

Mata annapoorneswari
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Hara hara mahadéva

Shambhé shankara".

Sita welcomed hi'm 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 her' 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 talalurd
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 of ten 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 boqu was laughing and crying.

Ravana was taking away Sita while she fdl 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



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 scenc 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
L akshmana met at parnasala 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.
Lakshmar]a 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, hc must be waited there till Rama's coming.
L aksmana asked Rama for orders to search Sita around to panchavat.i both Rama and

LakshmarJa 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 shc was
missing at panchavati. Lakshmana explained Rama that the rivers, valleys, and dl 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 Ravar]a 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 Ri@ma 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 Vili, 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 werc they. They
told Hanuma that, they were sons of Dasaratha, from kingdom of Ayodhya by names
Rama and Lakshman-a. They told that, they were in search of Sita, and they heard

about Sugreeva, and came to meet him for friendship.

Then Hamuma told Rama 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 aong
conversation they become friends. The instruments were beaten in the second speed.
Rama told Sugreeva to fight against Vai 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 Vai 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 crue

animals, not monkies, but how Rama did that mistake. Then Rama told that Vai was



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 Vai suggested her to live
with Sugreeva and their son Angada would become Yuvardja. Then Angada was
made as Y uva 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 S Rama

Raghuvara

Subhakara Si Rama". This is a famous song, which is sung by Hanuma every
where i.e. in al folk dramas and padya Natakas. Hanuman character sung this song.
Py expressing devotion and singing this "Jaya Jaya' Hanuma came to screen.
Instruments followed Hanuman in devotiona lines and the scene tells, Hanuma is

going to meet Rama. Hanuma sang another song as

"Sriraghu Ramachandra
mammula biddala jeeyu maliu prabhoo
mee taraka nama mantram

taapasa vruddhulake nalabhyamu 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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" Vayu Suta rammaa

i anguleeyakamugommu
Lanka ku veega pommu
Seetaku naayokka
Seemamdluseppi

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 aterd puppet. Kétigadu 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
ketigaqu as imbalance, ugly behaviour, rashness, rudeness, nasty methods and with
vulgar comments. While ketigady was coming, he beats on the head of the Lankini. It
indicates the performer is going to create a cheap opinion on Lankini in the mind's of
audience. She cried who were there. The ketigaglu appeared infront of her, and
guestioned 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 ketigaqlu. 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. Finaly 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 chakravarthi, well known emporer 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 Rivana 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. Révana thought that Nara and Vanara were the same, So Ravana was
observing vanara and thought to kill him. Then Vibheeshar!a told that when
Brahmadéva 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 Rﬁvm}_a 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 al 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.



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 abridge across the seato reach Lanka.

Lanka dahanam was ended with this scene and the performers started ending
prayer. "Pavamana 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 patee

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.
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1. Si 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 kkani,
Kareemnagar district. o
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5. Harikatha Bhagavatar in the performance.

6. Artistes in Tandana Ramayanam, story narrative form, Medak district.



8. Troupe of Jangam katha, Ranga Reddy district.
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11. Jamudika instruments.

12. Dappu dance till, Hyderabad. 125



/3. Troupe of Kolatam, Pr akasamdsitrict.

4 Troupe of Chekkabhajana, Yesanna troupe, Cuddapah.
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/5. Garagalu troupe in performance, East Godavari district.

16. Beerappa dollu troupe in pe-formance, Anantapur district.
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17. A4 till from Veeranatyam dance performance, Chinta Venkateswarlu troupe, East
Godavari district.

2 N

18. A scene from Urumulu performance, Urumula Narayana troupe, Anantapur district.
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20. A still fromBonal u dance perfor mance, Hyder abad.



21. A scene from G o avayyalu performance, Anantapur district.

22. Veedhi natakam troupe.
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23. Kangundi Kuppam Veedhi natakam style, Hidimbasura Vadha, Kuppam, Chittoor
district.

ERRTSs -

24.A e from Mylaradeva play, Doddata troupe from DPharwar, Karnataka State.
scene d
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25. Artiste in makeup of their own for Mylaradeva play, Doddata troupe from .
Karnataka. P g i Dharwar,

26. Instrumentalists in their job at the play Mylaradeva, Doddata troupefrom 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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29. Ravana & Vibheeshana characters of Folk Yakshagana, Gattepalli Sheshaiah troupe,
Gattepalli, Vemulavada Mandal, Kareemnagar district.

30 Tirupataiah in Hanuman character of Folk Yakshagana, Gattepalli troupe,
Vemulavada Mandal, Kareemnagar district.



31 Chindula YeUamma troupein Chindu Yakshaganam, Armur, Nizamabad district.

32 A dtill of Vidhemma from Mandhata katha, Chindu Yakshaganam, Pillutla Anjaiah
troupe, Aler jmandal, Nalgondadistrict.



33. Chindu artiste Pillutla Anjaiah in Alli Rani ill from 4/ Rani, Chindu
Yakshaganam, Pillutla Anajaih troupe, Aler Mandal, Nalgonda district.

34. Chindu Artiste Pillutla Anjaiah in 4/ Rani still from A4li Rani, Chindu
Yahhaganaih, Pillutla Anjaiah troupe, Aler Mandal, Nalgonda district.



35. A Scene from Tenku Tittu (Yakshagana
kshetra, Sri Dharmasthala, special issue,
1982

36 A character with costumes in Tenku Tittu, , by curtsey of Holy kshetra Si
Dhannasthala, special issue, edited by Prof. K.HandasBhat, January, /982.

variety) from Karnataka, by curtsey of Holy
edited by Prof. K.Haridas Bhat, January,



37.1 scene from Kuchipudi Yakshaganam,
Kuchipudi. o
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Bhagavatula Rama  Koaiah troupe,
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39. Artistes in makeup of their own in Adipuranam (Jambapuranam), Masti Bhagavatam,
troupe from Mahaboognagar district,

40. A till of Adishakti from Jambapuranam (Adipuranam), Masti Bhagavatha,m, troupe
from Mahaboobnagar district.



1. Yellamma character artiste in makeup from Jambapuranam, Chindu bhagavatam,
Pillutla Anjaiah troupe, Aler mandal, Nalgonda district.
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Chindu Bhagavatam,
tiah troupe, Aler mandal, Nalgonda district.



A scene from Jambapuranam, Chindu Bhagavatam, p;

; S Hutla Anjgiah 1
mandal, Nalgonda district. a@ Anjaiah 1 oupe, Aler

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 Jambapuranam, Chindu
bhagavatam, Pillutladnjaiah troupe, Aler niandal, Nalgonda district.

46. Scenefrom Toorpu Bliagavatham, Bast Godavari district.
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47. Painting fromVceedhi Bhagavatam.

48. JambapuranamScroll.
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50. Scroll of Markandeya Puranam, caste myh of Padmasali Community People.

144



1. Ser

oll of Gowda pur
: puranam, ¢, .
aste myth of Padmasali Community People. 32. Researelier

in the exhibition at Hyderabad, a doll puppet of Rajasthan, on the wall.
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56: Researcher ;1 Artiste (Scroll designers) fromCheryala, Medak distict.



58. Kondapalli Bommalu (Puppets) at exhibition, Hyderabad.
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60. Kondapalli Bommalu, Dasavataramulu.
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63, Scene from szmv‘rmu'-*a.s'um. Padya Natakam, Savera Ars, Cuddapah,

64. Scene from Veerabhimanyu, Padyanatakam.
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65. Modern Puppetsin the perfor mance of applied method, Hyderabad.

66. Raj asthan Puppetsin performance.
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67. Joint Puppeis, Photo from Folklore Museum, Mysore University. 68. Joints in String Puppets, (Photo 32) by the curtesy of Karnataka Puppetry, 1988.



69. Glove Puppets workshop at Calcutta, curtesy of Prasaranga, Folklore news bulletin,
January /997, RRC, Udupi. Karnataka.
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Manipulating the Puppe 0, by the curtesy of Karnataka Puppetry, /988.
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71. Puppetsin Yakshaganam style, Veeranayakana halli troupe, Photo No. 29, curtsey of
Karnataka Puppetry, / 988. '

72. String Puppetsin the house, Photo No. 22, curtsey of Karnataka Puppetry, /9gs
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73. Sring Puppets in Yakshagana style, Photo No.2J, by the curtesy of Karnataka
Puppetry, 19SS,

74. Sring Puppet performance by Hanumangowda troupe, Dharwar (North Karnataka).
Doddata style, Photo No. 25, by the curtesy of Karnataka Puppetry, 798S.



75. Manipulation of rod Puppet, Photo No. 24, by the curtesy of Karnataka Puppetry,
1988.

76. Manipulation of rod Puppet, Photo No.24, by the curtesy of ePuppetry,

1988.
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77. Buffoon Puppet in rod puppet performance, PhotoNo.26, by the curtesy of Karnataka
Puppetry, S'i SA.Krishnaiah, RRC, Udupi, 1988.

78. Sick dancein 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,
Soecial issue, IGNCA, New Delhi - 1994.

80. Shadow Puppet in China, by curtesy of Children's Programme, P-44, IGNCA, New
Delhi, 1994.



§/. Rod Puppet, Ravana image, Photo No.27, by the curtesy of Karnataka Pupaetry,
SAKrishnaiah, RRC, Udupi, December, 1988.

82. View of the screen from outside the stage.
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83. The Mobile stage for L uppet performance,

84. Preparation of stage for leather puppet show performance, S.Mohan Raq troupe
Chakarlapalle, Anantapur district at Ravindra Bharathi.



85. Sage curtain for Leather Puppet show performance, Sindie Mohan Rao troup,,

86. Lighting arrangement in the preparation of stage for Leather Puppet show, Sindhe
Mohan Rao troupe.
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87. Sage arrangement for Leather Puppet Show, at 7" U. Auditorium, Sindhe Mohun Rao,
troupe leader in sitting posture at | eft side.

88. yjew fromoutside the stage, Ganesh on the screen.
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9. Making of Leather Puppets by Nimmalakunta Puppeteers at their society office,
Nimmal akunta.

70 A stick of Match box, usi ng for Marking on the Leather Puppet making, A7ohun Rao
Troupe, Chakarlapalle.
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91. Nail for curving on the Leather Puppet making, Shinde Mohan Rao troupe.

V2. Equipment and colour boxes using in the making of Leather Puppets, Sindhe Mohan
Rao troupe, Anantapur district.
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93. Equipment using in the Leather Puppet making, S.Mohan Raotroupe.

94. Designed Leather Puppet before applying colours, SMohan Rao troupe, Anantapur
district.
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95. Anklet bellsusing for right leg in the Leather Puppet show.

76. Maddel a, @ rhythminstrument using in the Leather Puppet show performance.
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07 Harmonium, @ Sruthi (Rhyme) instrument using in the Leather Puppet show
performance.

98. Cymbals using for rhythms by Vantha artistesin the Leather Puppet Show.
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99. Thornes us ing for fi xi , : e .
performance. g of Leather Puppets on the screen in the Leather pyy,c; Show

| P

100.  Puppets in an exhibition on the scre

en, Hyderabad.



101. Co-operative society office of the Leather Puppeteers at Ninimalakunta
Anantapur district. ‘

Artistes for performancesto other villages, with all their luggagein ¢ cart,

02.

go ing
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104. Puppets in a basket at the time of performance.
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105. Puppets in a basket at the time of performance. -

Artistes in " beginning of the performance by preparing themselves, Sndhe
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
troupeat Potti Seeramulu Telugu University Auditorium, Hyderabad.

Py , stage, Mohan
1. Ganesh Puppet in the operation al Prayer, Photo from inside the stag

Rao troupe.
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112. Ganesh Puppet on the screen, Ramakrishna sing_i ng prayer song of E;';mcsh at
Nimmala kunta.

113. Male anléj female artistes are in singing mood in the performance in Mohan Rao
troupe, at Potti Sreeramulu Telugu University, Hyderabad.
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/14. Male artiste in singing mood in Mohan Rao troupe at Potti Sreeranndu Telugu
University, Hyderabad.

71 5. Manipulation of Puppets on the screen.
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L16. Manipulation of Bangarakka Puppet by Femule artiste Sarada, in Ramakrishna

troupe a Nimmalakunta.

/1 . . . . . . .
7. Women artistesparticipated in the manipulation, Nimmal akunta troupe.
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: 5
118 Ramakrishna, Sarada & Govindu manipulating Rama, Sta & Lakshmana
Puppets. Lighting also can be seen, Ramakrishna troupe al Nimmalkunta.

~ + - alt ! oy
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¢
i 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.



122, Many artistes manipulating the Puppets at a ime, Mohan Rao troupe 8t POt
Sreerainulu 7elugu University.

/23, Ramakrishna & Sarada (Husband & Wife) manipulation of Rama and Sta
Puppets, Ramakrishna troupe, Nimmala kunta.
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124,

ama ishna troupe,
=< Govindu rnan|pulat|ng the Lakshmana pUppet, R krish
Nimmalakunta.



] 26. Ten headed Ravana Puppet in life size.

127 Ten headed Ravana Puppet in lifesize.
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130. Ten headed Ravana (jointed) Puppet on Screen.

131 Ten headed Ravana with a demon on the Screen.



/32, Hanuman puppet i1 fighting with a demon on the Screen.

133, Hanuman puppet in life size.
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/34, Folded life size Jlanuman Puppet in the basker along with Ketigadu.

/ 3.5. Ketigadu & Bangarakka Puppets in Karnataka.



o

136. Bangarakka & Ketigadu Puppets of Andhra

i
Pradesh .

137. " Adjusting the puppet o1, the Screen.



138, 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 condgdered as a drama in its fullest
sense. To impress the audience emotionally, whether the drama may be classic or
genera or folk drama or puppet show, whatever it may be, stage is aprerequisite. The
term used for the purpose ‘theatre’ itsdf indicates the requirement of stage. There
may be different dimensions (see photo Nos.1 to 141) as fa as the size is concerned.
Not only stage dimensions but aso patterns of stages dso differ variedly. Usudly the
stages of General and classical dramas are big in size, stages prepared for Folk theatre
are of smdl 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
smal stage, but it has a ‘fixed stage’. Therefore the aspects relating to stage such as
quality scope, characteristics, and existence can be looked at fram the point of view of
the purpose of the stage and its dignity and decline. These aspects aso 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)



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 feat wide and 5 feat 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.”
Usud practice of fok dramas, the stage will have opening on the three sides, It is

covered only on one side.
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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.
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This open side can be used for the presentation and the audience observe the
play through this side.* 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 apecularity
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 genera dramas the performance in the open stage
cannot get the success. ¢ The stage influence can dso 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 thestre this stage influence or domination may have little scope for
such a situation. The size of the stage in the puppet theatre is constant’ whereas in the

® The question of

case of folk dramas and general dramas it is adjustable.
compromisation in the screen adjusment in the puppet theatre cannot be scen.

Covering of stage like this, is very convenient to the performers to move fredy either
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side of stage, ic., 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 fredly when the front curtain
is closed.® 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 thc 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 timc 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. Y But in
puppet stage there is no scope for such diversion. The theatres of al 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.'” 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

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 Mar.ﬁtecs built a co-operative society (scc 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 al 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 t&bal and al 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 al sides, except west."> 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.

Y&

.c (- ____i_.____--\.

}
I

1. Screen 2. Screen Pole 3. Light 4. Puppet Basket 5. Cymbals
6. Mat 7. Mrudangam 8. Cot 9. Dappu 10. Harmonium

PUPPET SHOW STAGE

They planned to gather the audience and sent a ten year old boy for publicity

about the performance. He went round the arca with a [)appu(drum) to give

Chatimpu (announcement) in the villag® The co-operative society colony was 15.

In

k.m. away from the village.*" Thatboy Wasaccompanied by four boys of the same
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age group and they reached the stage dfter 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 waking 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 men 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 taba won’t shake and help ar
disturbance controlled. But nobody cared about his words. The wind speed was very
high and the curtains were shaking. “‘Peddavadi maata Vindamani undd naamoddaa’]
Mr.Ramappa scold infront of me with unparliamentary words. He told that he waé
ordering to remove the stage to rcarrange. 1 told him, that "to remove and rearrange”
was not advisable at that time. He moved aside and sa for some time. Multiplugging

was arranged to an electric bulb to plug in tape recorder conveniently. They arranged

acot 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 Krishn.a, 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 indde that basket. The basket
was brought from the society office. They kept the puppets basket' 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 centrd 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 linked'® by thread. This facilitates the puppets

to be folded easily at thejoint places.
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Dalavai Ramappa, the clder 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 corner. 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 st on a
folding iron chair in the back middle pat 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 plank'? 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 man singer of that event dways dands in keeping one leg on the
wooden plank near the screen. One Bonta (Clothbed) was laydown in the centre and
one Maddela®® instrument was kept to operate it in the performance. One pair of
td!aluz' (cymbals) were laid down by the sde of Maddela on the cloth. The Dappu
(drum)?? was hanged inside on the top of the stage. After completion of the stage

arrangements, the total stage was like this.

1. Puppet Basket 2. Basket Upper Cover 3. Harmonium 4. Maddela 5. Cymbals 6, Cot

7. Bottom plot of Wooden Flank 8. Wooden Flank 9,10, 11, 12 - Stage boundaries
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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
thomes.”> 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 Harmonium?* sruti. One 35 years aged man sat on the Bonta adjusting
the Maddela sruti, one lady stood near the Maddela man operating the taldlu
(cymbals) one man had beaten the Dappu (drum) with his hand sticks speedily. That
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 tecenaged 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 Gaqesh 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 I:-)appu was beaten speedily and
Ramappa took the vindyaka puppet into his hands and manipulated the Ga[\esh 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
reharsled stage artistes. (see photo No107) They maintained silence when
Mr.Ramappa began the devotional process. Every body observed keenly the process
with devotion. Though they took their positions in natura 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



scholar irrespective of their age and experience in that troupe. Mr.Kullayappa 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 dl 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 (%) with safron 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 wes given signa by
Ramappa and started to give Sruthi, (scc photo No. 108). Ramappa moved towards
basket from the screen after completion of pooja and seperated three puppets which
were to be played a the first on the screen. He moved around the stage for searching a
place to keep them some where. The hanged drum in thc 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 himsdf. He moved to
oneside and hanged the puppet.

Some cloth carpet Bonta which ditched with old cloths lad 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 suti adjustment to the
Mridangam, spit out the betd leaf from his mouth under the cloth carpet. The
Harmonium girl was observing dl these by searching the fedings on researchers

face.






Ramappa moved towards Rangamma and collected the betel leaf from her and
took it into his mouth. Adjusments of dl instruments were made ready. Ten

members occupied their respective positions insde the stage.

When Ramappa was manipulating the Ganesh puppet, dl the artistes became
dert and consiously came into the professona 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.111). He
caught the puppet sticks with his left hand and middie pat at joints with the right
hand and manipulated. All the other artistes participated in prayer song as chorus (sec
photo No.112). Sarada brought the Saraswathi puppet to the screen after Ganesh
Puppet dancing and singing. All the other artistes followed the signd 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 Kétigadu puppet to the screen. Sarada & Ramakrishna manipulated the
puppets, (see photo No.l 1), Ramakrishpa did not wear the anklet bells. Sarada
operated the plank with her leg even Ramakrishna manipulating the puppets actualy
that was the romantic scene of kétigadu and Bangarakka. But that scene gppeared
like a romantic scene of Sarada and Ramakrishna who were wifc 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 diadogues. They were observed by dl 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 hersdlf sang Sita's tota portion, Rangamma
suddenly stood up and brought and manipulated the Golden Deer (see photo No.l 17).
Ramappa and Ramakrishna followed the Golaen Deer as Rama and Lakshmana. Later
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Rama Krishna brought the Jangamayya puppet to the screen. Soon after this scene,
ten headed Ravanapuppet was introduced. Everybody's cyes scarched for Dalavayi
Govindu for that ten headed Ravana puppet manipulation and he came and operated
that. He was expert in introducing that puppet. Till then he was operating Maddela.
Sita questioned Jangamayya as "How many heads you have to ak me." This was in
the sense of how dare you arc: Then answer was very interesting with vigorous voice.
("See me, how many heads | have? and vigorous laughting 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 ovecr.

Ramakrishna introduced Jatayuvu on the screen. Then the war between
Ravana and Jatayuvu was manipulated by Ramappa and Ramakrishna. Ramappa

waited there tojoin 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 Rfﬁmkrishn_a’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 al his strength upon Ramakrishqa He had wine before
starting the play, resultantly showed his over enthusiasm to present his strength. After
the war scene Ramakrishrla manipulated the Rama puppet and al the artistes
including Ramappa followed as Vanta (Chorus). Rangamma with cymblas, $érada
and Ramappa were standing very nearer to the Ramakrishr]a 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 Ramakrishrja who
took the main role in conversation. Hanuman puppet was introduced by Ramakrishr]a
Almost al the major male characters with verses, conversations, dialogues were

manipulated by Ramakrishna and female characters were manipulated by Sarada.



Now and then Sarada manipulated some main mae character too in conversation
with Ramakrishna.

Then Vili 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-ha-hii’ 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,
dow mation situations, dow conversations. One girl was given training in verse and
al remaining were given only in puppet manipulating. One, ten years old boy was
standing half an hour with a puppet without moving or sheking near the screen. That
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 eders. Venkat_arama,
10 years girl manipulated the Mmqodai puppet. Rangamma gave voice to that
character. All the artistes insde the stage observed Venkatamma how she was doing
the job. Mangamma, 14 years old girl was sent near 'the screen by her father
R;T’makrishpa. 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 fidd 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 smal Hanuman puppet. Ramappa loo increased

his actions as areaction for the audience response.

