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Exploring the role of choreographers in designing solo compositions in
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Abstract: This research investigates the evolution of Kiicipudi dance from its traditional group-oriented Natya
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Tradition to its current prominence as a solo art form, specifically examining the significant role of
choreographers in this transformation from the early to late 20th century. The study analyses the contributions

of key figures, including Védantarh Laksminarayana Sastri and Vempati Chinna Satyam, who pioneered solo
compositions and adapted existing theatrical forms like Yaksagana for individual performance. Employing a

methodology that combines archival research, biographical accounts, scholarly works, and consultations with
senior Guru-s and dancers, this paper identifies the innovative choreographic strategies employed. These

include the development of new and varied solo repertoires, the integration of diverse musical and literary
sources, the incorporation of abhinaya techniques from temple and other dance traditions, and the creation of

detailed performance manuals (jatakarm). The main results highlight the significant shift towards solo
presentations, the expansion of Kiicipudi's expressive range through novel thematic content and structural
innovations, and the establishment of distinct stylistic idioms. The study concludes that the visionary

contributions of these choreographers were indispensable in navigating socio-cultural changes, preserving the
classical roots while fostering innovation, and ultimately elevating Kiicipudi to a recognized and vibrant

classical dance tradition with national and international acclaim.
Keywords: Kiicipudi, Solo compositions, Choreographers, Natya Tradition, Repertoire

Introduction: Kiicipudi dance has undergone a significant transformation from its traditional roots from

Natya Tradition to its contemporary prominence as a solo composition. This evolution, spanning from the
early 20th century to the present day, has been shaped by the contributions of numerous choreographers and

Guru-s who adapted and innovated within the existing framework of the tradition. This paper explores the role
of these choreographers in designing solo compositions, examining the key shifts and influences that have

defined Kucipudi's journey.
Review of Literature: Based on the provided objective, scope, and references, here's a draft of the Literature

Survey/Review of Literature section for your article:

Page 95 of 107



Volume 3,Special Issue 1 (2026)
DOI: 10.63984/IAJPA.v3.si1.2026.95-107

= Insigme {rti
= Journal for Performing Arts

ISSN: 3048-9849 (Online)

Kicipudi, a vibrant classical dance tradition originating from Andhra Pradesh, has a rich history rooted in the

Literature Survey / Review of Literature
Natya Tradition and the performance of dance-dramas by traveling troupes known as mélarm-s. Early

scholarship, such as Balamtrapu Rajanikantaravu’s Andhra Vaggeyakarula Charitra (1958) and Chirntalapati

Laksmi Narasirmha Sastri's Kiicipudi Bhagavatulu (1983), provides foundational accounts of the tradition's
origins, the structure of these mélarm-s, and the significance of plays like Bhama Kalaparh and Golla Kalapam.

These works highlight the historical emphasis on group performances and male actors portraying female roles,

a key characteristic of early Kuicipudi.
The transition towards solo compositions, the central focus of this research, marks a significant evolution in
Kacipudi's trajectory. Several scholars have touched upon this shift and the individuals who spearheaded it.

C.R. Acarya's Understanding Kuchipudi (1992) offers insights into the technical aspects of the dance form
and implicitly acknowledges the development of solo presentations. Sunil Kothari's works, including

Kuchipudi: Indian Classical Dance Art (2001) and his earlier dissertation (1977), contextualize Kucipudi
within the broader framework of Indian classical dance and its theatrical traditions, providing a backdrop

against which the emergence of solo forms can be understood.
The contributions of specific choreographers in shaping the solo repertoire have also been documented. While

a comprehensive history dedicated solely to this aspect may be limited, references to key figures like
Védantarh Laksminarayana Sastri and Vempati Chinna Satyarh appear in various texts. Andavilli