Lankini a giant demon lady puppet was introduced by Ramakrishna in
watching position in Lanka Ramappa immediately introduced the Keétigadu (see
photo No.124) puppet and dragged into the sexua conversation with Lankini.
Ramakrishna tried to avoid the unparliamentary languege 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 al 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, Venkatayya, Ramappa, Ramakrishna,
Kullayappa all were the troupe leaders and they all tried to show me their talents in
that performance. But Ramappa dominated al the artistes and he did not give a

chance to anybody.

Last scene of firing Hanuman’s tail, and burning the Lanka was manipul ated
Py Ramakrishna and Sarada. They finished the show with that. Lastly al gathered
inside the stage and involved in the mangala harathi which was the closing prayer
song of the performance. Then they al worked in removing the stage curtains,

collecting the puppets and instruments and took away to their society officc.

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 pcrformam‘u‘\\_g 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 cach of them, sincerely in working and patch up knowledge at any moment.?°

Everybody should know everything about the performance has been observed as basic

philosophy or this performance.

4.5. ARTISTES PARTICIPATED IN THE PERFORMANCE

' Dalavai Ramappa - | 65 years old, experienced mae
puppeteer. Singer and manipulator. He
dominated the troupe.

2. | Vanarasa Ramakrishna - |50 years old, experienced male
professional puppeteer. Singer,
narrator and manipulator. He occupied
in the second place in the performance.

- |




55 years old, cxperienced mae
puppeteer. He hdped in dl events to
give the puppets timey. Singer
Musician and manipulator.

[40 vyears od woman, wife of
Ramakrsihna. She hdd main women
roles. Singer and manipulator. Good
chorus Singer.

' 50 years dd woman, Chorus Singer'
cymba player, manipulator & co-
singer.

40 vyeas old, expeienced mae

10 years girl’ daughter of Govindu,
' chorus snger, cymbad player &
learner.

| 14 years girl, daughter of Ramakrishna
playged Harmonium co-singer, some
times chorus singer and dso a learner.

drummer, he played mridangam.

3. | Vanarasa Govindu UE
4. | Vanarasa Sarada
5. | Ddava Ranganma |-
| 6. | Venkatamma
7. | Mangamma B
8. | Sindhc Kullayappa
‘9. | Dalavai Chalapai
| 10. | Dalavai Venkatappa

- |60 years old mae drummer, singer,

4.6. PERFORMATIVE STRATEGIES

45 years old, cymbd player, singer and
helper.

manipulator & scene setter.

The aim of this division is to observe the stratcgics appeared in the puppet
theatre. Puppet performers are performing the Indian Mythological stories since long
time. The capacity of an art fom attracts the audience again and again. Leather

Puppet show performances dso have the same qudity to attract the audience. The

performers of puppet theatre selected new method of presentation i.e. secular.?” They
introduced the puppets for Mythologicd characters dong with the literature and
instruments. One or two socia characters were aso introduced (see photo Nos.116 &
124, 135, 136) who tagged the public and the performers and performance.” Through
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these socid characters, the performers express their wanting, techniques, desires,
fedings 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 externd lights werc 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 eder 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 Ganésh
puppet and fixed it (sce photo No. 139) on the screen with thornes. All the artistes
inside the stage cried as "Nam6 Namoo, Namoo" and operated al the instruments.
That gave great noise and that leads to commit the audience to do namaskara to the
Lord Garg@sh) (see photo Nos.111, 112).The audience from the village were coming
after these Dappu beating and the prayer noise. These are dl the tricks to attract the
audience.

Ramappa started the performance by manipulating the Gancsh puppet. He read
the Vishnu sthotram as “Govinda, Nardyana' and concluded. All the instruments in
the stage were operated at once to attract and dert the audience with eagerness. The
sthotram was ended with the muktaaimpu as “tarigidakathim, tarigidakathim,
tarigidakathio”. "Then he sang the prayer verse ...

tondamu nekadanthamunu
torapu bojjayu vamahastamunu
men{luga gajjelu nu*o}ug(ll!ll

mellani choopulu mandahasamun "

which expresses the physique resumption of vighneswara, (see photo Nos.1 11&112)-
Then he explained each and every word with the meaning and analysis detailed by
showing the nosg, teeth cte. with hand dtick for easy understanding of the audience.



Mogly the audience are illiterates, so that the explanation and analysis were in

colloquial and can be understood essly.

After this verse a noise of woman's voice as ‘‘adh.. dah.. dah” was followed
with raga, and then they ended by “tattadai, tathadai, tatadai” as muktaimpu. Then

they sang prayer songas.. ... ..

“Gananatha brovavaiah

Gananatha niivu ™

and was followed by the others as vanta, and concluded with the muktaimpu as
“Dhimita, dhimita and dhimita”. One man femde singer, Sarada sood there to give
help to Ramappa. Without introducing any puppet' Lord Shiva was praised and prayed
by songs and slokas. After completion of Ganésh 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,
"Tattal, tajhana, tghana tata' while the artistes indgde the stage were welcoming
Saraswathi by a colloquia word soogatam i.e. swagatam. Audience fdt that was their
welcome by the word soogatam. Saraswathi puppet was introduced by femde 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’. Generdly the conversation in
the puppet theatre was in between the two puppets or characters. Where as in the
prayer scenes Ganésh and Saraswathi puppets were manipulated as individuas and
guestions were posed by the artistes in side the stage directly.

Mampahi

Majaya Jananee
Majaya Jananee
Varaveena pustakapani
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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 2t Some art troupe introduce Ganesh doll in vecdhi
Né{akam.w Some one introduces Gapésh with masgk 30 Toorpu Bhagavatam introduces

' and that will be brought by two persons using a scrcen with

the Ganesh Character’
more instruments to alert the audience to evoke cagerness. 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 Ramayanam introduces Ganesh by an actor””. In Chindu Nz’nhukmn,” Vecdhi
Bhagavatam & Chenchu Natakam™ simply sing the prayer song of Ganésh without
any character in physical appearance. Story is narrative form like Burrakatha,®
Ogukatha® Jangamkatha,> Runja Katha,* Saradekatha®™ also sing the prayer song of
Ganapathi in adramatic way, scroll narratives” (scroll paintings), kﬁl\'ip;u:iagulu, Tella
Chirala kathalu® have Ganapathi figure on the scrolls and do Gar_wapathi prayer by
showing the Ganlesh figure on the scroll. Mostly the folk art forms try to create a ritual
atmosphere in the very beginning of this Gan_a;h 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. Kam_ﬁu_xku Yakshaganam
Tenkutit.tu40 introduces the Ganesh and Saraswathi for prayer. Shambhu Hegde
always ir'1troduces two characters.in his Tenkutittu Y akshaganam. 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

' hints about the play and the performance as Nandi and

that the sitradhara®
Prm:tivan:;}_.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 Lankgahanam and the scene was shifted. Then Ramappa announced

that, they were going to bring Keétigadu 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
behdlf of the audience. That appeared as a feding of audience and that cal 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.! 16) with humourous and informa dialogues. Then
Ramakrishna came to the screen with Ketigiidu. 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
Ketigadu 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 historica evidence of puppeteers and kings like
Si Krishnadevaraya and shifted into sociological conditions of the society, and the
greatness of the art form and finaly ended with the present story hint. After praising

some humourous and joking conversation mixing with sexud didogues were went on

between Bangarakka and Ketigady. The audience absorbed these diadogues with over
enthusiasm. Ramappa who was insde observing the audience fedings keenly hearing

the comments of the audience.

Veedhi Natgkam, Yakshaganam, Chindu, Veedhi Bhagavatam like dl the
drama forms introduce humourous characters one or two according to ther
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
didects to these humorous characters. But most of the dramas introduce only one
male character,”® where as in the puppet thestre there can be seen two humourous
characters male and female and dso as wife and husband.* All the folk dramas call
the humourous characters in the middle of the drama®™ and wheress in the puppet
shows they can be appeared from first scene itself.*" 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 al the artistes fet 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 Ramayan.a and finaly intend that they are now to perform
Lank ad ah an am for that day. Again some one demanded from the audience to begin
the story immediately. Govindu and Rangamma camc to the basket to search Rama,
Lakshmax_m and Sita puppets, Bangarakka and Kéligﬁ(l}l puppets have been taken off
from the screen. Ramakrishr_1a 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. | guessed that Rﬁmukislnja tried to avoid the raising of the
gap, but failed. Ramakrishn.a picked up the puppets and gave signal nodding his head
suitably for beating the instruments. Then dl the instruments were played, in high
pitch. Firstly Rama, Lakshmana and Sita were introduced to the screen by
Ramakrishr]a, Govindu and Sar:ada 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 boreness 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 pIa;/ing, 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 Natakas®’ without dancing but in folk

dramas*® 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, jumpings

attracted the children and the elders too. For every five minutes the dialogues were



followed by tricks in puppet playing. Tha method controlled the audicnce 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 audiencejust by introducing Rama
running after Deer. Wanting the Golden Deer by Sita, argument between Rama and
Lakshmana were dl in a smple dialogue form. The golden deer was converted into
Maricha, the demon when Rama beet it by arrow creating a sensation in the audience.
The method of transformation of that scene was very dtractive anti the words "Haa
Lakshmaqa? Haa Sita?' remembered the modern technica knowledge, which they
have done it smply with eectric bulb on and off method. This trick led to the next
scene which has mixed conversation between Lakshmm_aand Sta Then it was turned
to be hot discussion between Sta and Lakshmana. Sta was expressng her doubt
about Lakshmana’s loyalty humiliation are scen as naturd scenes. There was no trick
imposed in that-scene. Yati was introduced with the words like Tlarahara Mahadev'
Satkula katakshana, Bhavatce Bhikshandéhi, Maatd Annapoorneswari” in an ordinary
way. But t.he auaience paid attention for next scene. Immediately the climate was
changed alter the yati scene, and dl the ingruments were beeten in high pitch aong
with Dappu and ten headed Ravana puppet was introduced by Govindu who was
master for that character mani pulatinon in that troupc. 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 totd perJormance and it

helped a lot for the success of the performance.

They draged this scene with atraction of ten headed Ravana and loud noises.
The introduction of this puppet itself has been a sensationd event and Ravana in
Jangam devara physics told Sitathat 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 ederly 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 dl went in
simple dialogues with impressive conversation. Actualy 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 colloguial 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 talalura 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 | 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
Ra\/ar]a and that was very relevant to the ten heads. The shouts, cryings 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 pusppaka Vimana of Ravan_a 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 Ravan.a. 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 stratcgics 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 arai'. 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 Ravaqa 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 scenc got the audience sympathy for
Jatayuvu. The audience interaction expressed the feding 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 Jatdyuvu aso added something to the stratcgics of the

performance.

War scene of VdAi and Sugreeva was manipulated by Ramappa with his two
hands simultaneously. The scene crested a sensation in the audience as introducing
the war technique and monkics. Even in the audience the confused slogans were heard
asthat " He isVali, Heis Sugreeva” giving out to the clue of their involvement.

The expressions and actions of Vdi from death bed scene reveds the fedlings
of the people. The weeping of Tdara 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 (sce 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 smal monkey type
Hanuman puppet. Lankini was introduced aong with Ketiged.u. The scene was purely
a strategy. Lankir]i was the character of story and demon i.e textua character but
Ketigady and Bhangarakka were non textud characters. Lankini did not have any
connection with these Ketigadu and Bangarakka. But Ketigadu begen the
conversation with Lankini as a social, vulgar discusson which was irrelevant,
irregular, unequal and not :colerable. The scene was purely designed providing relief to



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 Kctigadu,

Lankini puppet was too tal, head attached with an ugly appecarance. Its
manufacturing itself was like that, to utilise that puppet to generate humour. Lankini
was maid and watching person ncar 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 “realfightscene and for that they had to work hard.

They arranged separate firc by burning clothes i.e. Kagada (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 Vaishnavatc tradition i.e. Govinda... Govinda....
N&rayana... Srirama.... Jaya Rama. Narayana ... etc. Though they were all
Saivai'g'és, they did not mention any where about Saivism. But at the end of the
Mangal.a Harathi they spelt the last words in Saivaitc tradition.

They spelt as

" Parvatipatee
Harahara Maha Déva
Harahara Maha™ Deva
Sambhoo. ... .. ... )
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The puppeteers of Atr_emaré'ti_ 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.
47. 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 aso voiced as '‘Govinda Govinda. Then the
audience moved and searched for their seats. The puppeteers manipulated the Ganésh
in the prayer song. The audience commented likc 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...! came
Bangarakka. Bangadrakka told the audience that she fet 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 saries.
Young boys laughed loudly. The conversation of Bangarakka was spelt by Sarada.
Kétigadu 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. He 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 dtracted by the audience. The puppets of Rama
and Lakshmana were 6 feet in sze and Sta was 4 fedt 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 aerted. 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 seeted very nearer to the
screen stood anxiously, reached the screen from their places when they want to see
the ten headed Ravar]a figure. Women audience ordered the children to st on the

floor.

Jatayuvu saw Ravana who was taking away Sita dong with him to Lanka
Some noise like 'Hammaiah' (which was meant for relief that Sita was found) from
the audience. Jatayuvu faced Ravanato 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 indde the stage like a red fighting between
Ramappa and Ramakrishna. Children and youth fclt happy and while whistling raised
dogans like 'beat, beat....". At the defeat of the Jatayuvu the audience fell sorry.
Youth involved in the interna discussion about the story of Ramayana. One person
from back side shouted for silence. Rama and Lakshmana discussed about Sita with
sorrowful mood. Then al the audience observed the play with serious and sad fedings

slently. -

Hanuman appeared on the screen. Then the children fdt hgppy and noised
with whistels. They introduced the different types of Hanuman figures. Smal figures
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of Hanuman touched the fest of Rama with devotion. Then the audience laughed. The
children made noise with whistles in the fighting scene between Vdi and Sugreeva.
Vai 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
sexua 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 K&tigadu boys
commented that (‘orneyamma, Béttery vcl}ill)cll.i.|1(!L1’ ie, l\'Cligm{u 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 fedling 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 humoroudly and sexually
with Lankini. The conversation was informa. 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 tha 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. Mandddari 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
fed guilty about it. Women audience aso saw with shynessless and felt laughing.
Then Keétigaadu was introduced with ungl')ily against them and the scene was

removed.

The Venkat_arama 10 years old girl manipulated the Sita, Rangamma woman
artiste manipulated Hanuman. Fighting between the Rikshasa 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 Mecghanddha.
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 KétigadwThe 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. [f the
artistes gave the performance in a single style the audience may fed boredam.If the

artistes introduced too many delivary styles, and not relevent 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 ddivery styles. The poems, songs, dialogues,
conversations, speeches, informa speeches were used in the performance. Some parts
of the story which were recorded by the recarcher on 4-1-1989 a 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 aso given to the instruments usad in puppet show and artiste performed
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
Pedastal plank -d
Anklet Bells -e
Dappu - f

4812 Markings given to he Artistes

Ramappa -A
Ramakrishna -B
Sarada -C
Rangamma -D
Govindu -E
Mangamma -F
Kullayappa -G



4.8.2. Delivery Styles
4.8.2.1. Peom

Co-Singer (D) Vayuputra here (a)
take thisring (a)
go immediately to Lnaka (a)
say to Sita about mjy safety (a)
and do me as happy (a)

CS. (D):aa..aa..a..(d

CS. (D):aa..aa..a.. (d

CS. (F):aaa..aaa..aaa... ()

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): | am impatient of separation (abcde)
Group (ABDEFG) : | am impatient of separation (abcde)
C.S. (C) : O Yamma (abc)

Group (ABDEFG) : | am impatient of separation (abcdc)
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CS. (0

Group (ABDEFG): Hewon't come to near (abcde)
C.S. (C) : My desire strengthened at dawn (abcde)

Group (ABDEFG): My desire strengthenced at dawn (abcde)

CS. (0

Group (ABDEFG) : | am impatient of separation (abedc)

CS. (C)

Group (ABDEFG) : aa... aa ... aa... aa ... (abede)

: He won't come to near (abcde)

-0 Yamma (abc)

. | am impatient of separation (abcde) '

Group: aa... aa.. a.. aa.. (abede)

4.8.2.2.1. SOLO SONG

CS. (O

CS (O :
CS (O :
CS. (O :
CS. (C):
CS. (O):

CS. (O):

CS. (O
CS. (O

CS. (C)

: Oh Rama (abc)

see you (abode)

Oh Rama (abc)
Save me (abcde)
Oh Rama (abc)

Oh Seeyou (abedce)
Oh Rama (abc)

. Protect me (abcde)
;aa.. aa. aa(abe)

. a@a ... 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 fdlow

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 cycs

C.S. (C) aha

M.S. (A) We arc paying dcvotion to him Vighncswara who is son of that Lord

4.8.24 CONVERSATION

M.S. (A) : Madam (you) came here, who arc you madam mother ?
C.S. (C) : O child you are asking, who | 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 Dévi, it means
Saraswathi Deévi.

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 Dahana
M.S. (A) : aha

C.S. (C) : onrequest 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. Heis the father of
good. Heis 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 venkateswarlu from Hyderabad.
C.S. (C) : We are here for the performance. Today's play is Sundarakanda. We

perform the performance...

M.S. (A) : Everybody fed 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) : Ketigadu: 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.



M.S. (A) : (Kétigaadu) What you height if you remove al of your hair,
How many blades you need for it.

C.S. (D) : (Lankini) You are asmall man, Don't talk too much.

M.S. (A) : (Ké&tigaadu) Can you play with me

C.S. (D) : (Lankini) Yes. But what play, 1 have to play with you

Use of varities 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 theragaas ... a ... aa ..." Actualy 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 Venkatamma 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 al 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 Ankletp 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 Sarada.
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 ‘abcde’ in double speed.



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 "abc’ in double and the representation
line was accompanied by ‘abcde’ 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 ddivered by main singer Ramappa This dialogue
was followed by co-singer Sarada with a sound "aha’. No musica instrument was
played in these dialogues.

In this part conversation was teken. 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 equa didogues to each. No

musica instrument was palyed in this conversation.

Informal _Speech

In this part both the artiste participated with equa 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 musica instruments were
played in this part. This informa speech was in between the Ketigaadu and

Bangarakka who were the humourous Characters.

Another type of informa speech was also there. That speech was ddivered
purely in dialectical and spoken language. Thet was discussed by Ketigaadu and
Bangarakka, with some sexua and humourous diaogues.

Informal Conversation

In this part the conversation was in between Kétigaadu, who was no way
connected with story and Lankini, a smal character in the story. The questions of
Kétigaadu. was purely informal and the answers of Lankini was formal. This has not at
al 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 Kétigadu and Bangarakka entered and
followed by their filthy diaogues ad the villagers appreciations. Bangarakka exits
and Alltappa entered into the scene, who conversed with Kétigadu in humourous way.
All these took place in the drama aso. This became an incident. Ketigadu disappeared
with an announcement about the entry of Ganapathi, Lord of obstacles. This became
good scene dter prasing of Gangpathi. The “Sitradhfira” introduced Goddess
Saraswathi, Dévi of education. She told, she came to the eath while going to
“BramhalGka” in the break journey, and aso 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, usudly 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 dms aso. The villagers come
forword to arrange ams for each atiste the next day aso, Thus the man 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 asit is.

Usually the two characters, Bangarakka 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 beet them and run away to create
humour, during the scenes of terror, vigor, mercy, romance ctc. These characters try
to bring the viewer moods to become norma make them feel, comfortable to switch

over to the next scenes.

In the dialogues of Kétigadu and Bangarakka, there were comments on the
present social aspects, deteiriorating 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



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 revea their sufferings and in turn they expect the generous donations from the

villagers.

These characters dso tel the story of the pay 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 dtarts the play very casudly, saying, there ac many parts in
Ramayana of which sundarak@inda is one among them. Kctignadu okays and
announces the entry of Rama and Lakshmana on to the dias. This dso becomes an
event. They aso 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 Vili and Sugreeva, coronation of Sugreeva, entering Hanuman
into Lanka, Hanuman finding, Sita in Ashoka Vanam, sgtting fire to Lanka and so on.

Here in this particular play a Nimmalakunta, al these incidents took place
one after the other and Bangarakka and Kctigadu disgppeared from the scene at

appropriate moments.

Usualy in each incident the main atiste renders three sigkas or padyas,
connecting to the main story and the other artistes repeat them. Gig 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 "Ravand’ and Sita
were very exiting ones. The purcussion instruments were played vigoroudy while
Ravana's entrance on to the dias, forecasting some dangerous situgtion 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
Ra“waxga exits along with crying Sta, Rama and Lakshmana agppeared on the screen
their meeting with Jat__z‘iyu, knowing aout Sita's Wheré abouts, Jatayu's death,
brothers proceeding towards Kishkinda, al were described in the prosé 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 Vaxli, who is the enemy of Sugreeva. Thus

informing the viewer, the enemity between Vai and Sugreeva.

Hanuman brought Ram a and Lakshmana to Sugreeva. They came to an

understanding about Sugrecvas connection and search for Sita.

An important point noteworthy herc 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, Vi and Sugreeva and so on. Others were described in

conversational manner or dialogue form only.

At last Rama, hurts Vali. Vdi in “Ramayana” says to Rama that "you have
done a mistake by doing friendship with Sugreeva, who is a coward. 1 have defeated
Révaqa 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 Ram a in killing Vali. Waiting of "Tara’ also is thought
provocative in this particular puppet show. While consoling Tara Vili here used a
Telugu proverb - When fencing itself grazes away the fidlds, where is the security for
law? (The law maker has himself become the law breaker now, Wha 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 al the artistes have built
houses, forming as a co-operative society and aso as this particular show has been

arranged for a fixed amount, no artiste appeared on the dias again.