Satyanarayana and Strya Ravu Pemmaraju's Dr. Vempati: Maestro with a Mission (1994) details the
significant innovations introduced by Vempati Chinna Satyarh, a crucial figure in popularizing and refining
the solo idiom. Similarly, Mddali Nagabhusana Sarma's Kuchipudi: Gurus, Performers and Performance

Traditions (2015) offers perspectives on the roles of various Guru-s in this evolution.
Academic research, such as Chinpta Ramanatham's "The Kuchipudi School of Yakshagana A Literary
Traditional and Technical Perspective" (1979) and Anuradha Jonnalagadda's "Tradition and Innovations in

Kuchipudi Dance" (1996), directly addresses the interplay between tradition and innovation within the dance

form. Jonnalagadda's work examines the specific adaptations and new choreographic approaches that led to
the prominence of solo presentations. Yamini Yasoda Kirati's "Kuchipudi Dance Dramas Structure Changes

and Emerging Trends" (2017), while focusing on dance dramas, also sheds light on the factors that contributed
to the rise of stand-alone solo compositions. Uma Ramaravu's Kuchipudi Bharatam or Kuchipudi Dance: A

South Indian Classical Dance Tradition provides a broader understanding of the dance's techniques and

repertoire, which would include the evolved solo forms.
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This literature survey reveals that while foundational works show the historical context of group-based
Kicipudi, later research begins to address the shift towards solo performance and the pivotal role of
choreographers in this significant transformation. This study aims to further contribute to this understanding

by specifically analysing the innovations and impact of these key figures on the evolution of the Kiicipudi

solo repertoire.

Methodology: This research involves exploration of variety of sources to reconstruct the history of Kucipudi
choreography. It uses biographical accounts of key figures, archival materials such as photographs and
performance records, and scholarly works on Kiicipudi dance. Consultation with senior Guru-s and

contemporary Kiicipudi dancers was conducted to gain valuable insights into the ongoing evolution of the
dance form and the role of choreographers in shaping its future. This multi-faceted approach allows for a
comprehensive understanding of the historical trajectory of Kiicipudi choreography and the contributions of

individual choreographers.

Analysis, Results & Discussion:
Melarh means a performance group. The Kiicipudi tradition had different m&larm-s organized around families,

Historical Development:
such as Cinta vari mélarh, Pasumarti vari mé€lam, V&dantam vari mélam, and Verpati vari mélam. The plays
performed by all these mélam-s were Bhama Kalaparm, Golla Kalapam, and several dance-dramas based on
purana-s, like Rama Natakam, Prahlada, and Sagirekha Parinayam. Another common feature of these melarms
was female impersonation. Kiicipudi gained importance partly because of the demand for male actors playing
female roles in Bhama Kalapam. In this play, the artistic quality of the lead female role greatly depends on
viraha aspect of Srigara. Because of this, for generations, actors had to become skilled at portraying Bhama

to prove their careers and earn a living in this art form.

Seeking new creative paths, famous Kucipudi teachers Cinta Venikata Ramayya and Hari Madhavayya adapted
Yaksaganam, a lively group dance-drama, to fit the classical Kucipudi stage. This was a successful change

from the solo or duo performances of Kalaparm, offering more dynamic stage movements and a wider range

of emotions. Kiicipudi Yaksaganam emphasized dance, rhythm, and character portrayals, often turning popular

mythological stories and plays into dance-dramas with added songs and dialogues.
This adaptation led to the creation of new dramas and musical compositions, encouraging artists to improve

their presentation and specialize in distinct roles. It also shifted the focus away from strict, emotion-centred

or philosophical themes towards shorter, more varied emotional parts, eventually leading to newer, shorter

expressive forms in Kiicipudi.
However, the popularity of Yaksaganam decreased within fifty years. This was due to reasons such as
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similar roles, inability of troupes to consistently create compelling new works, varying quality among different

troupes, and changes in preferences of audiences.
Later, a change in the attitude of younger artists, influenced by contemporary dance trends, and the work of
Védantarh Laksminarayana Sastri, who began teaching solo pieces and adapting classical works for individual

performances, marked a new direction for Kiicipudi.