After the interval Gandoligadu 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
"Khadérao 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 audicnce gave five rupees as his donation on the name of

"Khadérao" and the show started again.

Hanuman was seen on the screen singing Bhajans on Riim 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 disappecarance and asked Hanuman to go
and search of Sita giving Hanumah 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 Sugreeva's army going in vain
to al the four directions in search of Sita, stressing the need of jumping across the sea,
expressing their inability to cross the sea, Jambavanta’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 dial ogues.

On screen, Hanuma appeared before Lankini - as lillyput. In the conversation
between Hanuma and Lankini, Kétigadu and Bangarakka entered the scene, to create
humour in the main story. Eventhough, their entrance here is not connected to the
main story, this sub-incident casted the specidity of this format. Keétigadu 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 nitakam and so on.
Bangarakka was the house wife of K&tigadu. 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 aso beats him. This type of sub incidents are the
speciality of these folk formats only. Here dso 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 aso changed her body
into hugeform and opened her mouth to swdlow away Hanuma, whereas he
immediately changed his body as lilliput and enter into her mouth and camcout
through her ear. All this appeared as ajugglery to the viewers and they enjoyed the
scene fully. The presentation of the above fight was donc in a very professiona way
and it was shown as if Hanuma was over Lankinj very easly. The worldlincss and the

dialogue delivery and the clevernes of Hanuma attracted the viewers.

Meghanadha’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 Sirobhtshana of Sita This was dso shown in prose with

limited dialogues.

The scene changed to RaVanes conference hall. Where Vibeeshana differed
with the view of Ravana in giving punishment to Hanuma He sad there is no
meaning in giving a death sentence to a amdl creature like monkey, instead they can
humiliate his feelings. This incident showed the difference between Ravana and
Vibheeshana as such and aso 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 aso. They dso knew the wedth 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 effectivdly on the minds of the viewers
asif Lanka wasreally being burnt away by Hanuma



Hanuma reached Kishkindha a last. He met Rama and Lakshmana told about
Sita's where abouts and gave her Srrobhlishanam 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 dl the dolls nearer to him and explains the story
by showing the concerned doll with raising hand 4t

These scroll narratives are the performances of sory narratives with drama
structures. The performers explain the story by showing concerned figures on the
scroll through their hand stick.*® Wood puppets, rod puppets, string puppets are
having their own methods in introducing the puppets in the performances.” Like their
way |eather puppet show performance is dso having its own method in manipulation
of the puppets.”’

"The manipulation of the puppets, to an outsider, may ssem very complex. It
depends mainly on the use of the gticks 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 dreedy indicated that
the figure is kept tight by attaching a bamboo dick verticaly 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 gtick 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 dick 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 redism to the peformance, it dso 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 gicks 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".

This may be true and at the same time, they have an dternative too. They arc
the skilled persons, they will face anything, so that they prepare every artiste to
conduct the performance even in the worse stuation. Ther main purpose is to give
the performance. If any problem raised, they solve themsdlves 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 peformers 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, smadl size

in crossing the sea, big size a war with Lankini and viswarupa Sze a Sta

The Hanuman puppet was manipulated as a dominating character everywhere
except a 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 smdl size
Hanuman. The movements and actions of Rama 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 aso a specia
attention. Noise of instruments beatings, higher pitch voices of artistes and shoutings,
whistels, cries of audience communicated the Stuation 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 teking awvay 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 heeded
Ravana was the cause to guess the story by the audience, that he came to deceive Sita
This type of performative techniques can be seen in other theatrica forms also. The
instruments and the action, the poems or didogues favoured to the character. So the
audience understood easily the gtory 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 Jafiyuvu to protect Sta, and this Jatayuvu
remained as messenger to give the information to Raim a aout Sita

In the battle between Vali and Sugreeva the audience understood easily the
story what will be the happening, when Sugreeva cdled Vali for battle.

When small Hanuman killed the Laki r]i, the audience, who were abserving the
screen understood the story that, Hanuman could see Sita. Ravana burnt the tail of
Hanuman. The audience observed screen with curiosity that Hanuman cen do some
harm to Lanka. Instruments dso 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 generd drama forms the difference can be
identified. These puppets are dl 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 red 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 Iblk 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, thet 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 Ganésh 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 insruments fdlow the Gapesh prayer. The
instruments Dappu and plank created vigorous sound and it indicated the weight of
the character. This sound dominated dl the aspects in that scene, and it became the

representative of abhinaya (expression).

Ganésh character acts with smple abhinaya and expresses his wishes with
right hand and shakes the head dightly in dl the fdk dramas> 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 Ganésh. They sing the verse firg and then pronounced word
by word of that verse, by showing the body parts of Ganesh, relevant to the words
with their handstick. No falk drama shows the body parts of Ganesh as a meaning of
the words of verse. This is also one type of action. They praised Garesh through
dialogues, he was firs man to pray, and he was only man to inaugurate the

233



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 Ganésh, Saraswathi stood in second
place. All the performers welcomed Saraswathi. She involves as partner of that play
in al 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 reveded that people
was welcoming VIP’s to their homes. This feding was brought by the performers
with the modulation of welcoming words "Swagatham™ and manipulation of puppet,
Then the discussion was darted by the performers in question and answer method.
She told that she was going Brahmaloka and vigted the performance in the break
journey to wish the performers, audience and the village. The performer expressed
the nandi through Saraswathi. Generaly the fok dramas and dso classical dramas
proposes nandi and prastavana through Nati and Sutra dh ftara™ Puppet performances
adso introduce characters 'Ketigaadu and Bangarakka’ 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 specidty of the

puppet show performance.

Then they introduced Ketigadu and Bangarakka to the screen, who were  the
extra, social and non textua characters. Puppet shows introduce Bangarakka &
1<€tigﬁ(}u_ as humourous characters. These characters are cuqal to the humour
characters of folk dramas i.e. “‘aasegadu” in Vcedhi Bhagavatam,” “Pradhani” in
Y akshaganam,® "Khan ssheb and Bude shaheb "in chindu Y akshaganam.”
Traditional theatre has a humourous character (clown) as assistant to the king or hero
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Py name Vidiishaka™ or Vasantaka,'Y The main purpose of this character is to create
humour by using twisting words, agtions, 100 much eatings etc. In folk dramas of
Telugu, this character is mixed with sttra dhira.’’ In  classical dramas, sitradliara is a
main role with makeup and costumes. Vidushaka moves aways with the hero.
Vasantaka in Toorpu Bhiagavatam®' is mixed characters of vidhushaka and siitradhara.
But this vasantaka acts as madhavi infront of satyabhama as femae role.”> Many
troupes call him as sttradhara. In the Kangundi Kuppani™! Veedhi Nitakam and in
Cuddapah chekkaluri Ram a NzT'lul\'um,('4 it is called as "Buffoon, somc times they call
this character as scvaka. In local dialect it is called “chavakudu” (s‘évakugu)“ means
servant. But these Kangundi Kuppam and Cuddapah Veedhi Nataka traditions have
the sUtradhara characters. This is caled in locd diaect as, Soopudarulu
(Chiipudarulu).® In other Rayalaseema ircas, the clown is called as Gandholi,
Juttupolugadu.®” This is only one character as clown and Sitradliara. This word
Gandhali or _jugupbluga@u generated from the influence of leather puppet shows.
Many troupes of the puppet shows perform the ‘Buyulmiu,"“ 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 Bayaliil’zx or Veedhinatakam performances. They perform in folk drama with
costumes and actions and they manipulate the puppets in puppet performances.
Y akshagaham of Mahaboob Nagar and Kurnool call it as pradhini.”” Chindu
Y akshaganam of Nalgonda and Warangal,”0 yakshagana of Karceni Nagar’* call it as
Buddan kadu and Buddan Khan.

Chenchu Natakam and Bayalata call it as aJIikéd'u.“

All these use this character with double purpose i¢., for Sutradliara and clown.
Juttupolugadu is another name to Kectigadu in leather puppet show performances.
These Kétigﬁdy and Bangarakka are special characters in puppet shows. They were
utilised as siitradharas and also as clowns of male and female. Actually these two
characters are relevant to the Natj and Nut_mgu73 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 al these. The sutradharulu i.e. Nati and Natudu were continued
and converted in to clowns of malc and femae. 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 clc.

They behave al 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

al 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 al 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. He
is the leader of the performance, he is the director of thc performance, he is the
adviser to the public, he is a preacher and teacher. He is a narrator of the story. He can
talk to Kathanayaka, Kathanayika, villain and with everybody. He is a composer, he is
a gap fillup master, creator of humour and he is al in al. The performer who
introduces Kaig"uQU, should have the knowledge of al the above qualities to

manipulate the puppets.

The studied performance imposed &l these feelings through Ketigadu
character and manipulated well to get the success of the performance. The performer

manipulated the KElig’ziQu character from prayer scene onwards and upto the end of
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the performance. The puppet at the prayer was as sutradhara 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 adignified 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 (hc style, action and expression in filling manner of that
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 facia
expression or expression. The method of introducing the Kcligadu and Bangarakka
was in a dramatic way, i.e. the performers announced that they werc 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 likc 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 wMogul‘lgku dand_aland‘i Kélig"ncl_u also used to do Namaskarams to Bangarakka
with bending of his waist and head using the words “Bharyagariki veyi ellunglﬁlu”
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 scenc 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 ctc.

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 thc 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 al the actions of common

man.

The transformation of deer in to Demon Maricha was picturised well like
modern 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 Y ati (Ravana) and Sita converted the climate into soft and devotional
line in the beginning and the puppets expression was aso 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 Rivana (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 it 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 sircastic dialogues and then direct dialogue. Sita
reacted sharply on Yatis's words and questioned how dare he was. Then ten headed
Ravarla puppet was introduced. The entry of the puppet was very peculiar and al the
intruments were operated in high pitch aong with high beatings of Dappu. All the
artistes in the stage laughed at once loudly to support the vigouracity of the RavarJa
Character. The scene alerted the audience in creating the eagerness, anxiety and
enthusiasm to observe the Ravana puppet. The manipulation of Ravar?a by Gevindu
was special attraction. The tone used to express the dialogues for Ravana transformed
in to the vigorous climate and the sounds were produced by dl the artiétes along with

the Gevindu 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. Jatayuvu and the headed Rivana 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, al the percussion instruments were kept silent, to



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 rcal monkey creating humour. To attract the viewers this
Hanuman leaped too. But puppet of Hanuman shown in the durbar of Sugreeva 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 Pranim 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 Vili and Sugrceva, the puppeteers skillful show was
enjoyed by each and every body. That fight was fully shown equa to that of the rcal
fight and the viewers fet that the puppets may get torn out in that severe fight. That

manifests the finc handling of the puppeteers.

Hanuman while trying to cross the sca, 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 bresk 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

Mandddari 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. Hanuman’s fighting with three demons in Ashokavana was
more felt by them as fight between a noble character with three cruelties. While
giving Ramads ring to Sita by Hanuman, no instruments were used. Révar]a‘s son

Meghanadha was also shown as a generous and illustrious character.
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Ravana's younger brother Vibhecshana 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 al these noble characterstics, Vibheeshana’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 that it was because of his virtuous

characteristics.

In sundarakanda in Ramayana, Hanuman sets fire to the wealthy city "Lanka"
in anster to punishment given by Ravana. In this puppet show, this particular scene
looked like the Lanka city realy burning away. A smal stick enrolled with cloth
dipped in kerosene was shown as the tail of Hanuman setting firc 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 aso gained the attention of the
viewers, with Lanka dahanam, the puppet show came to an end and al 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 Sugrceva, before Ravana and in
fighting scenes with demons. Puppets of Rama and Lakshmana also deferred. While
talking to Hanumah in forest on the way to Kishkindha and while fighting with
Ravana in Lanka. Puppet of Ravana with ten heads, was shown with al 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 thc seriousness of the context. One
of the important point noteworthy is that thc 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.

241



With all these specialtics, 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 bronge plates with four inches width, arc called Taalu 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. Kdital.a with eight matras is used mostly in al Ragas and songs. In the first
pitch Tayyaku, Tayyaku, Tayyaku sound was uscd mostly. "Tattadai, Tattadai,
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 al 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 arrongance 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 scc 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, aways aong 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, Sarawathi, Hanuma, Ravana and Lankini this instrument was used

very predominantly.

Tokkuduballa was used according to Cymbals during dances. In fighting

scenes also it was uscd without Tdldlu and Maddecla.

On whole, musical instruments added naturally and expression to al 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 Bangfrakka and
Kétigadu, small characters of puppet show, who boast off themselves, will be made
fun off by Ketigadu. Along with Bangarakka, he will aso 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
setisfy their egos through Kctigadu. 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 kisa kisa budda KCTtigadu,
Keétigadu, Budda Ketigadu. .luIELipBlugﬁd_u, Polugadu and so on. Additional characters
will be introduced as their sons-in-law or brother or son, namely, Thannatunni,
Chinna Kétigadu, Bampadrigadu and so on and negative characters by name,
Allatappa or Sadugullenddu ectc. 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

Kétigadu has come
With both on forehead
he has come to see the
puppet show here
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Sitradhara thanks the Karanam (village clerk or Accountant) first and

PBlugﬁqu, greets him. The sutradhfra bids thanks to the viewers who came to sce the

puppet show including children and Ketigadu also greets al of them when sutradhara

accuses the people who have not yet given donation to the puppeteers. Kctigadu

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 moncy till then.

In some other puppet shows, Bangarakka introduced prior to Kélig“ac_iu, like

this.

‘Bangarakka is coming

with looks charming,

in silk blouse and

blue saree,

and neat make up, -

After this song with action the dialogue starts.

Bangarakka

Oh? after having this villagers
Water, my body is itching too much.

What to do now?

Sitradhzra

“Apply fen and lime together.

It will be ok. (If we apply fen and lime together we get
blisters on body)

‘Bangarakka

No... no need of :1pplying fen and lime for me. They are
to be applied to the people who don’t know to respect
people and artistes like us.

Who deceive people,
to those who don’t give
money to us cven after

our show 7777
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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.

Sutradhara:- Oh Bangarakka ? be it so
now can you please tell us
who is your co-partner now?

Bangarakka:- My co-partner today?

Why not?
He is the most handsome person
And he is juttupoligadu
The people here may turn
Hysterical if they see him once
should I call him here now?
| Sttradhara:- Why not? S

Bangarakka:- Oh my dear hubbys?

Sttradhara:- Hey Bangarakka? There are so many
hubbys here that have come to see the
show? Whom are you calling now?

Bangarakka:- Oh my dear Gandholi! pleasc come here

Gandholi with pungent look and heavy
body:.

(Gandooli enters)

With rough hair combed, pleasc come my dear Gandooli

Bangarakka:-

Welcome my dear hubbys?

Polugadu:-

Prandms to my dear wife, who has tied
sacred thread (taali) in my neck? Pcople
say if we knee down before our wives
after doing three circumambulations,
and break the coconut in respect of her,
she will give birth o babies thrice a year
(like  cow) (laugh in audience)
(meanwhile Bangarakka exits) The entry
chinnapoligadu. . ... J
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Chinna polugadu:- If she takes away her husband whom |
should | bring here
Polugadu:- 'O chinnapoliga? 1 asked you 1o bring |
' some people here 7 You are saying she
has stolen away all them ? please make
it clear whom you have brought?

Chinna P6lugadu:- Reddy, karanam, peda Kipu (all arc |
heads of the village) He takes the names
of all the people, they have already
collected and greets all of them.

Poligadu:- Now let us go now.... Its getting late for
the puppet show.....(They exit)

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 Kcligadu altogether cxcepted
from tax and released decrees also on their names. [n dronachalam village, belonging
to Kurnool District, are of the officials, had honoured the puppeteers and given away

lands on the name of K&tigadu 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 al the other folk formats
like Veedhi Bhagavatam, Chenchu Natakam, Toorpu Bhagavatam, Yakshaganam, and
Chindu Bhagavatam. While introducing the character of Bangarakka, two people hold
acloth 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 Stutradhara starts her introduction.

Sttradhdra:- Now we are going to introduce.
- Co-artiste:- Yes please!
| Sttradhara:- Lady from the eastern parts of our street
Co-artiste Yes please
Sttradhara:- Whose name is Bangarakka
| Co-artiste Ycs please
Sitradhara:- With hair neatly combed _J
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Co-artiste:- Yes please

Sutradhara:- With flowers on her uft

Co-artiste:- | Yes please -

Sutradhara:- a wanton with beautiful butlocks, she is |
coming .

Co-artiste:- Yes please —j

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: Oh this torture of separation? 1 can't bear with it oh god? He is not

coming to me at al how to bear with this torture 7?77

Sutradhara: Alas ?7?7??

At the end of this song dl the percussion instruments were played very

vigorously as an ending to the song.

Rest of the dialogues between Bangarakka, sutradhara and Juttupdlugidu and
chinnap‘dlugﬁ@u, 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, ctc. in
humourous way. Afterwards they appraised Dr.Bittu Venkateshwarlu of Telugu
University, Hyderabad who has arranged their show at Nimnmlukunl_u. The actua
puppet show started here and continued till the death of Vali and coronation of
Sugreeva. Again Bangarakka and Gandoligidu entered into screen and started the
appraisal of Sri Khade Rao worked hard in getting sanctioned the quarters for their
living.

Gandholige“xgm used some good similes aso 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, Kctigaddu was
introduced again to deprade Lankini in humorous way. Filthy language was also used
as a relief to viewers. As Bangarakka entered into scene and besten Kctigadu, the

main show again continued till end.

As dready described the humourous characters are introduced during the
pitiable situations and, violent and war scenes, as a rdief to the viewers. During the
dialogue, the humorous characters, crack witty 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 Gangsh’s puppet

and his dance was very attractive.

Children sa very ncar to the screen. Next to them women were seated. As the
prayer started, men came dowly ad st 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 Bangarakka entered the screen scraping her private parts, ladies
started smiling GandhoHgadu aso entered the screen. Both the characters tarted
dancing, children enjoyed more seeing their dance which was handled by children
only of the puppeteer's families. After this scene one Mr.Konda' Reddy of the village
presented five rupees and mysdf ten rupees, to the puppeteers. Ramappa of
puppeteer's family greeted us both. As he dated 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 dso immeased in it. The dance of Sita, Rama

and Lakshmana attracted the viewers morc. 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 werc 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, thc 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 Hanuma before Rama and 1ts mannerisms attracted the
children too much. During vali and Sugreeva 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 Hcre Gandholigadu
entered into the scene and made fun of Lankini a demon of six fect 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
Gandholigadu. They danced together and the romance between them was seen by the

lady viewers also, without any hesitation.

fhe 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 K&tigadu 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 am of the
show is to attract more and more audience and to gd 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 cic.
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 ctc. The folk artforms have separate
markers of their own for their identity. In Burrakatha, they use to beat the Gummets 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 raga...”devoo” Ayyayyoo” ‘ce’ aar', in
the concluding of the verses. Vantalu (the side artiste) use the words aha, ohoo, ‘0o’

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, ‘ii’, cei’, arc also using as
markers. Before starting the story they usc shanku as their beginning sign. That js 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’ 'aha’ 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, al 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 Gar)ésh 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 al the artistes
welcomed Saraswathi with devotional tone of voice, thc word used for that was
soogatam (swagatam). The voice raised method was different and that can be treated
as marker. Then Ramappa introduced Ketigac!u and Bangarakka. Ramappa was
special attraction for that Ketigadu puppet and praised the local people. He mentioned
social, financial, historical, cuIt'uraI 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 Kctigadu, in the puppet shows.
Ramappa was a master to manipulate the Ketigadu puppet.. If hc comes to the stage,
the audience remember that he would bring hum(;ur through KGligZi(A_m, so, Ramappa
become a marker for that troupe. If Rama come to the screen, the audience, feels

happy, and"thc 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 groupe.
He manipulates at only one incident mainly i.e. entry of tcn 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 Govindu'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, Kctigadu
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 rolc in the tota
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. Kctigadu was a non
textual character and moved with Lankir]i with romantic feelings and these are the
unequal characters in the performance. Thc performer came out in the middle of the
performance to talk to the audience, thc 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 of puppets, in the
instrumental operations, in the instruments, in the singing, in 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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ANNEXURE
TEXT

Tolubammalata Katha - Nimmalakunta (Pradarsinchina Katha)

PERFORMANCE OF LEATHER PUPPET SHOW

andaru

All

stri

Entry of lady

govinda govinda govinda govinda
paramatma kavara narayana

0 rama sri rama naravana

a srirama jayarama n:dyana

a nardyaifa vegara marayani

a 0 rdma jayarama narivana

a govinda bhaktapalana dinavana

0 - 0 Rama Srirania Narayana o rama
a mahatéja sundara narayana

a jagajjéta srirama narayana

b QR

=

tarigitakadi - tarigitakadim -
tarigitakatom

Govinda Govinda Govinda Govinda

Take care of us! o heavenly spirit Narayana

O Rama, Sree Rama! Nardyana

a Sree Rama Jaya Rama Nardyana
a come quickly Narayana

a O Rama Jaya Rama Narayana

a Govinda the devotee protector, and the oppressed

a O Rama Sree Raria Narayana

‘a The mighty shining beauty Narayana
a creator of the Universe, Sree rama Narayana
(aa! Aa! Instruments of the second speed with

rhythm - tarigitakadi, tarigitakadim
tarigitakatom)

- - (T with tune.
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Purushudu

Male

Stri

Female

purush

Male

Pradhana gayakudu
(pra.ga) :

Main singer

Vantalu

Side singers

Pra.ga.

tondamungkadantamunu

torapu bojjayu vamahastamunu
menduga mroyaganu gajjelu
mellani clipulu manda hasamun

o wvn wxn w L S

(poem in praise of vinayaka)
aa....aa. ...,

tattadai tattadai tattadai

gana nadha brovavayya
gana nadha nivu

Gana nadha, have mercy on us, Gananadha

gananadha b-ovavayya
gananadha nivu
vegamammu brovavayya
gananadha

Gananadha, Have mercy on us,
Gananadha .....