Solo dances in dance dramas:

Solo performances are called Vyasta Nrtyarm$amulu or Eka Patra Kélikalu. Kiicipudi Bhagavatar-s included a
diverse collection of existing compositions in their dance dramas, enriching their storytelling and artistic
scope. This included works by well-known composers such as Gita Govindam by Jayadeva, Krsna Lila
Taranginl by Narayana Tirtha, Padam-s by Ksetrayya, Javali-s by Dharmapuri Dasaramalu, Adhyatmika
Ramayana Kirtana-s by Munipalle Subrahmanya Kavi, and the significant contributions of Ramadasu,

Tyagaraja, and Annamayya. These compositions were often used to move the story forward, as seen in Usa
Parinayam, which features solo compositions like Svami rara by Munipalle Subrahmanya Kavi as Krsna

Sabdarh, Emi Mayamu Cg@si Poyeno by Pattabhiramayya as Javali, and Astapadi #19 Priya Carusile by
Jayadeva. Another example is Danamu Sadhanamu Nivénani as Tillana in Prahlada Pattabhisekarh, and

Dasavatara Sabdar in Yaksaganarh.
Stand-alone compositions, such as Tarangam-s featuring §loka-s from Krsna Lila Tarangini, were also

performed between scenes, independent of the main story.
The early 20th century saw the rise of three prominent figures in Kicipudi: Cinta Venkata Ramayya

(18601949), Verhpati Venkata Narayana (1871-1935), and Védantarh Laksminarayana Sastri (1880-1957).

Védantarh Laksminarayana Sastri

Vempati Venkata Narayana

Cinta Venkata Ramayya

These Kiucipudi guru-s creatively changed traditional compositions, a shift recorded in the histories of the
hereditary artists of Kiicipudi village. This period of innovation happened at a time when traditional arts faced
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Cinta Venkata Ramayya played a key role in bringing together existing mé&lam-s into the influential

Venkatrama Natyamandali, uniting prominent artists and focusing on the Kiicipudi Yaksaganam repertoire. At

the same time, Vernpati Venkata Narayana and his group concentrated on performing Kalapam-s, including

notable works such as Bhama Kalapam, Golla Kalapam, Dadinamma Kalaparh, and Balinta katha.
Védantarh Laksminarayana Sastri is known for first introducing solo compositions within the Kicipudi

tradition.
Vedantar Laksminarayana Sastri (1886-1956):
Védantarh Laksminarayana Sastri spearheaded the transformation of Kiicipudi traditions in the face of early
20th-century socio-cultural shifts. He revolutionized the art by pioneering solo compositions, known as
Vyastamsamulu, Vyasta Nrtyarm$amulu, or Eka Patra Kelikalu, which gradually moved Kiicipudi away from
its predominantly group-based nature and provided fertile ground for solo expressive presentation.
Drawing inspiration from diverse Telugu literary and musical sources, as well as incorporating abhinaya
elements prevalent in temple and courtly traditions, and Bharatanatyam, Sastri meticulously crafted a
significant solo repertoire. He also adapted existing Yaksagana compositions, highlighting their potential for

solo Kiicipudi natya. His innovative approach extended to the very structure of these solo presentations, often

interweaving different compositional elements.
His profound impact went beyond the sheer volume of his creations; his innovative abhinaya, particularly in
padam-s, emphasized the interplay of physical and emotional expression, transforming simple lyrics into
intricate gestural narratives, effectively setting up him as a "gestural commentator." For effective transmission
of these nuances, he created detailed performance manuals, or jatakarm, outlining the emotional and gestural
intricacies of each composition, thus establishing a structured teaching method that empowered his students.

This comprehensive approach underscored his genius as an educator who seamlessly integrated the theoretical

and practical dimensions of dance, with a particular emphasis on abhinaya.
Sastri's dedication extended to actively teaching these solo forms, including the traditionally lasya-dominant
pada abhinaya, to both male and female students, thereby broadening Kiicipudi's appeal. He is also credited
with designing the iconic costume still in use today. His mastery of emotionally resonant and technically
skilled abhinaya garnered him recognition as a leading dancer. Through tireless touring, teaching, and
demonstrations, he elevated Kiicipudi to national prominence, firmly establishing Vyasta Nrtya tradition and
significantly expanding its reach beyond its rural origins. The burgeoning film industry of the time also

presented new avenues for Kiicipudi artists, further increasing its popularity and contributing to the migration

of dancers to urban centres.
performance and female participation. His enduring repertoire and teaching methodologies have been

Ultimately, Védantarh Laksminarayana Sastri's legacy is foundational to modern Kiicipudi, emphasizing solo
instrumental in elevating Kicipudi to a recognized classical dance form. His life exemplified artistic
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a transformative visionary who revitalized Kiicipudi, securing its continued relevance and prominence in the

contemporary dance landscape.
Védantarh Laksminarayana Sastri's significant contribution lies in his remarkable consolidation of a diverse
solo repertoire, encompassing various forms such as Pja Nrtyam, Padavarnam, Varnam, Svara Pallavi,
Jatisvararh, Javali, Sloka, Tyagaraja Kirtana, Adhyatma Ramayana Kirtana, Tarangam, and Astapadi. This
extensive collection, featuring a majority of padam-s along with other compositions, highlights his careful

selection based on suitability for dance and his detailed choreography of over 150 items, including the creation

of appropriate jati-s.

He developed adavu series for training dancers, such as Adasam (the first adavu with which footwork begins),
His konagdlu (also known as collukattu) and jati elaborations were filled with Laya and Bhava. He particularly

Mandavam, and Jallari (a connecting sequence or chain of jati-s).

emphasized aligning konagdlu with Bhava. His innovative saficari interpretations revitalized solo
performances, attracting more women to the dance form and fostering a greater emphasis on mukhajabhinaya

and hastabhinaya.
Sloka Abhinaya: Védantarh Laksminarayana Sastri introduced $§l6ka abhinaya for which §loka-s were taken
from works such as Puspa bana vilasarm, Rama Karpamrtarm, and Krsna Karpamrtar.
Sabdarh-s form an important and extremely popular part of the Kiicipudi repertoire. They were also used in
Yaksagana-s. Védantar Laksminardyana Sastri's contribution to the solo Kiicipudi repertoire is further shown
by his choreography of several §abdam-s, a dance-song form often narrating stories about deities or royalty.
These $abdarh-s, structured with a specific raga and tala, demonstrate Sastri's varied musical and narrative
choices. For example, the Abhisekam-s, which typically depict the birth and major events of a deity
culminating in praise, include the Ramayana Sabdarh in Mohana raga, Adi tala, and the Prahlada Pattabhiseka
Sabdarh in Ragamalika set to Misra Capu tala. Incidentally, both Sabdar-s of them were composed by
Melattiir Venkata Ramayya. His repertoire also featured Raja sambandhita sabdam-s, such as the Mandddari
$abdam in Ragamalika, Adi tala, Krsna $abdam in Mohana raga, Adi tala by Munipalle Subrahmanya Kavi,
as well as Rajaéri éabdarh and Tulajati $abdam, both in Mdhana raga and Adi tala. Additionally, Sastri
incorporated Daiva sammbandhita sabdam-s, including the well-known Dasavatara $abdam in Mohana raga,
Misra Capu tala by Siddhabhattula Rangadasu, and Mandika $§abdamm in Ragamalika, Misra Capu tala by

Melattir Kasmadhayya, showing a comprehensive approach to enriching the solo Kiicipudi presentation.