Gananadha take care of us guickly . . . . Have mercy

anaséyu nakunella

gananadha nuvvu

n i tondamunu valatu

vighné sa ninnu

(rendo kalam 16 vadyalu, talam,
maddela veganni andukoni)

A e 88 L —
dhimita, dhin ita, dhimita,

a hahahahaha. ¢ raayyamari

your whole being is a great liking to me, you
gananadha | admire and long for your trunk

o Vignésha

Main singer



Kathanayakudu
Main story teller
Stri vanta

Female story teller:
ka- na

M-S.T.

Strivanta

ESsyh.

Ka. na
M.S.T.
Stri.vanta.
F.S.S.T.

Ka.na.

Strivanta

F.S.S.T.

(here the instruments, the rhythms and the
drums take up good speed)
aa...aa......aa...

dimitha, dimitha, dimitha

a hahahahaha ...whatthen sir,

€ vinayakudu

this Vinayaka

aha

natakamunaku prarambha dharudu.

He, who begins this story

aha

Haniki peru stotram jeyalante

If we have to praise him by name . . . .

cala poddu povucunnadi . ikkadunna Samacara memanaga

May take time, since . . .

It's getting late ... now ... we go straight to news of

this place . . .
aha..... (3)

a ha ( 3 times)
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Kana. : Esvarésvara sri hara
sankara candrasékhara.

M.S.T. 3 ‘Ishwaréshwara, shrihara, shankara
chandra shekhar (praising the diety by different
names)

Strivanta : aha

F.S.S.T. : aha.....

Kana. : a candra sekharundagau

M.S.T. : hey ... chandra sekara!

Strivanta : s oo

F.S.S.T. ; - £ (e

Kana. : a tringtra dhaariyagu

M.S.T. : three eyed incarnator

Strivanta. ; -

F.S.S.T. ; a8

ka. na. : a visuni kumam'anjl.l vignésv:-lm(_lu -
lyanani munduga stootramu
j€yucunnamu,

M.S.T. : this god's son is vigneswara, ....

now we are praisier him first,

Stri.vanta. 3 aha
F.S.ST. : aha....
ka na ! a kaildsamulo aduta

padutu stotramu j€yucunnamu



M.S.T.

Stri. vanta.

F.SST.

Ka na

M.S.T.

ka na

M.S.T.

pu. va.
Male side story teller:
Ka na.

M.S.T.

pu.va.

M.S.S.T.

Now .... In heaen ., singing and dancing .,
we applance him ....

a ha, kani

(pata)

mahésvara mahésvara
ra ra mammula brova

aha....so...

mahesvara mahesvara

rara mammula brova

(Instruments were beaten in 3" speed)

dhimita dhimita dhimita

dhimita dhimita dhimita

Maheswara, Maacswara (God O God)

come .... and be kind o us . ..

(here again the instruments, the rhythms

and the side drums playe  with incrcascd third speed
dimitha, dimitha, dimithg

dimitha, dimitha, dimithg

ayite ... prardhana
I vignesvara stotramu kavincinamu

okay, okay .... this v'rgné-swara prayer ....
we praise him '

davunu
Yes, Yes.
Kabatti,

Hence.



Ka na

M.ST.

Pu.va
M.S.ST.
Kana
F.S.ST.
Pu.va.

M.S.S.T.

Kana

M.S.T.

Kana
M.ST.

Andaru Kalisi

All together

Kana

M.S.T.

Stri.

natakaniki prarambha karudu
vignesvarudu.

We begin this offering prayer to vigneswara ..
He is the beginner . .. ..

A sianen
taruvata

Next ...

Sarasvatidevi Prardhana Kavinchandi
(Sarasvati prardhana, Stri-Purusulu)

Now we pray Goddess Saraswati.
(Goddess saraswati prayer by male and female)

taitatajjana tajjana tata .....
Hai, ta tajhana tajjana tataa . . . .

svagatam, svagatar 1, svagatam, svagatam
svagatam, svagatam, svigatam, svagatam

Welcome, wlecome, welcome,
Welcome, wlecome, welcome.

dhitta jhanatd dhitta
dithaa, jjhanatha, ditha

radayane bhamaradayang
radayané bhamaradayane
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Female

Anadaru kalas

All together

ka.na

M.S.T.

Stri. vanta.

F.S.S.T.

Ka. na
M.S.T.

Stri. vanta.

has not come, the women,
(relating to goddess Saraswati)
The women ... has not come, .....
.... has not come ..

Sarasvatibhama

vedukajuda "Saraswati"
rada yan¢ bhama radayanc

radayanc bhama radayanc

sarasvati ; bhama veduka juda

sarasvati; bhama véduka jida

tatai tata tadhimita tadhinita

Goddess saraswati

has not come to witness the show ... "Saraswati"
Goddess saraswati has not come to witness the show
(The rhythms including the instruments again

played on the second speed)

tha ttai, thaa tha, thadhimithaa

thadhi mithaa

amma | kkadi koccinavaru evaramma talli

Oh mother ... do your know who have come to this
show ... (to the F.S.8.T.)

balaka - ! ikkadikocainavaru evarani
ceccarincucuntiva

oh. littleman ... you want to know .... 7
who has come here!

Yes

brahmanta, prajapat, pitimaha, a a
bramahad@évuni bliryayagu nadevi bharati devi



F.S.S.T.

Kana

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.ST."

Stri.vanta.

It's my goddess, ... Bharati Devi, ....
wife of God Bhrama, Brahama,
the creater of this world .. the lord of people. .

€ vamma

Lee .. lady (as if set, enquiring to the lady was able to hear
him)

d

Yes, Yes

S risti karta yagu bramhadévuni pattampu
rani yagu nipéru bharatidévanaga,

sarasvati dévanduratalli 7.

Bharati devi, you are known to as the wife of the
creator of this world, Brahma. Is it
right that we also call you as Saraswati ...

avunu.
Yes.

indulo ragatambemo ceppavamma
What is the secret in it. tell us ....
© roju Jaragabovu katha emanaga

Do you know, .......
the story going to be told today? ......

aha aha ...

Sundara Kandamu lanka dahanamunu, _cﬁt;i mukti
pondincutaku (va : a), balabalikalaku (Va:a) gramaniki
abhivriddhi ceyutakai miru prartincaga memu vaccinamu.
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F.S.S.T.

ka.na.
M.S.T.
Stri.vanta.
F.S5.T:

Kana.

M.S.T.

Stri.vanta.

F.S.S.T.

Stri, purusulu.

(Male & Female) :

To perform Sundarakanda, lankadahanam .. cnable you
to attain mukhti" .. also for the development and welfare
of this village ...... on the request of the villagers we
have come here today ... ....

mari cccul.iki bovucunnavamma 9

Then ., where you are going .. my dear lady ....
nenasalu bramhapatnam cerucunnanu

me ... on the way to the Brahmapatnam

a! brahma lokamu veltunnava 9

You mean to say on the way to Brahmalokam ?
Ve}}irﬁmma ?

e lBtMEgo . 7
(song followed)

(Pita)

mampahi

M jaya janani

mammele”

ma jaya janan ... "mam"
mampahi mam jaya janani
mammelé€ jaya janani
varavina pustaka pani

mampahi .. ... (second speed)
takitata, takitata, tekitata,

Show .. us ... Mercy!

oh mother .. my mother; our well wisher,

show us mercy :

Supported by vanta saying ‘mam' at every stanza ......
the song highlighting the greatness / kindness

of the saraswati Continues In second speed,
takitathaa, takit‘atha, takitathaa,
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Kana
M.S.T.

Pu. va

M.S.S.T.
Kana

M.S.T.

Stri.vanda.

F.S.S.T.

Ka na

M.S.T.

Pava

M.S.S.T.

Kana

M.S.T.

Stri. |

Female

vighnésu prarthana gavincinamu,
Az ?

We prayed Vigneswara ? ... aa ...

‘a! sarasvatidevi prarathanagavincinamu

aa..aa.. we ... alsoprayed the goddess Saraswati.
ah?

aa....ha.....

Kabatti i natakaniki prarambha dirudanaga juttu
poligadu, bangarakka.

So.. now.... to begin the story here comes
Poligadu, Bangarakka ....

a & turpunati cinnadi, a ®bangarakkanu
kasta 1laguna pilavandi

Oh little lady! just call once ... here ... Bangarakka..

a bangarakka ¢la vastundante
acvedi ? kasta avidham ceppandamma ?

Bangarakka! is on the way .... do you know how is
she coming ...... just describe the style in which she is
coming ....... ?

taga didi madanaa ....a ...

This is not the manner you do it ....
madana ? aa ......
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Stri.vanta.

F.8.5.T.

Ka.na.

M.S.T.

Pu.

Male.

Stri.

Female

Stri.

O Yamma O Yamma O Yamma

silly . silly .. How silly, (in second speed)
ad ....ad ... 22 ... (Second speed)

tarigita takkataka dirikita~takadiri kitataka
tadiginata tadiginata tadiginata
(pata, iddaru kalisi daruvu)

tala lecnamma virahamu, talalené virahamu!
O yamma netalalenamma virahamu
vaddake radaye

vaddake radaye

tarigita, taakkataka dimikita_takadiri Kitataka
tadiginata, tadiginata, tadiginata
(song-both together)

I cannot bear this parting...., cannot tolerate this

seperation ...... (continues like this telling about her
&eparation in a romatic mood)

Poddaté balamayc

You were Okay in the morning .... what
happened to you now?....

O Yamma virahamu
(Second speed)

(T1] 1}

Oh my lady .. this distance ... from you ....
This seperation you ..... (In Second speed)

ne tala lenamma
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Female

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri

Female

Pu.

| cannot bear it any more
aa ... (with only instruments)

tarigitathadha, tarigitathadha, tarigitathadha
(3 times)

O yabba! O yabba! anna

Oh. dear ... ohdear....dont be silly ....

nadehamanta nasariramanta
bale jilekkutuvundanna

all the parts of my body are itching more and more.
élamma elammatla 9

Why is it so ..... How is that .. my lady ?

&monna ? i gramamiz ni“!]ulrﬁ‘gagﬁnc

Don't know ? but immediately after drinking water in
the village.

na tala, mola, dehamanta egabetti gikina
jila paledanna, nimmala kunta nillu tigagane.

My head, even my entire body did not respond to my
... attempt to stop ... still itching ..... still itching
after drinking water in Nimmalakunta,

emama nimmala kuntalo (2) a kotta boringu nilludgg;



Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Oh my dear lady ... do you drink

water in any new bore well in Nimmalakunta. ..

e mo? kotta kaluva nillo
kotarsu nillo tagetalikemo egabetti
gikina poledanna. Jiletti a

don't know, the water brought
from a canal .. or from the quarters ....

but atching is not controlled ... still itching me.

amma, i nillatlantivi kadu mana gavarnamentu
vallu makedo adarana sesi

O my dear lady, this water is not of that
type, Govt. have helped us .. a lot to
have this borewell

aunanna

its true .....

makento ... gramastulu, nimmalakunta lo gramastulu

Villagers of this village .... Nimmala kunta. also...

aunanna valla adhvaryamulo, .... sahayamuto

Yes, .. you are true. with their help and support ....

sahayamuto a vallu kaiuga jesinaru.

with their help only they have provided that they....

aunu
It's true ....

a n-i-_llu atlantivi kadu
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Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Therefore the water is not of that type....

kabatti sarira prakrti valana ¢mo kabatti nivokka danive
vunnava? ni mogudo ...

May be because of your body constitution you are
complaining Wh€y e (s your husband ....

ayyo, nak'?dukadu, jodukadu, ventakadu, anta
muggurunnarabba naku.

Oh my goodness, heis = of my age,
my companion, the one who
goes with me... | have in all three people with .....
evaramma vﬁnipé(u
Oh my dear lady ... would you tell us his name ...

nana kasturi militamaina gandhaligadu

His name is gandholi, the one who has all the
fragrance in him ?

gandholigadu ?

gandholi (is he that fellow)

Yes, Yes.
vanni juttupoligadu antare?

Is he the same man .. Whom we call
him Juttu poligadu?
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Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri

Female

Pu.

Male

Stri.

Female

Kalasi

atadu na penimiti

Yes, he is my husband.

oho vaniki arjununakunnatlu padi perlu vunnaya?
Does he also have ien names like Arjuna ?

aunarna

O my dear lady ? will you please call your husband.
Pillipistanu

...... certainly.

Pilipiyyi

Call him soon.

pilipistananna, o ...... rara sami gandhol] ;
rara sami gandholi rara sami.
(talam maddela prarambham, pata prarambham daruvu)

will call him ... anna (brother) - oh my husband,
come on .. come on ... gandhgli ;; come on .
gandhdli oh .. my dear master

(the song starts and the instruments follow ...)

rara na gandholi
ravu elara

rara nasarasa kinka
ravu € lara sami
tapaminfkatalalénu.
hai

tapaminka talalenu
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Together

Stri.

Female

Pu.

Male

Stri.

Female

Pu.

Male

Stri.

come on .. come on ... my Gandholi.

why are you not coming "Come on ... come on .."
Come on dear .. come nearer

come to me soon my master...

| cannot bear your absence....

Hai

| cannot bear it anymore "cannot bear"

4 rara na sarasa kinka
ravu € lara
tapaminka talalenu.

faa mas

come on dear, come to me ... nearer ....
why are you not coming, | cannot bear your absence
any more "cannot bear"

a rara nd sarasa kinka ravu elara
muktayimpu
tadhimi tadhimi tadhimita

come on , come on , come nearer to me...
why won't you come

(chorus ......

tadhim! tadhimi, tadhimitha)

o0 ramappa!

Yeh, Ramappa (calling by name is a tone like saying
Hello Ramappa)

Yes

idigo judu napenimitlu entamandi undaro
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Female :
Pu.

Male

Stri.

Female

Pu.

Male

Stri.

Female

Prekéibakulato okadu:

A person from the:
audience

Pu. :
Male

Pu.

Male

Stri.

Female

Pu.

Male

look here, how many husbands | have ?
amma calamandunnaru gani.....

Oh my dear lady, You have many, but ...
antd penimitle?

All are my husbands

ayite i gramani kocci

so having come to this village ....

bale sosabufti -i-nzI_cJu nagum boyi

totally exhausted and ....

ramanna ramanna ido rapayalista naperu

jaduvu (konda reddi)

Ramanna, Ramanna take this money .....
read out my name Konda Reddy

a mahanu bhavudaina ......
Any other .....
Varahiluda ......

Is it varahaludu ?
emmava ? emmava

What uncle .. uncle .....
(calls him as 0 mava, o mava)

O mi Yekka! padu

(Please wait, | have to read out some thing)



Pu.

Male

Stri.
Female
Pu.
Male
Stri.
Female
Pu.
Male
Stri.
Female,

Pu.

Konda reddi tana peruto
ba,_humatigﬁ anté a ... taraka
sudhakara, bhaskara modalaina
iruvadi Snugulni (chettdisi ?)
mosinatti a tarunakulabdi
somudu (a) dhanyudu .......
niku prasanna mainat|u

(a) a konda reddi tana peruto

Konda Reddy is giving a presentation on
his name like that of taraka sudhakara
bhaskara (names of gods) who with his
(their, own hand(s) has lifted up upto
twenty elephants that god will be pleased
with you .... and konda reddy is presenting
on his name.

tanatandri perutd.

(intervenes and says)

tandy, peruto

In the name of his father.

tandri peruto kumarudu cadivineinadu

He has given this present on his father's name.

ayidu répyamulu

Five Rupees.

Viranarayanappa kumarudu Konda reddi
Veeranarayanappa's son Konda Reddy

a konda reddi atani peru digaddesamulu
(viramamu)
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Male

Pu.

Male

Vanta,

M.S.S.T.

Pu.

Male

Vanta,

M.S.T.

Vanta

aa (Yes) Konda Reddy's name will be heard
every where now.....

O re alluda oka visayam

Listen to me, son-in-law,
| have some thing to tell you.

¢endi mama ?
What is it uncle ?

Tgr‘ﬁmmam lo yavanmandi cuse natkaniki

erpatu cesina varu evaru ani.

(Venukanundi mana apisaru venkateswarlu garu
iccarani aidu rupayaiu chadivinchandi)

Do you know who has arranged this play /
(to be seen by the entire village?)

for the benefit of the entire village ?

(from the back a person gives five rupees to
be read out as given by officer venkateswarlu)

idigo mama, i gramanili
(afisaru Venkatesvarlani cadivincandi)
kadu mama idigo.

Look here uncle, for this village
(read out the name of officer Venkateswarlu)
No uncle look here .......

ide callani samayamandu mamanu samharinci; marokka

mama (bhali bhali bhali)

grava manaci inkonka mamanu
radducési, mundoka mamaku
atmabanduvai maku dhanyataniccu
maniaku mama yaina a paramatmudu
variki prasannamayyedin ide
ramayana katha yandu (aumania)
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M.S.T.

Okaru
Some one

Vanta,

M.S.S.T.

Stri.
Female
Vanta.

Side story
performers

Pu.
Male .
Stri.

Female

} :

What a controversy, this very moment

another uncle has come to supercede

the another uncle.

(fine fine fine) / Excellent, Excellent, Excellent
This uncle has come as our divine guest,

tarnishing the image and pride of another

uncle, May the almighty who is the uncle of uncles,

grant him his favour and be pleased with him...

In this very story of ramayana
(Yes Uncle),

Hyidarabad
(Called out the name) Hyderabad.

mana bhagavatulaku cadivincinatti
hdarabad ayina tclugu visvavidydlaya
kendram lo unnattimahanubhkavudainatti .....

Person who contributed for our show today
s from Hyderabad ... from Telugu University.

Venkateswarlu
Venkateswarlu
Venkateswarluku vari kirti yella

Let the greatness of Venkateswarlu be
all around ......

Venkateswarluku Ja'.
Venkateswarlu Jai
Idugo vari tallidandrula peruna

in the name of his parents
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Vanta.

S.S.T.

Pu.

Male

Vanta.

S.S.T.

Stri.

Female

Pu.

Male

Stri. -

Female

Vallanna d@nmulu, bavamarudulu paiki mari
paidebbaga vundalani

Let his brothers and brothers-in-law be
greater and rise up than any one else.

Yes, Yes.

idigo inka mahanubhavulainatti varu
i yacakulaku cadivincina variki

jai jai dvanamulu galigi danakanaka
vatamulu galigi gali meédalugaligi
ghanamuga vardt.ilii, annadammulu
ayusvantulai, bavarnarudulu
bhgyavantulai

Look, may all those who have contributed to this
divine performers be richer with all the health,
wealth and assets of buildings and be fruitful,
may their brothers and brother-in-law live

longer and be richer .......

avunu, viri sampada aneka sampadalu galigi
(a) abhyudayam galugu

Yes, Yes. May all their wealth grow and may
they become richer

ntrellu variki kaligi, niitapadelJumaku galigi

may they live one hundred years and may
we have one hundred and ten years

inka nfita padellendu kGyiniku

You fellow, why do you need those ten
extra years ......

277



Vanta.

Side performers

Stri.
Female

Pu.

Male

Vanta

Side singer
Pu.

Male

Stri

Female

Pu.

Male

Vanta

Stri.

Vari

their,

Vari kirti

Their fame.

O ralludal

Hey son-in-law

aem mava

Yes, what uncle.

0 atta, o ménamava

Look here mother-in-law, look here father-in-law.
emi emarra

What, what is it

ayite natakamu Ettunnamugani,

natakamu kala karulanu cupittunna

varu malianubhavulu varutini

No doubt we are performing the play

but we have not mentioned about the great people
of the village who have helped all of our artistes
i gramaniki manamupotamu

1 gramamu lo ayite ayite mari

anna samraksana, mana samraksm] a,

go samraksana gavincl natti, malianubhavulainattj,

kapulu kaligi vundagane, kapuralu ceseturu.

Oum mava



Vanta : Kapatulaku, velpulaku, bhupatulaku
kape kannatandri, kandré manaki pradiianam
nagalibattina, pratiraitu giida manaku
ento satkarincindru gabatti,
(Venukag@la) (Kukkala arupulu)

S.S. : The landlord is in fact the father of all the other
groups of people of the land. The farmer who has his
plough in his land has also cooperated with us.

Vanta : a telugu kendram lo vllu kalasi ...

S.S. : together with the people of telugu kendram

Pu. : makikkada program iccinru. a programanaga
....... i matakamu emi anté sundarakanda anu dta
adutunmamu

Male : have given us this programme. This programme

means, the play sundara kanda from Ramayana,
which we are performing here today.

Vanta : anduke mama, panditulaku pamarulaku
anandam kalugajese 1 tolubommalata
Sri Krisnadevarayala kdlamu nund_i ekkuvaya
posimpabadinadi

S.S. ; The puppet show has been enjoyed by the educated
and uneducated ever since the days of

Sri Krishna Devaraya. That is why even today
it is being patranised.

Stri. ; endi mava! Sri Krisnadevarayalu paripidlana 1ona

Female : What is it uncle ?
What is there in Sri Krishna Dévaraya dynasty,

Vanata : a

S.8. : aa.....
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Stri.

Female

Vanta

S.S.

Stri.

Female

Vanta

S.S.

Stri.

Female

Vanta

S.S.L.

Pu.

Male
Vanta

S.S.

Pu.

Male

Vanta

abba! purvamu natide nantanfania!

Oh my goodness, it is ever since the
ancient days - uncle,

atuvanti kala kSI[:IiCi potunnadani ceppl,

The glory of this art is becoming slowly fading out.
ksininci ante?

fadingout means

5:';1[;? mulaku padipoyindatta.

It is being pushed towards unnoticeable corners

cvaru cudaka, patincaka idi evuriki
kavatl&dule mama Pata kala ani.

Since nobody is interested in watching or

maintaining it, this is being forgotten ....

uncle, only because this happens tobe an old art form
kadu kadu.

No, no, it is not like that .....

kiadu kadu niku teliyadu,

No, No, you don't know ....
adi etlantg!

Do you know how is it ?
diﬁmllo saram nikudeliyadu, padyam artham ayite

You don't know the essence of it,
if you understand the poem .......

atla kadule mama!



S.S.

Pu.
Male

Vantana

S.S.

Vanta

S.S.

Stri.

Female

Vanta

S.S.

Stri.
Female
Stri.

Female

It si not that uncle.
anandanguntadi
You will enjoy it.

mama!
....... (vivadam)

Uncle (in a serious tone, there is some arguments
about this)

palani ..o adé govunu saki palu Pindi, palu kacit¢
Emavutundi ?

do you know what would be the outcome, if
you have a cow of your own ? How would
it be if you milk it and boil out the milk?

perugavutundi mama! perugunu cilikit€’ emautundi?

it becomes curd uncle, what would come if you
churn out the curd.

a yennapisa laguna ()
i sinma pradarsana {a)
tolubommalata nunce layarayindi.

yes like the butter, yes like that, film
production of today has come out from
the puppet show.

ayyo!
oh, is that so ?
ayyo, anduke evarupatincalekaenakkabadipoyindi.

What a pity, since no body has maintained
or looked after, it has lost its charm.



Vanta

S.S.

Stri.

Female

Pu.

Male

Stri.

Female

Vanta

S.S.

andukosamani, i ks?uincipﬁyina}@i,

i kalanu, mana prabhutvam varu cepattinanduku
variki madhanya vadamulu, Samarpincuti, sarakaru
variki jai!

Just because of that, our government has
come forward to sustain this dying art form.
Thanks to the government and all praises for
those who are helping to reviving it.

mamd! purvikulanta undiri (a)

tombai yamadabdyi tolu bommalata!

aravai yamadalu boyi dvula pabbam

ctidala ani, itlantivanni koscanlu estavundaraye

Uncle during the period of our fore-fathers,
people used to go even ninety miles for

the puppet show and sixty miles for the cowsshow
rare but they never had the tendency of

posing questions like this.

emante, niku n¢nu duddubettl
kanakostantini poddu nake evakke standave ?

It appears, that since you have purchased
me with your dowry you are gossipping all these
unnecessary things.

andukéna mama!

(you have righly pointed out), it is
just because of that

anduke mana telugudesam (a), ayitc
varakatnam raddu kuda cesinaru! (a)

It .5 only because of this (another S.S. says

"Yes") our Telugu desam government has
banned the dowry system
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Pu.

Male

Vanta

S.S.

Pu.

Made

Vanta

S.S.

i poddu sundarakanda
nataka pradarsana ayitundi.

This evening we will have the play and
performance of sundara kanda

ramayanam lo cnno kandalu unnayi kabatti,
Balakandamu, ayddhya Kandamu, kiskindha
kandamu, sundarakandamu (a), Yudh:xkﬁ‘:u}atllti
anu l('&nd'amulu, modat‘i natakamu

maha sundaranga untundi Kabatti,

i dinamu sundara kandam prarambha mayi tundi

In Ramayana we have many parts (Kanda's),
such as balakanda, ayodhyakanda, kish-
kindakanda, sundara kanda (Yes, 'S.S')
yuddhakdnda etc. Since our first

days play should be very much enjoying.

we will start today with that of sundarakanda

a modata Rama laksmanulostunnara ?

Can we see now Rama and Lakshmana coming
in the first scene?

Sri ramalakshmanulu .......

vanavasamu vastunnaru. a maya I&di,

sitapaharanamu, vili sugreevula yuddhamu,
anjaneyasvamula varu ayite samudramu

dati, lanka puramu ¢cri, sitadévi kshémamu,

ramuniki ceptadu. i katha itcrapai

jarugutundi. Kani, (a) endaro mahanubhavulu,
andariki abhivandanamulu svikarinci katha bigin céyi!

Sree Rama Lakshmanas coming to undergo
Vanavasam. The (magic) deer, the kidnap of sita,
the war of vali and sugreeva - the crossing over

of the sea by anjaneéya and coming over to Lanka,
he is taking back the news of the welfare of sita

to be enacted in this episode. But before that, there



Preksakulalo okaru ;

A person from the:

audience

Stri.
Female
Pu.
Male
Vanta
S.S.

Stri.

Female

Ka. na.

The main story
teller.

are many great people who are to be acknowledged
first by us. Therefore first acknowledge all
those and begin the story.

Katha kaniyyandayyoy! Pogadtalu thlﬁ
(viramama) Vadyala sruti

You fellowslyou first start the story -
enougjis enough, stop all these appreciations.

(Small Break) Setting instruments for Sruti on stage
s oy | Boue
aa aa..... aa.... (tune)
ma yanna.
Oh! My borhter.
Sri rama
Sree Ramal

Sri ramalaksmanulu vaccirapudu
ramalaksmanulu vaccg sita a bhamatoda

"rama"
R N T I
(rendo kalam lo vadyalanni muktayimpuga
"taita taita tailata -" ani mogutayi)
Then came Sree Rama, and Lakshmana
Came with sita
aa .......... (tune) (the instruments in second

speed invariabaly sound Haitha, Haitha, Haitha thaa)

Laksmana!

Lakshmar;.aa ......



Vanta : annaya...... AT ciouiess AHNAYR . . v

Side story : brother . . .. .. your highness . . . .
teller brother......

Ka na : ghdra aranya prantambuna vacci

M.S.T. : The one in the middle of the thick forest.
Vanta : aha.

S.S.T. : aha (is that so ...)

Ka. na : i yokka pancavati tiramuld,

M.S.T. 2 On the shores of this Panchavati.

Vanta : aha

S.ST. : aha (how beautiful) ?

Ka.na. ; Chitrakuta? Parvatamupaina T_panchava}i

tiramuna nivasinchitimga

M.S.T. 5 aha

Ka.na. ; anna indulo santosamuga iccata enta kalamaina
pravartintumuga

M.S.T. : brother we can live and be happy
here, as long as we could wish

Stri. ; annaya! entakalamaina pravartana ceya valasindenuga
raghava

Female : brother, whatever may be the fate....

we have to prove ourselves, is it not?

Stri. : Pranesvara a mrugambu enta vintaga nunnadd manthara

Female : my sweet heart, look at that animal,
how strange it is?
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Kana

Stri.

Female

Kana

Stri.

Female

Kana

M.S.S.T.

Vanta

S.ST.

Ka.na.

Praneswari

Prangswara a mrugamu enta vintaga raunndae.
oh Dear! See! How beautiful is this deer.
mrugam (Sruti for coming poem)

dehamellanu vintacé t¢jarillu
kommu landuna manikya kovalanaga

prancsvara (aha) dini andamu cudaga
manassento anandincu cunnadi

dinini patti tecci mana kutiramu yandu
uncna enta vintaga nunduno kada?

etlaina patti tecci na kdrke tircumu nadha 9

Oh, My dear, yes it is so strange .....

shining with new beautics ......

Its horns looking like diamond curlings

aa..... aa..... aa... (tune) ohmy dear ....
my heart is full of unknown happiness ........
admising the beautv. If we could have it at our hut
how beautiful it would be ? why don’t you get it
to me and fulfil my desire ?

Sita ? pranesvari ? 4 ledikai ni vinta kéravalayuria ?
(a) ? avasyamu niajna prakdrame a lédini
bandhinci tecci i kappagincedanu! laksmana!

Sita! my love, you don't have to request so much
for that deer? | will certainly obey your order and
get that deer for you. Lakshmana! ... where are you?

annaya!
brother.
vadina korinadi. a ledini pattiteccutakai

nenippude povucunnanu, mi vadinanu
bahu jagrattaga kapacumu.



M.S.S.

Vanta

S.S.T.

Stri.
Female

Vanta

S.S.T.

KaNa

Your sister-in-law has asked for that deer. | am

going to get it, until then please take care of her.

agrajﬁ! nayokka vinnapamu vinumu.
AHNR e s e B sursein sowmone

na vinnapambidé€ vinnavintu
sadutaramaina mrugamu kadu telupa
danuja maya karaname dharani nadha
saramarayaka vetada talapa valade

His highness! please listen to my plea once...
(in a bit of poetic style) brother .......

| feel that the animal you have seen is not

that one to be reared as you are thinking about.
It is only due to certain magic phenomena
appeared like that. My wish is that please

don't think of hunting the same.

(Sita) e B s A i
(Sita) ;|- B (-1 - - [

anna srirama ? 16 kamuld deévasristi
anagi! @ yokka brahma dévuni srigt
yandaina, inta citramaina mrigamu
vundalédu kada! idantayu dhanujamaya
karanamuga docucunnadanna

Sree Rama, my brother!

The creation of the universe is by brahma and
it is rare to find such a wonderful animal.

It is looking on tricky and magic creation

by some one.

laksmana! nivela sandehincedavu)
nikkamaina mrigamaina patti teccedanu
raksasudaina naghora sarambulagéta
pac.‘!agogtj'i-tz'lpzlsula1 a ceranta vidudala
kavincedanu. Na agne! maru matadaka
mi vadinanu kapadumu
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M.S.T.

Vanta

S.ST.

Stri.

Female

Vanta

SST.

Stri

Female

Vanta

Stri.

Female

Vanta

Lakshmana why are you doubting like this.
Even if it is the strangest and strongest animal,
| will certainly go and catch it. Just you do
whatever | say and protect your sister-in-law

annayya! nimiatanu javadatutdnaamma talli?

Oh my brother! | will not disobey your orders?
will | ...

lakshmana ?

Lakshmana ?

podamu ravamma pancavati tiramulo.

Come sister-in-law! let us go to our panchavati.
mahiabhagyamu laksmana!

(terapai sriramudi véta mrigamu parugu,

danini sticistu dappupai caltivadyam mrogutundi)

(Venukanundi)
ha! Laksmana, ha! Sita,

It's a great previlege Lakshmana

(on the screen we see Sree Rama's

hunt for the deer and its running. This is
performed on the speed beat up of the drum
from behind) haa ! lakshmana? Haal!

sita (the screaming of Rama)

amma!

mi anna kédo dpada kalinginatluga nunnadi

It seems that your brother is in some danger .....

talli ? amma ? agrajundagu ma annagariki
a padé galigina mullokamulu talladillava ?
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a naksatramulu jalluna rTlava 9
éuryaq&ndrﬁ'du]u tgjo vihinulu kara! amma
ennati kaina evado dusta raksasudu,
madyanu pacarincu takai an.i;u

palikadu. talli koncamuradillu.

S.S.T. : Oh my mother, ... mother.. if any thing happened
to my beloved brother will there not be a shake up
the three worlds ..... the stars would not stick
to sky.... the sun and moon will lose their nature.
No. no it seems that some demon has ploted
| S it is absolutely unbelievable. The
utterances are suspectable word. You please
don't get distrubed, wait......

Stri. : laksmana! a danujula miyalace cikki
miyanna enta ikkattulu cendend, €
apadalo yunnada dtondaraga poyi nivu, raksimpumu

Female y Lakshmana, your brother is certainly trapped
in to some trouble and may be in some
danger - please go and save him soon.

Vantam : amma uradillumu talli. ma annaku ¢ apada
kalugadu. evado dusta raksasudu mammulanu
pariksincutakai 1 mata matadadu

S.S.T. : oh mother, please don't get upset.
my brother wil not face any problem.
some devilish monster has planned
this plot and uttered this word with some

ulterior motive.

Stri. 2 ET laksmana ? bharatuni tammudani
namminandulaku rajyambapaharinci mammula
nadavula paradGlenu. Nivu mitrunivale
vacei satrutvamu sadhinga nencitiva?
¢i? ni mokamminka cudaradu! pommavalaku.



Female

Vanta

S.S.R.

Ka.na.

M.ST.

Stri.

Female

You go away from me Lakshmana . . . . ...
because we believed Bharatha as brother
that he has snatched away the kingdom
and made us to live in these forests.

You have come here as our friend,

but you are reacting to be a real enemy?
Oh get away from me, | don't even want
to see your face.

harthari ? Sriramachandra. talli talli
aritine anukunna ? bhiita préta

pisEu;a brahma riksasulé niluvugaka,
a suryacandrule saksyamugaka, amma
uradillumu, ni mogudu Sriramulavari
kadaku povu cunniiu.

(ravana pravesamu natudu maradu)

Oh My goodness. my lord Sree Ramachandra .. ...

Oh lady mother, you may think in any
manner .... Let all evils may come on time.
Swear upon such to moon, do get upset,

| will go to your husband Sree Rama,
(Here we see the entry of Ravana

and the change over of the actor)

Harahara Mahadeva ? sambhosankara!
satkula katakasrma bhuvati_bhiksﬁmdél}i!
mata annapurnesvari !

harahara mah@déva! sambhosankara!

Hara Hara Maha Déva, Shambo Shankara
(uttering the names of god) the merciful of

the good people ? alms for the beggers ?
mother annapoorneshwari (mother of food)
hara hara maha déva ? shambo shankara . . . .

yatisvarid! Rammu. kurconnumu. vyi
asanamunu alankarimpudu mahatma.

Welcome to you great saint. Come |
please come and sit on this dias . . ... mahatma
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Ka na : Sundari mani! purusulu léni samayamuna
atidhulu, parapurusulu grihamunundaradu.
ide maryadalu kadugani, tvaraga
bhiksam vésina nénu poyedanu. ayiand
ni vevaravu ? ekantambuna nivuontariga
nundutaku karanambtmi ? (a) ni
peredi ? ninnanavaratamu sukhince
purusundevadu ? (a) ni katha kramamb@do
ceppavé induvadana.

M.S.T. : Oh beautiful lady - it would not proper
on my part come in and sit,
when your husband is not at home. | am
not expecting all kinds of formalities,
but please if you throw me something as
the alm, (for this beggar) [ will go away.
By the way, who are you ? what is the
reason for your stay all alone in this
wilderness ? (aa) what is your name ? who
is the man who is always enjoying you?;
would you please tell your story ...
my dear ?

Stri. : ayya! na pati Sriramachandrudu.
dasaradhuni putrude sriramachandrudu.
na pati, tandri panupuna aranyaklesamulu
gadacutakai vacciy:nnamu. tammudagu
saumitritonu. ippudc vintamrugammitu
raga na korakai a ledini pattiteccutakai
vedalipoyinadu, miritu koncemu
visramincina varintalo narudenci ni kucita
satkarambu lonarturu mahitma.

Female - Sir ..., my husband is Sri Ramachandra.
He is the son of Dasaratha. Obeying his father's
order we have come to live here in this wilderness.
We have come here with his brother
sowmithri (lakshmana). They have just
gone out to get one strange deer for me.
You please go to rest , in the mean while
they will come and attend to you mahapurusha.
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Kana

M.S.T.

Stri.

Female

Kana

M.S.S.T.

Ka. na

M.S.T.

Sundarimani! ni yudantamantayu
nakeringincitivi. T trilokambu [Elunatti

na peru ravanbramha. enniyo dinamulanunci
ninu pattarani mohamucéta pattavalayunani
talakinvadanu. ninnu yippde cgra pattedanu.

My beautiful lady! you have told all about you.

| am Ravana Brahma. | am known to every one in
the three worlds (Three [Okas). | have an eye on
you... waiting for you with deep unexplicable love
and thirst all these days. | will kidnap you

now just in a few movements.

a orl nmuda ? sakala sastra vidyd
v1f\1radumdagu prabhu ramuni bharyanu
kora niku enni talalu kalavura ?

You stupid fellow ? How dare you to have a desire
for the wife of Lord Rama, master of all fields of arts
and education, .. how many heads you have stupid
fellow.

ahdiin, ha s W8 weoas ayina, nikenni talalunnivo
clidu. na talalu akalinci cudavé sundari (maddela, talalu,
dappu véganga kasépu mogutayi, yati vesam 16 nunna
ravanuni bommapoyi dasa kantha ravanuni bomma
pratyaksam avutundi) sita vilapam

ha! rama!

aha - ha - (laughing) look here! look how many
heads | have oh beauty 7 See me how many heads
| have. (here we see the instruments of rhythm &
drums beating faster & faster, and the
transformation of the figure of saint Ravana to ten
headed Ravana, sita weeping and says..) ha! rama?

aura! ippudé murchillinadi. Ayind, imenu na gajastilamu
céta undabadina bhumini pekalincukoni, na pattanamu
]dnkapun pattanamunaku gonipGyeda (malli vadyala
mota)

(koncem viramam)

oh. what is it.. she is unconcious no matter I will take her
now itZself by lifting that part of land where she fell
unconcious take her to my town.. lankapuri



Stri.

Female.

Stri.

Female.

Pu. Vanta

M.S.S.T.

Playing instrument again brief interval.

a

a -2
0 selaviye

kavavayya rama a -----=s=-s--san=s=

aa a (while weeping)
Oh Rama

Rescue merama ?aa ...........

“ori raksasuda

ravana

0 rama

kavavayya

Bovovsvaans o
Ao

ayyo enta cedu kalamasannamayyenu
(koddi viramam)
jatayuvu pravesam

Song

You devilish monster ?

Or1amaT .. .oeoeveerereans
save me!

what a bad time has come to me,...
SHORT BREAK
JATAYUVU' KING OF BIRD ENTERED

Sagutunna prayanamu lankadharudu tisuku velutunnadu
ravanasurudu. vaidehi anagd a yokka sitadévini,
tisukuvelutunnadu. durmargudu tisukuvelutunnadu. né
nippude edirinci @ sitadévini vidipgnceda. lekunna
Vanicéta cacceda. dyi rakasasadhama

Journey got upset, as Ravanasurudu is taking away
with him vaidéhi, that is to say sitadevi. Now itself |
shall fight with him and see that sita is released or
else, myself will get killed in the fight. no alternative
for me aaey rakshasha.
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Ka.na.
M.ST.
Pu.Vanta.
M.S.S.T.
Kana

Pu. Vanta
M.S.S.T.
Ka na
M.S.S.T.
pu. Vanta

M.S.ST.

Ka na

M.S.S.T.

aa -—---
a sitadevini i dhardtalambuna i durmargamu ¢&stunnavu,
Why are you behaving like a wicked

evadavura nivu

nénu jatayuvudanu.

Me..... Jamtayuvu

Is it so.

nénu jatdyuvunundaga............... ¢
papamu lerugani sitadévini koni pova ni taramagunera?

When me jatayuvu is there how dare you kidnap
innocent sita.

eémi! i sitanu vidici nénu puri kegavalayuna ? Iékunna na
tala nidadezyuduva ? ha ... h.... or€ jagamuna

kindiyuda vai pogarckki ni sari evvaru lgrani nikkedava ?
emi iménu vuraka niku vidicipetti povalayuna ? arey. ide
khadgamut6 ninnu nariki pettipoyeda (ravana, jatayuvu
yuddha pradarsana, rendu bommalu teranta kadulutayi,
vadyalu mudu vegangd vurukutiyi)

(Janamnunchi gilalu kolahalam)

(Jatayuvu rama antii kinda padutundi.preksakulu kondaru
ayyo ayyo antaru. drisyam ayipotundi. tirigi rama
laksmanula pravesam)

What do you mean.. should I lcave sita here and go to my
place? or else you say that you smash my head ha... ha...
how dare you..... what do you think ...... no body is
there to equal you dareness.. you want me to leave her
here just like that and leave..... Be ready... with this
sword I will cut you to pieces. and then only go from here
(Fight between Ravana and Jatayuvu seeneon the entire
screen shown, .. fast beat of instruments support this great
moments of fight between these two) Wishtlings and
noise from the crowd, Jatayuvu falls down screaming
rama, Sree Rama audience greathy involved in the scene



Pu.Vanta

Kana

M.S.T.

Pu.Vanta

S.S.T.

Kana
M.S.S.T.
Pu. Vanta.

M.S.S.T.

Kana

M.S.S.T.

Andaru. )

start crying out and then slowly the scene get to fade out.
we then sce the entry of Rama & Lakshamana.

annaya namaskaram!

tammudu! mivadina sitanu ontariga pancavati tiramlg
vidicivaccuta nyayama? nenipude I mrigamune t€galana

Bother, is it fair on your part that you leave your
sister-in-law all alone in the forest and come to me.
Do you think that | could get hold of the animal right
now?

né€ ceppina matram cétan¢ vadu nijamag maya mrugame,
hd lakshmana artamadamu vinagané ame ventang,
nikapada sambhavin¢inadani nanna anardni  matalu,
vinarani palukulu patkindi. adi vinajalaka nénu vaccinanu
na tappu....

Did | not tell you that it was decitful deer.
Immediately listening to screaming voice resembling
as yours she started scolding me. | could not bear
scathing words decided to come like this.

antamatramuna nivu vaccinavu kiada?

So you came only for that sake.

ayina  dustaraksasulemi  kavinturg!  annaya  naku
selavindu.... annaya i kutiramanta parnasalanta vetiki
ciisina ameyu agupinpade?

No evil force cannot do anything to us. permit me to

go my bother ... | have searched for all around the
living place (kunteeram) but could not locate her.

tammuda! &didari?
haa.... sita!
(pata)

what shall we do now, my btother.... O sita....
(Song)

Napranasakhiyagu sita |na pranal|
OYYA na pranasakhi

Kanarava [loyyol|

na prana metlanilucu ||na pranal|

né'nct‘ la ika taludu



All.

Pu. vanta.

M.S.S.T.

Stri.
Female

Ka na

M.S.ST.

pu. vanta.

(second speed)

napranasakhiyagu sita ................. (na pranam)
- R IR

(ramudu nrityam cestu vilapistadu)

My sweet heart sita "My sweet heart"

O! my sweet heart

where are you "oh"

how is it possible that without you

| can live My sweet heart"

how is it that | would

tolerate any more (In second degree speed)
my sweet heart

Ly R (my heart)

(we see rama dancing & turning around
with great sorrow)

ha! sita .......oovvevnninn ela....coooviiiiiiiiienn, = IR
- (vilapanga ragam ............ - p— )
haa sita......... How did it happen ............. - SHR——
sita (with voices of sorrow ....... . )
Rvawmiiiea L IR et

= ¢, J— T

tammuda! pancavati tiramulg endu sancarinci nabharya
mayamaindi! (a)

(padya fakki bala. ... vanamula kégeno)

bagyamida € vanamula kégend endundeno cilitamu rammu

Brother, how go round the places around panchayati in
search of her (aa)

(POEM)

Where can we see her in this thick forest. It 1s the fortune
of the forest. let us now go round the forest and search for
her come with me.

annayya i prad@amantayu, nadulu, konalu, kutiramu i
pradesamantayu vetiki clUcindnu (aha) @ maha talli
kanipincakunnadi. iccota cucina virigina rekkalu kaligj,



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.

ma vadinanu mringi paksi, rupamu dalcinadu. na
sarambuto vinini badavaicadanu.

Brother all around these places in the river sides,
lakes, and huts | have searched (aha) but could not
find her. | find here a (creature resembling broken
wings nearby which perhaps might have done harm
to sister in law. | just go to finish that bird.

Svami sriramachandra? rama rama? rama! svami? nénu
raksasundanu kanu. nikai satruvunu kanu. Tandri! @
dasaratha mahda raju  yokka mitrundanu.  balya
sahodarudanu tandri! a................

Swamy Sree Ramachandra! Rama rama, Rama
swamy | am not the any evil monster as you are
thinking. Also | am not your enemy. | am a friend of
great king Dasaratha (aa...)

Anaga, suryadévuni kumarulu dasaradha maharajuni
sahodarula?

So you are the brother of Dasaratha, the great king.
the son of suryadévara

anna vurakundedanu,
Their will be quite

a dustatmudagu ravanabrahma nivaidehi, a sitadcvini
koni povucundaga vanitd nénu yuddhamuceyaga na
paksamulan€ rekkalanu nariki, ikkada paraveci, T
sitadévini gaikoni lankapuramu cérenu. nénu ni rakakai
pranamulu dalciyunnanu svami! okkafuri
nipadamulantanimmu! prinamulu vidjceda.

| saw the villian Ravana brahma,forcibly taking your
vaidehi, your wife sita. To resist him | had to fight
with him. As a result he has broken down my limbs
and threw me here and taken away sitadevi towards
lankapura. | have been waiting to tell you this
information before | take my last breathing. Le{: me
have a chance to touch your feet and give up my
breath.

Laksmana.

Lakshmana!



Stri.
Female

Pu. vanta

M.S.S.T

Stri.
Female.

Pu. vanta.

M.S.S.T.

Kana

M.S.T.

Pu.vanta.

M.S.S.T.

Stri.vanta.

annayya,
Brother.

Mana korakai IpaksEndruc,lu, niskaranamuga
prantyagudainadu. Kabatti, itannj gaikonipdyi, gddavari
nadi odduna ayina paraloka gamanamu vanti agni

samskaramu gavinci rammu,

This great bird sacrificed its life for our sake. Please
take it to the banks of the river Gddavari and

perform last rites.
Annayya! ha..... bhagyamu ha “‘rama"

ha? brother what a honour, ha,, rama

annayya! sabari ceppina prikaramuga a kiskindha
vaipuga poyi cuttunu sitanu galintumu.

As said by satari, let us to go towards kishkinda to
search around for sita.

tammudu! Lakshmana! paksirayandulaku vupakiaramuga
cesitimi kiskindaku podamu rammu.

(drsyamu mugisindi, vadyalu véganga kadulutayi)

(a kiskindalo vali sugrivula ghattam, sugrivudi sabha
sehato drsyam prarambham)

Lakshmana we have done our duty towards the
great bird which has sacrificed its life for us now let

us go to kishkinda

(the end of the scene) (the instruments heard in
good speed)

(the episode of vali and sugreeva in Kishkinda - The
scene starts with the dialogue of sugreeva)

ohd..... nayand.... valundunu... samata...kundunu
mahendrudu jyotirmukhudu, emo debbahi rendu vela
kapisainyamulara.

Look here dear friends, vali, samatha? mahendra,
jyothirmukha and all the 72 lions of kapi-

----- Intavaraku mayannayagu valito satrubhayambu léka
gadipitiga! (a)! a vali pampuna evard munivésadharulai,
sdstra camaramulu (¢apamulu) dharincukoni! (a)! anaga! i
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F.S.S.T.

Pu.vanta.
M.S.S.T.

Kana

M.S.ST.

Pavanta

M.S.ST.

Kana

M.S.S.T.

Pu. Vant__a

M.S.S.T.

risyamukalo kiidd undaniya kunda vastunnare! (a)! i
prad€samu nundi vére pradésamunaku podamu randu
(aha).

;L= f—

We lived peacefully without any threat from vali? But
it seems some body, in munis dress having some
weapons with them are coming this way, may be
sent by vali. They are coming may be to attack us to
see that we go away from this place be quick let us
move out from this place to some other area

kadu. kadu. (e mannayya). a anjancya!

No, no. it may not be that thing. what brother? what
anjanéya?

emanjanéya! varu vastunna saracapa hastulai vastunnatti
varu vali panupuna vastunnaru kada?

Is it right Anjanéya.. they are heading towards us
with arms in their possession, is it not true that they
are sent by vali.

a saracapa hastulai vastunnavaru, vali pampuna
vastunnavaru kadu. evard muniveésadharulu. nénu poy!
(hanuma) vani terangerigi ragalavadanu.

Look like they are with arms.... but | don't think they
are sent by vali. They seem to be saints as seen
from their dressing. Let me (Hanuma) go and find
out actual truth about them.

Emayyd? vali pampuna vastunnara? Icka itara
karapambulac@ta dari tappi vastunnard ? (a) a terangeringi
tvaraga rammu (a)

Go and find out are they coming from vali or
approaching us for any other reason missing their
path (aa) ... find out the fact.. come back quickly
(aa)...

a tvaraga vaccedanu.

a bhagyamu svami! (ﬁi‘kckkad_ama pai kekkandi)

Yes, | will be back very quickly. It's my previlege (let
us go up & see, climb up)



Stri.

Female.

Pu.vanta.

M.S.S.T.

Stri.
Female
Ka na
M.S.T.
Stri.
Female.

Ka.na.

M.S.T,

Pu. vanta.

déva déva (Pata) vandanammudéva
dévadéva
vandanammide déva

(rendd kalam I vadyaly) (muktayimpu)
a tadiginata, tadiginata

SONG

master, oh my god

pray you my god

master, oh my god

I bring greetings to you "my master"

ils my pray (o you......

b O (Instruments in second speed chorus

aa..... thadigi natha, thadigi natha)

vandanamulu vandanamulu srikara sara ni mahima ?
varmmpatarame ... Rewprvauinis o

parandhama khanditaripuvo................ ninudalacaga
............ nandoraga dalacina (?) parandhama.

Salutations! salutations! Sree kara what a
greatness? it is wundescribable aa aaa ......
parandhama

- RIS N : SO (dirgharagam)

aa.... aa.... aaa(inalongtune)
dévadi deva? svami!
Lord of lords? Swamy......

a ha?

Mirevaru? mi  padaravindamulaku  namskaramulu
gaikonumu (a)!

Who are you, let my prostrate at your feet ? kindly
accept them....

ayya vatuni vésamuna vaccina nivu mahia bhaktuni laga
agupistunnadavugini, dasaratha maharaju purulaku



M.S.S.T.

Kana
M.S.T.
Pu. vanta.
M.S.S.T.
Kana
M.S.T.

Pu. vanta.

M.S.T.

Ka na

M.S.T.

Pu. vanta.

M.S.S.T.

In vatuni dressing you appemo be great devotee to
sons of Dasaratha

Svami evaru miru?

My lord who are you.........

Dasaradha maharajulaku putrulamu

we are the sons of dasaratha, the great king
mi yokka grihamu?

where do your live

madi ayodhya rajyamu. na peru Srirama chandurdu. na
tammudagu  Laksmanudu.  “diyo  karanamucéta
citraktitadri aranyamandu bharyanu pogottukoni (oho)

evari valand 1 Sugrivuni, sugrivuni  vruttantamu
delisikoni, Sugrivuni snchamu gavintamani vaccitimi.
ayana ekkada? ayana vidhamu terangu,

makeringimpumu.

We belong to kingdom ayodhya. My name is
Sreerama chandra. This is my brother Lakshmana.
For some reason | have missed my wife in this thick
forest (oho.... listening) we heard about sugreeva all
through somebody. we have come the way this way
to make frindship with him - where can we see him.
If you know about him please let us know the same.

Swami! (a) a Sugrivardju mantrini nénu na péru
Hanumantudanduru. (a) Kavuna vilicéta debbalu tini a
Sugrivudu mimmula saracapambula siici bhayabrantudai
micentaku pampinidu tandri, svami na rendu bahuvula
kiirconandi.a Kiskindaku nénu tisikoni potanu .

My Lord, | am the minister of Sugreeva. My name is
Hanuman. (aa) experiencing defeat from vali, out of
fear sugreeva felt that you are also coming from
him... He sent me... my lords, so its on my two
shoulders | will take you to kiishkinda...

anjanGya! (a) ni bhujamula mida kiirconi m@mu
ralemugani, memu kalinadakacé vaccedamu. ma
yudantamantayu Sugrivunito vinnavincu.

Anjaneya, we cannot come sitting on your soulders.

We will come by walking, but go and tell Sugriva
about us.
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Ka na
M.S.T.
Ka na

Ka na

M.S.S.T.

Stri.vanta.
F.S.ST.

Kana

M.S.T.

Pu. Vanta

M.S.S.T.

Ka na
M.ST.
Pu. Vanta

M.S.ST.

a! mahadbhagyamu.
oh. its my great previlege

raja sugriva (aha)! varu vali panupucéta vaccinavaru
kdru. a karanamu jappeda (a) .......evado........
ayodhyapuramata (a) dasaratha maharaju kumdrulata,
Pedda rajulu. (a) vari tammudi péru laksmanudu. evadd
pancavati tiramulo citra’klitddri parvatamulo unnappudu
sitadévini, tana bhiryanu céhandukoni pdyinadata.

Me Lord Sugreeva (aa... a....) they are not sent by
Vali! How should | tell you some one (yes) seems to
belong to Ayodhya. They say that they are the sons
of Dasaratha Great King's sons (aa) His brother is
Lakshmana. They were living near to
chitrakutadri...... There some one kidnapped his
wife, sita devi... it seems......

a ha!

Oh, what a pity
Mbharanamulanaga, (a) sitadevi
abharanalu maccta cikkinayi kada!

Those ornaments, (aa) | mean those ornaments
which we have found may belong to Sita dévi (in the
sense that, yes it may be so)

a girikandaram [6  dacinameé! T nagala mita
gaikonirammu

Take them out from the place where we have kept
them get the ornaments here....

mari adiye.........
Yes, it is the thing.........

anivu poyi ramacandruniki namaskarinei, sandi yonarchu
koni rammu!

(vadyala sthiri)

you go to him pay respects to him. Extend our friend
ship to him. escrot than to our place (Instruments to
them play after setting sruthi).



andaru. (pgqj A)

O Rama Sri Rama

Srirdma jayarama

Rama Rama Sri Rima Riama
Raghurdma Rama

(rendd kalamld pai caranam
padya fakki

All. (SONG)

Sree Rama, Sree Rama

Sree Rama, Jaya Rama

Rama, Rama, Rama Rama

Raghurama Rama

(the above verse in second degree of speed)

Kana asuravamsa virama
akadi (7) raima
arakakulasoma
dlakimpumu parandhama
rama rama.......... Rosian o

M.S.T. POEM

Rama! the destructor of the evil

Rama who is from the begining

the one who is for the good

please listen to us the aboder of heaven

Rama Rama .......... B
Stri. vanta. . JI—— - T——— OO
F.S.S.T. aa...o.oinne F- OO - S (in tune)
Pu. vanta. devadideva Ramachandra ? tamayokka

caranaravindamulaku padivéla vandanamulive padivéla
vandanamulu!

M.S.S.T. Lord of lords Ramachandra ten thousand
salutations to your holy feet ten thousand
salutations.

Ka.na. ayya suryanandana! ........ kulasa. ............. vratudavu

sugriva (aspastam)



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.

Oh sugreeva, sliryanandana (Dialogue of Rama
followed. Its not clearly heard)

mahabhagyam déva!
Its's great previlege me lord?

niyudanta mantayu na bhaktundagu a anjaneyuni céta
vinnanu, Kabatti nityannatg, valito kaldSl yuddhamu
kavimpumu. mi annanu samharinci mi, anagd mi
kiskindha rajyamu, taradévini niku pattabhi sekamu
gavintunu

Anjaneya told me about the whole thing. | have
come to a decision now you may get ready to
fighting with youybrother, vali will finish him and get
back to you kingdom kishkinda, and Taradevi....
see that you will be heading kishkinda.

Swami emantivi! n@ annayagu a dustitmudagu vilini
miru samharincina l

sitadevi ekkada vundinae dasajo

yundina,akasamu, patalamu o vundina

e pradesamulo vundina sitadévini

ksemamuga tegalavaramu. na kiifyamu

sadhinturd swami?

Me lord, is it true that you will help me to finish vali?
Then its my responsibility to trace the where abouts
of sita dévi, wherever may be she is, we will get her
to you very safely. Me lord.. will you come to my
rescue.

sugyecv(a) ayina mundugd valito kalahinci yuddhamu
gavimpumu, tadupari na parakramamu mike telustundi

Sugreeva (aa) go ahead to have fighting with vali...
then only you will come to know about my abilities.

swami.

me lord

laksmana ? a yriksmu catuku povudamu rammu!
Lakshmana? follow me, let us go behind that tree

ayite kiskindaku poye margamu cestanu



M.S.S.T.

ka.na.

M.S.S.T.

ka.na.
M.S.T.
venknundi }

sri gontu

A female voice from
behind

Stri.

Female.

its ok! make a way to go to Kishkinda

a ceyyi (T agnaa)!

(vadyala sruti, pila prirambham)

sdranu sarano-

Ramachandra, Kavara vera

Devadi deva?

kavara vera?

ok! go ahead! (yes order me) Instruments setting

chordation for the-song saranu saranu
Ramachanara, show mercy on us Lord of Lords

show mercy on us

(pata anta aspastam rendokalamlo pata
mugustundi)

terapai vali sugrivulu okari paibadi okaru

yuddham cestuntaru. Vadyalanni veganga
kadulutayi)

(Song is not so clear)

(The song ends in the second speed, On the screen
we see the war of Vali and Sugreva, the
instruments are heard rapidly in sound)

vada? valj vida?

who is vali... he or him...

a vﬁ:{u kadu. kadu.

vadu... a...... a..... vadu kidu. vidu.

(ani kasepu, teravenuka kolahalam)

He, no, no, He is not. Yes, yes that is he no he is

not. noices from behind the screen depicting the
confusion in identifying the vali)

vTc!u kadannaya, vadu! veyyi bandlu veyyi (vadyala
vegam)

Rima Rama? Rama Rama?

No brother that is not Vali, He is here! shoot him!

come.on (The speed up of the instruments Rama)
Rama? Rama Rama? (cry)
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Kana

M.S.T.

Pu.vanta.

M.S.S.T.

Stri.vanta.

ayya, sriramachandra? enta droham

gavincitivayya. ayina balamaina mrigamulanu

ckkadaina rajulu prapancamuld

vadhincutunmiaru gani, Kotinicamp€ rajunu

ikkeda clistunnanu. Sri rima candra. ... cetaksamincumu,
H sarambu perukamu,

Why did you deceive me like this usually dangerous
animals are kilied by any king but kiling a weak
animal monkey like me is seen for the first time. Sri
Ramachandra excuse me... and kindly remove the
arrow pierced into my body.

Dévendra (?) kumara! oyi vali!

ninnu samharincanemanaga okka rajainavadu
durmdrgula samharincuta

yi yokka durmargula samharincuta nitigani (a) nivu
durmargudavu,

ninnu ¢atugané samharincitini (oho)

tappu l€du (aha) nivippude na saraja.

lambulacéta hatundavaitivi. ..

(vadyala vegam - b'm]amléyud_;un

Tarapravesam - vilapam)

Devendra Kumara.. ch vali by killing you like this |

have killed a villain (aa). Killing from behind not a
crime (aha) . you are killed by with these arrows.

(The speed of the instruments and the removal of
the arrow, the entry of Taara - weeping)

(rigamld)

nd prana nayaka

na j;Tvitc’sa. T

matadu

natonivu (dukkha bhinayam)
jilo cEdan



ayyd...... manovacha jivitésvara
nakinta matadu natha
evaro rusulu
jayincane leruga
popova papatma
dalapaga juci

papaiu pbrahma (?)
patta yiddharini
céyandagune kasta
vinayambu I8ka
bhartaga nannu
prématd bilaci
ceppipoduvu ni
kséma moppagano.....
a....

ayyo manchara...
pranésvara... (ragam)

F.S.ST. (in tune)
my beloved
the hope of my living...... aa (weeping)
speak out
you and me (sorrowful action)

Oh my heart my hope life
speak a little to me even the saints cannot conquer

the evil spirited persons
The brahma either, without any kindness

has not shown mercy on us
As my husband

you would speak out with love
and would tell me

whereever you go
T
oh what has happened

my sweet heart ~---s--=-eermmmmenen tune.

Stri. Ha! prangsvard nivakila mrityuvu
naku lonaguduvani, akkatd! kalayandaind
talampanaitinigd. ManéGhard, nakinkevaru
dikku, n kumarudu
angadudu, enta vilapincucunnads?
pran@svard naku ceppakapoyinanduku niku |

cavu siddhincen® .............. B e
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Female.

Pu.vanta.

M.S.S.T.

ka.na

M.S.T.

pu.vanta.
M.S.T.

Kana

M.S.T.

Stri.

omy love, | did not expect even in my dream that
you would be taken away by death. Oh beloved!
who is there now to look after me ? | cannot think of
my son Angada who will be totally upset....

mY beloved did this death occur since you
have not told me............. L RO (weeping)

Taradévi €mi sokincind émi Praygjanamu?
Kanc€ nijamuga ¢enumtsina Kaladé kapannatlu”

Danu (a) Sriramachandrudé manapai satrutvamu
vahinciné manaku vere gati émi vunnadi. nivu sokincina
balundaina

Angadudu bhayapadutunnadugiini, nivu sug¥un/epatti
Sriramachandruni prarthincu. Srirama candrd! tdra
sokamucéta ninnannaafti matalu ksaminci, a kumaruni
pattabhi stkamu gavimpumu tandri!

Taradeévi! what is the use in weeping like this! it is
like the saying "If fence it self grabs its harvest, is
there any yield leftout....” (aa) who else is there to
look after us other than Sri ramachandrudu. If you
weep like this, Angadudu, may get scared you
marry sugriva and be a devotee to Sri
Ramachandra. Tara might have accused out of her
grief, kindly excuse her and see that her son
become the king

markatottama (a)? idigd!
ayudhammu periki vesitini,
pranamulu viduvumu!

Oh! Markatottama! now | have pulled out arrow...
you may leave this body...

a...... Rama Rima Rama.
aah...... Rama Rama Rama.

Taradévi! angaduni céta (a) rajyamy
Pattabhi sekamu gavintumu

Taradéevi! we will now see Angada is made king of
this Kingdom.

a.. mahia bhdgyamu? swaini mahabhagyamu.



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.

Kana

It's a great previlege, MY lord it's really a great
previlege.

sugriva’

Sugriva ?

a swami, i vanla kalamu nac€la ganéradu. Vésavi kalamu
vaccind ventan€ mi vodina sitamahddévi ksemamu
gaikoni vaccevadanu neénu (a)

Oh my lord... leave me for this rainy season. As
soon as summer enter, | will get you the news about
sister-in-law’s welfare (aa)

Sugriva, saptalokamulu tirigi (a)!

i bharya ckkadunnadi telisi rayalayunu.

Sugreeva go round all the "seven lokas'
And find out and tell me where my wife is?

ividhamuna gada, sri rama
candrudu kada & sitamahadévini
duradristamuga vanavasamuny aidy,
ponarcukong (a)! alavokamuga natini

badhagavingi a tarvata sugrivuniki pattabhisiktuni
gavincina vadayanu. aha.....

In this way during Vanavasa, Sri Ramachandra
had to miss his wife sitadévi.. and only after facing
some deep troubles he could see that ‘sugriva was
made as king a.. ha..

(Short Break)

Yes, what is it uncle?

(gandholigadi pravesam)
virabalidévunigannatlu (am)

ganga bhagirathuni taalchi (?) nattu (aha)

guruta (?) poyinavela

vadadebba tinnatlu

sugriva vibhisanulu

srirdmuni kannatlu



M.S.T.

Ka.na.

M.S.T.

Preksakullo okaru.

tappipoyina bidda

tallini gannatlu

..................... kancitrammuga (a)

nannu raksincamanti

arere (a) mimmula cidaga nT kannula
pun@uvainal;lainadi.? yokka i kotta mitti gramamuld emi
sita kotarsu 10 mama ?

Its like seeing the god veerabali (aa)...
remembering Ganga bhagiratha (aha) do you
render.

It is like a hit of sun stroke

Locating Sri Ramachandra by sugriva are
vibhishana finding a missed baby getting back to
her mother ................... (gandholi's entry)

like veera seeking after god mahabali, like ganga
rooting out at Bhagiradha, like getting out a
sunstroke. When (aha) lost out like Sugreeva &
Vibhishana's finding out Sree rama, like lost child
(finds) out the mother. So also | have requested you
to sava me. Hey Hey Hey, my eyes felt like a
festival after seeing yoy, What is going on in this
village uncle. Its all [ooking new in quarters.

KC:loursuIS! (a) kha@crx_wu anaga aayana dvaraga (a)
Kotarsulu vaccinayi. Bommalu c€stvi vaccinayi (a)
Mammalni cakkagd Kapadutunniru. Ayana dvaraga (a)
govurumentollu  enteprakyatiga  cCsinaru.  mamundu
khadEravu anna anjannappa (a) anjannapa tammudu
khaderavu, (a) khaderavu tammudu nenu rimannanu (a),
valla pcrut6ayidu rupayala daksina icci pogu cestunnaru,
Khad@éravuku jay........

Here in quarters (yes) Khaderao, only through him
we have got these quarters, also got the materials
required for preparation of these puppets. (yes) he
is looking after our welfare very well. Through him,
we see before us his elder brother anjanappa (yes)
Khadé rao's brother, | am Khade rao’'s brother.
Ramanna. All of them have given five rupees as
dakshina... they are collecting ..... we  appraise
khoderaa.......

Orniyekkal evulliccindi ceppavera (a)!



Puppet of Hanunan



Some one from the Yeh. Uselessfellow. announce the names who gave
audience it (aa)?

Kana Khaderavu kddalu, calapati pellim, venkatdyamma (a)

M.S.S.T. Khade rao's daughter-in-law, Chalapathi's wife
Venkatayyamma (yes)

preksakulalo okaru. a katha ganiyyayya (koddi viramam vadyala sruti)

Audience Ok... Ok resume the story.

(Short Break)

(arrangement of the instrument with proper chord’s
sruthi...)

Praga. (PATA)

jaya jaya Srirama
raghuvara

subhakara srirama "vanta”

taraka rama dasaratha rama
danujavi rima pattabhi rama “jaya”

rama! raghukula jalanidhi soma
bhumi suta kama srirama “rama”

kamita nayaka karuna dhama
komala nila saroja sydma
(vadyilu rendd kalam padya fakki)

Main singer SONG
Jaya Jaya Sree rama

(Praise of Rama is done instruments also tuned to
second speed in 3 stanzas)

Kana. Sri raghurama candra!
mammula biddala jeyu
mahaprabho’
nitarakanama mantramu
tapasa vriddhulake
balabhyama...
rama..........



M.S.T.

Stri.
Female.

Kana

M.S.T.

Stri.
Female.
Ka.na.
M.S.T.
Stri.
Female.

ka.na

M.S.S.T.

Stri. vanta

F.S.S.T.

kana

M.ST.

Sri Raghuramacharya (consider us as your
children... o! great lord..... uttering you holy name

to pray is confined to elderly people Rama.......... ?
Bt oo e i sanes H
T T, CT: ORR aa

Parandhama!  (aha)  pracanda  rajya  mandali
ghatikoddlianda mandita vijaya akhila dayarama! (a)
tuanna mammulaku bole véna mangalita karundanai (a)
ni caranada sundanai namaskarincu cunnanu. Na doka
prasna gaikonumu prabhuva rama

Rama oh. my lord. | am offering my respects to you
dayarama. | have a question to ask you my

K_\njanéya!

Anjanéya ?

Parandhama.

Yes Rama.

Sukhibhava? akalmasundavai vardhillumu pavani
Bless you? all the best in your life

Parandhama?  nannu  pilipincinakdrana ~ memo
sclavippincandi.

Dear Lord, what is the reason for calling me?

Anjangya? (a) ninnativaraku jarigina prarthanamunu
telupucunnanu.

Knjanéya! (yes) | will tell you now what has been
requested till yesterday

Adi Elagu?

How is it
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wing 1O An jencya

Raa giving the

, Lakshmana and Hanuman

Srirama



Stri. vanta. (vadya sruti) (Padya fakki)

Jan guliyakamu gommu
lankaku vegapommu
sitaku nayokka
semamu |éseppi
ame ksemamu seppi

naccla mudayanimmu?

= = —_
2 R

Begods Bovgnagens
-0 hanuma (a) (vadyalu levu)
navakyambulu vinumu! nenosangedi mudrikangomi,

(a) at ghoramuga parucunnajli samudramulandat (a)
lankaku edédavu (aha)! na sita yokka ksema vrttantambu
decel nd so kambu manpuma

F.S.S.T. Chordation of the instruments
POEM

Vayusufa come here take this ring proceed to
lanka early.... tell about me and my welfare to sita
....... also bring news about her welfare...

oh Hanuma (yes)
(with out any instruments)

listen to me | will give you this seal.. take it and go
over to lanka crossing the deep sea, hand it over to
sita..... in return get news of my sita so that | get
some relief.

Pu.vanta. Parandhama.
M.S.S.T.. Yes me lord............
Ka.na. Anjancya!

M.S.S.T. Anjaneya!



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.

Nicenagu i angustamunu gaikoni taksanamu magudane velli
atightramuga parutunna samudramuniy langhinel lankaapuramu
pravésinci na vanita sitamahadévini podagani sirGratnamunu goni
ravalayuna swaimi?

Taking this ring go over to Lank acrossing the deep sea....
Meet her.. Sitadevi... get “siroratnam' from her swami...

Avunu anjangya,

Yes! Anjangya

Prabhu! mari ceputunnanu vindu......... ! (vadyala sruti, padya
fakki)
poyeda etakainanu ... vadalanu (?) na........ocooiiin Bevienni

daityulu nedurupadina

danakaga (7) bhuvilo

modambuna mundu biddaga
Orrereeeennn, NC...owennns vidhambuna

Me lord! follow your order (instruments played suitable to
poetric rendering) shall go where it might be not learne it....
(?) me ..oonnnn. ad.......... Will not care any body's
obstruction | am determined to see. | am going now itself

8. i aa....... P21 D a. (tune)

Parandhama? Nenu 1 ghana svarupamu ceta, a lanka puramunaku
clupddunu?

Me Lord? How come | go to Lanka with my Physique as it
is?

Anjanéya (a) lankapuramunaku povunatti samarthyamu
niyandundina alanadu dustulaina raksasulaina, kharadhusana
dulapai ettlndm dasavalammu]u niku prasadincedanu gai konumu

Anjaneya (a) You have ability to go Lanka. | will endorse you
power to have dasavataramulu. accept this power.

Mahidbhagyamu déva.

It is a great previlege to me my lord?
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Stri.

Female

Kana

MST

Pu.Vanta.

M.S.S.T.

Kana

M.ST.

Pu.vanta.

Anjancya yitu rammu (vidyalu veganga mogutayt)!
(venukanundi) ‘om siva om siva’ (ani antaru)

I
o

Anjaneya? come here (the instruments played with good
speed) we hear from behind the utterances saying Om
shiva, om shiva....

Strini jampina stri hatya, sisuvunu jampina sisuhatya, govunu
Jampina gohatya, kotini jampina

Kotihatya antaru. kdbatti kotini

Jampinavadu cmavutadayya?

Biddalu Igka samsaramu I¢ka ckiiki anaga okkaru tapiyincutaru
Kabatti, atuvanti viillu kotla karmalu

Anubhavinchali. Nivu laksamandi kodukulu, padi lakasala
manumalu nuru Jaksala munimanumalu, padi laksala (asenlu?)
Vunnavadavu. nuvvu prapanciiniki peru pondinavadavu. Kabatti
ditanu camparadanna.

Killing a women said to be (stri hatya), killing a child (infant)
is sisu hatya, if it is cow, gohatya, killing the monkey is said
as koti hatya. so who kills monkey how do we call him?
Having no children make him lonely that means he will
depressed him self being alone. Such people have take lots
of sufferings from their fate. But you have lakhs of sons,
Hundred lakhs of grand children you have got a name in this
world. That is why you should not kill envoy (Duta)...

Sodara? Kotini jampina, koti tammuni Jampina, kaliramari. Vadu
kompalu muncévadu.

Oh my Dear killer of monkey, not only that also the killer of
the brother of monkey.. He can be destroyer of families.

Kadanna adi nijame. Kani vaccina dutaku avamanamu céyale! emi
avamanamu anagd, kotiki gurtu, valamu. vidlamu anaga toka.
Danini

It may be true but it is not like that brother.. we have to insult
this envoy. Insult, what insult! means.. monkey has a tail.
Thatis.......

Kadu vibhisana! ayina vidu vanacarudu kuida suksma rupamuna
nunnavadani  palukutunnadav@ gani, gokarnambuna angusta
matramuna nelanu vundi padih@nendlu tapassu gavinci bramhatd
varamunu pondanu. Appudu néhu € jaticé gani, mrigamuce gani
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ayite cavu Iekunda varamunu ponddhu gani, brahmadevudu
karunjcei narudu, viimarudu tappa takkina jatulato niku cavuledani
ceppiradu. Appatiki nenu narudine; vanarugdu_anukontini. Aré
yippudu ciidaga vade vidu, Vide vadu. 1 kotini vidice~
sadhakamunda? ’

M.S.S.T. Not that Vibhishana. He lives in forest.. seems to be very
tiny, but | have got a divine gift from Brahma after fifteen
years of self mortification where | have tried that not be killed
or have death from any animal creature kind hearted
Brahma however sanctioned me the divine gift to the extent
that. | will not have fear of death for any one except from
narudu - vanarudu. | had a feeling that narudu is also
vanarudu. Now | realise, after seeing him he is vanarudu. He
is not simply a narudu. How do we afford to let him off.

ka.na. Annayya? anadu a  brahmadevudu  varamiccinapudu,
vanaradhamudu ane vadu 1&du, ante kaliyugamu puttaledu
manavudu Iedu. kdbatti naravanarulacéta... naradu lédu vanarudu

ledu.
Dear brother, there was no one in existence who used to live

M.S.T. ; . :
in forests. that means there was no kaliyuga at that time no
human was in existence preasely for that reason this
situation has arisen as both narudu vanarudu were not in
existence.

Pu. vanta a---m-

M.S.S.T. Yes.

Kana Kaliyugamuledu. kaliyugamulo
Puttinadi €di Icdanna. Kotikitoka
entd.. a katiki andamu t6ka.. ..
Viriki mana lanka puramuld enni Vidhulunnayi

M.S.T. There was no kaliyuga. Though there was no existence of it
mistery laving tail by monkey is a mistery moreover having it
is a beauty what is number of street we have in lanka do you
know?

Pu.vanta. nalugu laksala \ridhulunnﬁyi.

M.S.S.T. about four lakh streets are there

Kana ralugu laksala vidhulls battalu decci,

a nalugu laksala vidhullo battalanni
tokka jutti, baga nunelo addi (a)
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M.S.ST.

Pu.vanta.

M.S.S.T:

Ka.na.
M.S.T.

Pu. vanta.

M.S.S.T.

Ka.na.

M.S.T.

Pu. vanta.

agni mutticcu. (a) vadu danit@ Kali, kali altdin€ cacipotadu.
Lekapaote, & toka ICka ramulavari kadakup8te. .. nénu pampina
okka kotike | kidryamu sagincadé! n€nu poyind int€ kada!

inte jarugutundani castéradu. ayodhyaku potadu.

Get clothes from all those four lakh streets. Fix all of them to the
tail.. dip it in oil fully (aa).... Lit it out (a)... he will die due acute
burns.. Even he escapes go to Rama without the tail, he will realise
that this has happened with this monkey and think further that
where will guarantee the same will not happen to me, scared by
this act he may not casily step advance towards us. He may cven
think of returning to Ayodhya.

Sebhias ? orey ? gotitd boycdiniki goddali endukani.

Excellent, yeh. Why do take it as big thind. It can be done
away with just by a finger, why do we search for an axe.

Yes.
Yuktant¢ yidegani, manamu taksanam¢

aguddalu teppinei, bhatulanu pampinci, | karyam tappani sariga
céyandi...orey markatadhama

ma lankapuram vaccinanduku idi niku siksa
-

Arrange to get clothes send the people to collect the clothes,
and order them to do this act. he! Markata, ready to face
punishment having come to the lanka '

Navi¥ lambunaku kilcina T lanka
Puramu kileiv@sina, 1d¢ niku siksa (maddela sruti ccyadam)
Since you have tried to burn out my tail.

Ok.... for your punishment you see that the entire Lanka is sel on
fire ... It’s a punishment to you. (maddela to be adjusted for
rhythm).

ay! na lankapuramu nitokato kaladiniki gaddikaga kaluna! dutti
kaga kiluna, kattekaga kaluna. inumu, ittadi, sisamu, bangaramuto
tayarayina bhavanalanu, ni mukamuivémi céyagalavu?
tappincukonadiniki margam panninavu. anté. Venu diyu vadanu
kanu. endukanaga akasamu vidi kinda padina nénu longanu. _
Vésina adugu venudiyanu. arey sainikuldra (rajendra) vidini tisuku
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M.S.ST.

Pu. vanta:

M.S.ST.

poyi @ pani kanivvandi (rajendral bhigyam) (vadyala sruti-pata
prarambham)

dutanu galacuta bhuvigaladé. dutanu galaguta bhuvigalade.
Jagatipai i karani c@sire, dharanipai galade i darunamu
(pata aspastamu)

You fellow, do you think that my Lanka.

Oh foolish fellow.. yauhink that you will be able to set fire to the
entire Lankapuram. You think that it can be burnt just like that ...

It is not a grass, not a wood all the buildings arc built with iron,
bronze, lead and gold... you fellow you can do nothing... get lost
you arc trying o escape fromus ....

I will not go back .... nor I will not get scared even if carth and
heaven fall on me .. I shall not go back even an inch ... Rajendra

acy.. soldiers take him away. ... sec that his tail is lit with fire.
(instrument play — song begins)

setting fire o envoy has any time happened on this carth. ... has
any time happened like this on this earth.. ...

has this happened to any in this world. ...

And this atrocity happened to any one in the Universe. ...

(song being heard unclear)

i vidhambucéta gada rivana bramha cCta a jgnabondinatiu
asurulucesina appudugada anjantyudu bangaru bhavanalu,
vayusalalu, ayudha salalu, sastra salalu anSkamainatuvanti lanka
purambunu, gopuramulu, rathamulu dahanamu gavinei hala
halamuga samudramw loniki poté, samudrotlu cEtuletti paikivacel

alalato arpinadu anjanéyudi valamunu. Sri rama candrini kadaku
potunnadata, Sri rima candruni daggariki.

(PATA)

‘Orama jayarama

omkara rama

© rima sri rama

6 parandhama (mottam malli)

(rendo kilam 16) padyam ..... aspastam)

With this foolish attritude Rawtana brahma ordered to lit the fire to
the tail of Anjanéya ..,
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M.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.S.T.

pu. vanta

Amjanéya then very emotionally smashed with the fire lit the
beautiful buildings, vayusalalu, Ayudha salalu, sastrdssBlalu like
this many buildings in Lanka.... not only that chariots etc, have
also been lit fire by him smashed every thing which has came in
his way and went into sca. ...

Sea god came out with folded hands and high tides and saw that
fire extinguished. Anjantya is now going back to Srirama
chandra. .. going (o meet Sri rama chandra. .....

SONG
Here it is followed by a song sung I"‘i);tﬁng Sri Rama,

the entire song has been sung in repetition in the second speed (the
audibility of the song was poor)

Deva

me Lord

al

Yes

! miru ceppina prakaramug (a) a sugrivudu ceppina prakaramu
ga (a) a samudranni langhinei lankapura dvaramuld, a binkamu
ganunna lankinini picamadanci, rendu dvaramulalo raksasulanu
samharinci, lank@puramu kaliya vetiki @ asoka vanamulo
sitadévini kanugoni, miriccina @ angualiyakamu sitadévikicci, a
sitadevi mi barya siroratnamu gaikoni vaccitini. ide kommu
ratnamu iksvakutilaka ., ... ..

1digd konandi swami.

As you have ordered me (3@) .... as told by Sugriva (d3) ....
crossing the sca entered the Lanka ...... taught a lesson to Lankini
at the entrance. .. and Killed other Rikshis also in the second
entrance... going round all the city.. | could locate Sitad€vi in
Ashoka Vanam.... I have handed over the ring given to me and in
return I got sirdratnam from sitadévi .. kindly accept this ... me
lord ... Take it swami ....

anjancya! anjanCya.

Anjanéya, Anjaneya

oh?

I sirdratnamu clicina matramunane ananda hagpamulu
agocaramuga rilu cunnavi. Laksmana! duhkhincataniki
avakasamu l&du. kabatti, niyandu tappulunnava? anjaneya anujula
nalvliramu annadammulamu, rama, laksmana, bharata, satrugna —
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M.S.S.T.

ramappa.

ramappa

andaru.
All
ramappa.
ramappa
andaru.
All

Ramappa.

Ramappa
andaru.

memu naluguram annadammulam. na bhargya ksemamu degei, na
sokamu dircina nivu ayidd vanivi. kiibatti silage sasvatamaina,
rima namamu nnanta paryantamu, nitya piija sila stipambuga niku
varambu prasidincininu. (actule svimi), sugrivalita taksanambe
repu dinambuna mana sainyamantayu samakircukoni a samudram
mida viradhi bandhanam kattunattluga ika rendu masamule
padurialugu samvatsaralald kodavaga migilinady (swami) rendu
misamulalo lankapurambantayu.

Just looking at the "Seroratnamu’ terribly touched with
happiness... tears of joy. Laxmana, there is no need to
worry... no time now ... there is no mistake on your part ...
Anjaneya we are four brothers ... Rama, Laxman, Bharata,
Shatrhugna ... Anjaneya you brought good news about my
wife ... Sita .... | consider you as my fifth brother... you will
remembered as long as the name of Rama is there... This is
my wish ... Anjanéya ... (yes.. Swamy) .. Sugriva.. very
immediately arrange to gather all resources... personnel ..
so that we build a bund across the sea to cross it....

we have only left with 2 months of the 14 years time..
(Swami) .. In two months some how we see that.. entering
Lanka and liberate sita and go back to Ayodhya... therefore
gentleman... Sundarakanda... which is also consider to be
Lankadahanam.. That is the play Lankddahanam is now
complete... there may be some short comings / mistakes
committed during the play .. kindly bear with them like
iswara kept him self with "hala halam’ also excuse us & you
pardon your children though they commit mistakes. pray you
to kindly excuse us for those mistakes... mangala harathi....

Jai Indira ramana govinda! govinda.

All praises to Indira Ramana Govind& Govinda (in praise at
the conclusion)

govinda! gavinda!
Govinda! Govinda (in praise at the conclusion)

a srirdmana govinda.

‘aa..... Sree Ramana Govinda

Govinda.
Govinda

Ré&mappa sutudu baftu!

We your children are
padara vindamulak, nindma rijpamulaku nitya jaya mangalam
pavana naradadi padalu pattu cunda ninama riipamulaku nitya jaya
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All

Andaru.

All

mangalam. (vegangd) a rama hara hara 0 rima rima kiipadavayya
9 Ramakrishna Kapadavayya a sita toti kapadavayya ’

0 rama rama

kapadavayya

Eldiginat;li tadiginatai

govinda govinda!

(closing song . . .. is sung ... which is called as Mangala
harathi by all ..... to mark the closing of the show for the
day)

govinda govinda!

dnjanGya varada govinda - tadim
jainamaﬁ parvati pate”

harahara mahadeva

sambho......

Govinda, Govinda

Anjanéya ... Varada Govinda ...
tadim (instrument beat)

Jai namo .. Parvati Pate. ...

hara hara maha déva

Shambo ....

(an attribute to Shankara)
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CON CLUSION

Folk theatre is multi faceted . dso dimensiond in nature. Its existence aso
multi disciplinary. Puppet theatre fo 5 pat of the Folk theatre. The study of
Leather puppetry the ancient fom am . survivd in the present society establishes
some clues relating to mgjority, aspects concentrated to the arts. The main am to
study the art form has been achicved in different angles. Different angles introduced
in the study encompasses how the puppeteers mix the socid problems in to the play;
how they attract audience towards the mora ethics; how they make the audience are
captivated to the atmosphere through humour; how they keep the at of puppetry
alive; how they have protected the at fom 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. Mgor thrust has been lad upon Indian
theatre & Folk theater. The types and naure of various theatres have been high
lighted. The involvement of Religions in the Religious theatre; Richness of rites and
rituals involvement in the Ritudigtic theatre; the different castes or communities
involvement in the ethnic theatre; different professond groups participating in
professional theatre; padyanatakas and its popularity form a key discussion. Then the
Surabhi and its technical improvements, scroll Narratives reveding 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 at forms have been considered.
Under the context the aspect relationship of the Religion and Veedhi Bhagavatams of
Shaiva, Vaishnava and Sekteya cults, Rituas and functions i.e. life cycle events,
festivals, ceremonies; Community and Kula Puranams i.e. Madelu Puranam, Gowda
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Puranam, Jamba Puranam, Bhetala Puranam; Professon and dreet plays,
Yakshaganam, Veedhi Natakam, Chenchu Natekam, 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, castc stories have identified and discussed. Commonalties and
gualities that have been identified among the above theatrica 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 Bonadu, Garagadu, Chekka Bhgana, 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 Y akshaganam,
Kuchipudi Yakshaganam, Yakshaganam, Chiratala Ramayanam Kangundi Kuppam
Veedhi Natakam were studied in comparison with the Leether puppet theatre. Further
similaritics and differences were identified and mentioned.

Second Chapter dedls 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 aso been outlined in the historica context. The traditional and
socia life of puppeteers, the method of manufacturing the lesther puppets, performing
material for the performing show, peforming stories of the puppet shows and
contexts of the performances have dso been gathered and analysed.

How the Buddhism utilised the puppet performances, how other religions like
Jainism, Hinduism usad this form for propagation of Religious policies, how the
puppet show moved to Foreign countries have dso been discussed. The social and
traditiona life styles of Andhra Puppeteers like Bondili, Arc Marattis, and the
differences in their lifc styles have been accounted for the in retall to relate it to their
performances. And aso the aspects relating to manufacturing of puppets as to how
they are using the skins of goats; deers & 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 insruments like Maddela, Harmonium, Cymbals, \Wooden
plank, how they use Bharata & Ramayana for the shows and the lyrics of Vemana
Sataka, Sumathi Satekas 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 dudy to draw vdid conclusions about the utility of
Puppetry to the present day context.

Theatrical concepts and qualitics like Stregt theatre, cnvironmental theater,
mime, mimicry, traditional, improvisation, direction, prompting, acting, s&t design,
Music order and scenic order play a vita role in Puppet theatre. Various aspects and
other related aspect have been examined in terms of improvising the performance.

Third chapter deds with Texture and Index of photoes. It includes
introduction, views of performance, performance with narration and index of photoes
relating to different folk performing at forms aong 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 dso 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 fok research point of view and
the view of performance in generd and thc performance narrations has been

recorded.

Fourth Chapter deas 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 dl 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 deivery styles, singing, solo singing, chorus singing,
instruments utilisation in the singing method, scei.ic 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 obsarved during the performance. These may be
exhaustive in nature. Some times 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 Sde the audience will dso contribute
to it. Therefore the inter relationship of the audience arc performance has a gregt 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 actud performance. 1t is to conclude that the
skill of the performers has edge over dl 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 far further sudy in this respect where onc
can draw valid conclusions relating to societa, psychologica, economical, politica
phenomena mixed within the puppet show performance. It dso heeds to be examined
in depth to have a linkage with the contemporary society.

Tranditeration has been documented as the play was performed. An attempt
has been donc to provide English verson extensvely depicting the origina
expressions. However on some occason 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 expresson in English.

In the present study the analysis has been done for each of the activity and

findings have aso been recorded where necessary a every stage in the thesis. The
methods involved in the peformance i.e. non-textua ideology, the non-textual



elements, non textua characters and non textud structure were discussed. The socia
ideology behind the performance, the credtion 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 textua elements, professond techniques, unwritten ideology, religious
strengthness, political satires, socid ethino and formdlities, attractive methods for
financial support, cultural points, philosophica gimmicks i.e. hypothetical points can
be identified in every angle. These results are drawn from the performance, Artists

behaviour, Text, Texture, Traditiona expressions, Instrumental operations etc.

Extensive study has been done with dl the relative forms like dolls of
mandecchulu, Kondapalli Bommalu, Scroll narratives of communities, drama forms
like Veedhinatakam, Veedhi Bhagavatam, Chenchu Natakam, Toorpu Bhagavatam,
Chiratala Ramayanam, Chindu Bhagavatam, Chindu Yakshaganam and
Y akshaganam. Leather puppet show peformance was observed throughly when
compared with dl the above forms and dso with other States folk drama forms.

326



1. AppaRao, P.S.R.

2. AppaRao, P.SR.

3. Bharat Gupta,
4. Brecht, B:rtold.,

5. Burton E..I.

6. Christopher, Byark, M.,

7. Donappa, T.

8. Donappa, T
9. Durga B haw at

10. Hanumanta Rao, B.S.L.
11. Horacc Hayman Wilson
12. Janapacda Kalaparishodana

13. Jan Busscll

14. Jagannadham, P.
15. Jayapascnani

16. Joga Rao, S.V.

BIBLIOGRAPHY

A Monography an Bharata’s Natyasastra : Indian
Dramatology, Natyamala Publications, Hyderabad -
1967.

Telugu Nitlaka Vikasamu, Natya Mala Publications,
Hyderabad - 7

Dramatic concepts Greek & Indian T.A. Study of the
poetics and the Natyasastra, D.K.Print World(P) Ltd.,
New Delhi - 110015, 1994.

Breach on Theatre, The Development of'an Acsthtic
edt. nd trans. John wvillct, New Yark Hill and wang,
1964,

The students guide to world Thealre, Bebut, Jerkin,
1962.

Concept of Ancient Indian Theatre, Munshiram
Mahoharlai Publishers Pvt. Ltd., 54, Rani Jhansi Road,
New Delhi - 110055, 1g Edition, 1977,

Janapada Kalasampada, Andhra Vishwa Kalaparishat,
Hyderabad — 1972,

Telugu Hrikatha Sarwasam, Sudhara, Guntur, 1978.

An out line of Indian Folklore, First Edition, Popular
Book Depot. Bombay -7, 1958.

Andhrula Charitra Madhya Yugalu, Tripurasundhari,
Guntur, 1983,

Select specimens of the Theatre of the Hindus
translated from Original Sanskrit, Vol-1 (2 Volumes),
Asian Educationa Services, New Delhi, 1984.

Vedika, Edited, Jambapurnam, 1990.
The puppet Theatre, Faber and FFaber Ltd., London.

Sahitivasantam, Shiti Bandhus Brundham,
Hanmakonda, 1992,

Nrittaratnavali, Sangecta Nataka Akademy, Hyderabad,
1969.

Andhra Y akshagana Vangnaya Charitra, Andhra
Vishwa Kaa Parishatu, Hyderabad, 1961.

327



17,

18.

19.

20.

21.
22.

23.

24,

25.

26.

27

28.

29.

30.

31.

32.

33.

Kapila Vastyan

Krishna Murthy, N.S.

Krishna Kumari.N.
Linga Reddy, Gopu

Mat.hal u,
Mohan, G.S.

Nagabhushana Sharma, M.
Nagayya, G.
Prabhakara Rao, D.

Pratapa Reddy, S.

Peter, J. Claus & Frank Korom

Rajendra Prasad, B.
Raghavan, V.

Rama Rao, M.

Ramaraju, Biruduraju

Rama Rao, P.S.

Ramaswamy, N.S.

The traditions of Indian Folk Dance, Indian Book Co.,
New Delhi, 1977.

Andhra Dance Sculpture, Andhra Pradesh Sangeetha
Nitaka Akademy, & Andhra Pradesh Lalitha Kala
Akademy Hyderabad, 1975.

ll.b\
Telugu Junup;s’guyn Gadhalu, Tclugu Academy,
Hyderabad, 1 990).

Work songs of tclangana, First Edition, 1982, Algunur,
Kareem Nagar District.

Kolanupaka, Aler Mandal, Nalgonda, district.

Janapada Vignana Vyésava]!, Srinivasa Pu"lication,
Malayanuru, 1981.

TolubommaldlSangecta Nalaka Akademy, New Delhi,
[985.

Dhakshinatya Sahity sameccksha, Vol- |, Navya
parishodaka Prachuranalu, tirupati, 1976.

Guntur Zilla Krishthavwla Pendli l’?ll‘ckh/ﬂ’h.l). Tesys,
unpublished, PSTU. ' ’

Andhrula Sanghceka Charitra, Andhra Saraswatha
Parishath, Hyderabad, 1950.

Folkloristics and Indian Folklore, WRC consulting
Hayward, CA., USA. 1988.

‘Temple sculpture -of Andhra Pradesh, Govt. of A.P.,
Hyderabad, 1978.

Vidhi Bhagavatham of Andhra, Sangecta Nataka
Academy, New Delhi, 1981.

Eastern Caalukyan Temples of A.P.. A.P. Govt.

Archeological series No. 19, Govt. of A.P. Hyderabad,
1964,

Telugu Janapada Geya sahityam, Janapada Vignana
Prachuranalu, Chikkadapally, Hyderabad, Sec'Edn,
1998.

Makers of Modern Theatre, Masullipatnam, alitha
Publishers, 1975.

Temples of Taadpatri A.P.Govt. Text Book Press,
Hyderabad, 1976.

38



34.

35.

36.

37.

38.

39.

40.
41.

42.

43.

45.

46.

47.

48.
49.

50.

51.

52.

Radhakrishna Murthy, M.

Robert Sewel

Rama Rgu B.,

Ramakrishana, N.

Read, Allan.,

Ranganath, Y K.

Ramakrishna, Nataraja.

Somanadha, P.

Srinivasa Rao, Kolachalam.,

Stuart H. Blackburn,

. Susan, SWadlcy,

Srianadha.

SriramaAppa Rao, P.

Sundharam, R.\V.S.

Subrahmanyaeswara Sarma, U.

Tikkana

Veniana

Vasundhara, C.

Venkatiswarlu, .

Andhra Nateka Rangacharitra, Madras, 1969.

The Forgotten Empire, Indian Book House, Hyderabad,
1970.

Folklore of Andhra Pradesh, National Book Trust, New
Delhi, 1978.

Nrutyanjali,Eluru,

Theatre and Everyday life. An tthics of performance,
New york, Routledge, 1993.

The Kdrmataka theatre, Prasaranga, K#rnataka
University, Dharwar, 1982.

Torpu Bhagavatam, Natyakala, Hyderabad, 1990.
Panditaradhya Charitra, Edited by Narayana Rao, Ch.
"The Dramatic Higtory of World Asian .Educational
Services, New Ddhi, 1986.

Performance markers in an Indian story typc, Another
Harmony,

The Katha of Sakat: Two Tellings, Another Harmony
(Ed.Stuart H.Blackburn & A .K.Ramanujan, Oxford
University Press, 1986.

Palnativeera Charitra Visalandhra Publishing House,
Hyderabad, 1961.

Telugu Nataka Vikasamu, Nayyamala Prachuranamu-3,
Hyderabadi 1967.

Andhrula Janapada Vignamam, Andhra Pradesh
Sahitya Academy, Hyderabad, 1983.

Konascema Jdari Patalu, Ph.D. Thesis Unpublished,
1990, P.S.T.U.

Andhra Maha bharatam Critica edition. Virata
Udyogaparvas, Osmania University, Hyderabad, 1970.

Vemana Padhyau (reprinted on the basis of Browns'
compilation in 1839) Yogivemana Telugu Vignana
Kendhramu, Hyderabad, 1980.

Telugu Janapada Sahityam, Streda Geyala

Samp rad ay am, H yd crab ad, 19806.

Palnati Scemalo Kolatam, PSTU Publication, 1988.

325



54,

55.

56.

- Ibid Janapada Kala Vyasavali, Hyderabad, 1992,
Venkatesan!, N.R. Budigd Jangalu, Divya Dcepti Prachuranalu,
Hyderabad, 1995. :
Yadaiah, ¢ Janapada Vignanamloo Bavaneelu, Hari Prachuranalu,
Hyderabad, June, 1990. )
Yellareddy, p. Telanganaloo Yakshaganam  Rachana - Prayogam,

Jatiya Sahitya Parishat, Palamuru Sakha,
Mahabobnagar, April, 1994.

Journals

Bharathi, Telgu Literary Monthly, Vol-1, 1942.
The India Magazine, Monthly.

Janapada Parishodhana, Quarterly in Folklore, Janapada Kaa Parishadhana
Vedika, Hyderabad. '

Kinncra, Telugu Literary Magazine, Hyderabad, 1995.
Natya Kala, Telugu Monthly Magazine in Finc Arts, Andhra Pradesh.
Musi, Telugu Literary Monthly.

Specid Issues

KathaVachan - Vachak, Special Issue, Indiragandhi National Performing Arts
Centre, New Delhi, 1997.

Rashtrasthayi Janapada Kalootsavalu, Special Issuc on Folk Arts, P.S.Telugu
University, Hyderabad, 1990.

Surabhi, Nataka SataJayanthi Utsavalu, Cultural Affairs, A.P., Hyderabad, Nov.,
19809.

Un Published Works

Prabhakara Rao, D. - Guntur Zilla Kristhavula Pcndli Patalu, Ph.D., Thesis,
P.S.T.U., Hyderabad, 1994.

Subrahmanya Sarma, U. - Kona Scema Jdari Patalu, Ph.D., thesis, P.S.T.U.,
Hydrabad, 1992.

330



PERSONAL INTERVIEW CONDUCTED WITH
LEATHER PUPPETRY ARTISTES

1. Anjaneyulu,Rekandar

2. Anjaneyulu Sindhe

3. Balaji)Anaparti

4. Chennappa Rao,Rekandar

5. Chalapati, Dalavai

6. Dastagiri Rao, Kalc
7. Erukul:nnma’\/zumrchc

8. GovinduJVanarasa

9. Govindarao,Vanarasa
10. Jagapati Rao,Rekandar

11. Krishna Murthy)Vanarchc

12. Kullayappa Sindhe

13. Naruyanappa Sindhc

14. Rga Rag Sindhc

15. Ramappa Dalaval

50 ycars, (j‘vhcnnumpalli, Badvcl Mandal, Cuddapah
(D't) caste Aremarata, Date. 15.11.1980.

Alamkhan Palli, Cuddapah (M & Dt) 55 years.

Age 55 years, Rajupalem, Sattenapalli, Guntur Dt,
Caste: Bondili,Datc of collection . 26-
11-82.

55 years, Pulamamilla, Badvel Mandal, Cuddaph
(Dt), Caste: Arc Marala, Datc 25-11-80.

45 years old, cymbal player, singer and helper.

50 years, Chennampalli, Badvcl Mandal, Cuddapah
(Dt), Cast: Arc Marala, Date. [ 5-1 1-1986.

45 years, Pulmamilla, Badvcl Mandal, Cuddapah
(Dt), Caste: Arc Marata, Date. 15-1 1-86.

55 years old experienced male puppetter. He helped
in al events to give the puppets time to time.
Singer, Musician and manipulator.

55 years, Kottapalle, Chenna Mukku palle,
Cuddapah (M & Dt)

50 years, Chennampalli, Badvcl Mandal, Cuddapah
(D), Caste: Are Marata, Datc. 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 puppcteer, Singer
and manipulator. He dominated the throupc.



16.

Ramakri shna)V anarasa

17. Rangamma,Dalavii

18.

20.
21.
22.
23.

24,

25.
26.
27.
28.
29.

30.
31,

Rama Rao /Vunumsa

. Ramadas Rao}.Vzumrusu

Ramachandra Rao, Vanarasa
Rama Rao,Sindhe

Subba Rao) Rekandar

Subba Rao) Khande

.Sérada)Vanarasa

Santi Rao Vanaparti
Srirangam Rao, akalc
Sanjeeva Rao, Sindhe
Sankara Rao Rekandar
Sekhara Rao,Vanarasa

Sanjecva Rag, Sindhe

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, D1.25-11-
86.

50 years, Kottapalle, Chcnna Mukku Pallc,
Cuddapah (M & Dt).

50 years, Alamkhan Palli, Cuddapah (M & Dt).

64 years (1-7-97), Khadar Khan Kottalu,
Rachinnaya Palle, Cuddapah (M & Dt). Caste: Arc
Marata, Data Collected date. 15-11-806.

55 years, Kotta Kottalu, Bye pass Road
Vidyaranaya Nagar, Anantapur, Caste: Arc Marata,
Data Collected Dt.30-11-85.

40 years old Woman, wife of Ramakrishna. She
held main women roles. Singer and manipulator.
Good chorus Singer.

50 years, Chcnnampalli, Badvel Mandal, Cuddapah
(Dt), Caste: Arc Marata, Date. 15-11-80.

45 years, Chcnnampalli, Badvcl Mandal, Cuddapah
(Dt), Caste: Arc Marata, Date. 15-11-806.

55 years, Chennampalli, Bedval Mandal, Cuddapah
(DY), Caste: Arc Marata, Datc. 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).
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32. Venkatarama ‘ - 10 years girl, daughter of Govindu, Chorus singer,
Cymbal pla, r, learner.

33. Venkata Rao, Rckandar -- 45 years, Pulamamilla, Badvcl Mandal, Cudapah
(Dt), Caste: Arc Marata, Date. 15-11-80.

34. Varathi Rao,Vanarasa -- 50 years, Singaraya Palle, Kalcha padu (P.O),
Badvcl Mandal, Cuddapah, Caste: Arc Marata,
dt 25-11-80.

35. Vcnl\'ut_appu,aluvui — 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. Yalleji Rao. B, Machavaram, Raparla, Via - anmcnabrolu, Prakasam Dt.

OGGU KATHA ARTISTES

1. Beerappa Mallcla 65 yeans 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.0O), Karccma Nagar DI,
May 97.

5 Satmiuh)Chukka, 62 years Minikyapuram, Pembarthi, Mandal, Warangal Dt., May
1997.

w
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11.

12.

13;

14.

LS.

16.

18.

VEEDHI NATAKAM ARTISTES

- Sri Jamgam aApbajahdasu, 88 years

. Chinna samjcevau, 48 years

. Kullayappa Boggu, 73 years

. Lakshminarayanamma Maddula, 66 years

. Lingala Subbanna, 80 years
. Nadipi Fakkirappa, 77 years

. Dastagiri Harijana5 1 years
. Nagabhooshanam fDarln

) Prakash’BonaIa, 30 years

. Paparayudu Namaala
Peda Sanjeeva, 68 years

Pedda Obulesu, 72 years

Pcdanarayanaswamy} Kummari, 48 years
Rangaswamy G, 35 years

(’]umvaiak(}@ years

Chinna Kambanna, 57 years

. Jagannatham Bhagavataar Bontalakoti.

79 years.

Tipparaju Karanam, 65 years

Modameedipalli, old Cuddapah P.O.

310 Balappa, Goods shed Kottal - 2" ward,
Dharmavaram TQ, Anantapuram Dt,
Subbaraopet Vi1l

Subbaraopet Vill, Dharmavaram T(),
Anantapuram, Dt.

Sarvaraya Harikathaa Pattasaala,
Kapileswarapuram, E.G.Dt. A.P.

Bhogasamudram Vill, Tadipatri Tq.

1 larijana Kotam, Bhogasamudram Vill,
Tadipatri TQ.

Gudipadu Vill, tadipatri TQ.,
Ramanu japuram Vill, Kavali Tg. Nellore Dt.

H.No.2/12, B.C.Colony, V.P.O. Andamandal
Lingampet, Nizamabad.

Peddacheppali Vill, Harijanawada P.O.
Kamalapuram (M), Cuddapah (DI).

Poolakunta, Subbarao Pecta Vill,
Dharmavaram TQ.

IH.No.141, Bhogasamudram, Tadiparli(M).

Subbarao Pcta Vill, Kurnool DI. Srisailam
(M).

Jt. Secretary, Sri Venkateswara Y akshagana
Kalasangam, Gottipalli - 505 185.

Nagavaram P.O. Via — Rajupalem, Krosuru
(M), Guntur Dt.

1-84, Mariana Street, Bhogasamudram Vill.
Tadipatri (M).

Chintada P.O., Bobbili (M), Vijayanagaram,
Dist.

Retd. Head Master, Teachers colony,
Susooru Vadlapalli, Hindupuram,
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19. Brahmai ah}Bommul.om, 46 ycars
20. Vuppu Venkatasubbanna, 55 years

21. Scshaiah Sritirupati, 70 years

22. Satyavati Chindc, 22 years
23. Subbaiah Naidu, A.
24. Venkatanarasaiah Gajavelli, 38 years

25. Scsha REDXPuIiI\’u, 50 years

kk*

Clo Dastagiri, Pulikonda Vill., Chimakurti
(M), Prakasam Dt.

Gdllavandlapali, Dappcpali P.O.
Lakkireddypets (M).

President, Sii Venkateswara Y akshagana
Artists Asson., Gattepalli (M), Sultanabad -
185.

Pda hcppdi P.O. Kamalapuram (M)
Cuddapah Dt.

Koaltaindlu Vill, pedda bangarukattanak (P),
Kuppam (M), Chittoor - 517 425.

Togaaguttapalli, Via- Mukharampuram,
Karimnagar Dt e 505 002.

Vemulavada, Kargpa (M), Kakinada TO-,
E.G.Dig.