Varnar: Ve&dantarh Laksminarayana Sastri choreographed Varnarh Dani ke in Todi raga and taught to
Balasarasvati. He extensively used Saficari bhava-s to highlight Padardha abhinaya. He also choreographed E

maguva bodhimcera in dhanyasi raga, adi tala.
The structure he followed to choreograph varpam-s and svarajati-s was: pallavi-jati-anupallavi-jati-

caranamsvara-sahitya.
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He also choreographed tanavarnam-s like Calaméla in Khamas raga, Viriboni in Bhairavi raga, khanda jati,

Ata tala, and sarasijamukhird in Arabhi raga, triputa tala.
Svarajati: He choreographed Vasanta svarajati composed by Maharaj Svati Tirunal in Adi tala as a solo item.
An expert in Abhinaya, he used several saficari bhava and sahitya.

The structure of varnarh and svarajati followed by Sastri was:

Pallavi — Jati — Anupallavi — Jati — Caranam — Cittasvara — Sahitya
Védantarn Laksminarayana Sastri nurtured a significant lineage of disciples who became prominent Gurus,

including Ayyanki Tandava Krsna, C.R. Acharya, Veripati Peda Satyarh, Védantarh Jagannatha Sarma,
Josyula Sttaramayya, Vermpati Chinna Satyarn, Nataraja Ramakrsna, P.V.G. Krsna Sarma, Védantarm Prahlada
Sarma, Korada Narasirhha Ravu, Yele$varapu Nagesvara Sarma, and Uma Rama Ravu. Notably, Sastri's
instruction extended to temple dancers and, from the 1930s, to other women interested in the dance form,

including renowned artists like Balasarasvati, Ragini Devi, and Yamin1 Krsnamirti, thus expanding the

tradition's reach.

C.R. Acharya

Uma Rama Ravu

Védantarh Jagannatha Sarma

Page 101 of 107



Volume 3,Special Issue 1 (2026)

= Insigme {rti
DOI: 10.63984/IAJPA.v3.si1.2026.95-107

== Journal for Performing Arts

ISSN: 3048-9849 (Online)

Balasarasvati
Yamini Krsnamurti

Following his pioneering work, later legendary gurus and his disciples continued to build upon his

foundations, introducing further refinements in choreography and jati-s, as well as enriching the repertoire

with new compositions inspired by his innovative principles.

Solo compositions flourish under next generation:
Ayyanki Tandava Krsna (1915-1991) significantly contributed to the Kiuicipudi repertoire by developing a

distinctive style in his solo presentations, encompassing both traditional and innovative thematic content, with
notable examples including his renditions of Siva Tandavarh and Lasya Nrtyari.

Chilakamarthi Rama Acharya (1919-1999) innovatively
evolved a method for presenting Prénkhini Natyam
[Reference], a temple ritual dance form. Traditionally, a

dancer would execute solo items such as Simha Nandini,

Kautuvarh, and

Mayira
Ganes$a Kautuvarm by

drawing a figure on the ground
covered with  white flour

through precise foot

movements; C.R. Acharya, in collaboration with his student Mallika Sarabhai,

devised a unique adaptation for the modern stage utilizing a large square wooden

frame with a fixed white cloth placed over a surface spread with coloured powder,
which, upon completion of the dance, would reveal a drawn image when the frame was vertically lifted for

audience viewing [Reference].
Vedantarh Peda Satyarn (1922-1982) and Pasumarti Krsna Miirthy (1943-2020) are credited with composing
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Kicipudi form through cinema by strategically incorporating traditional items such as Javali, Padam, and

Tillana within proper narrative sequences.

Nataraja Ramakrsna (1923-2011) made significant contributions from the mid-1950s not only towards
securing due recognition for Kiicipudi but also in reviving and recreating long-forgotten dance forms of

Andhra Pradesh, such as Navajanardhana Parijatarh [Reference], Agama Nartana-s [Reference], and Perini
Siva tandava [Reference], under the collective designation of Andhra Natyarh, while also producing extensive

scholarly writings on the subject.

Veédantam Parvatisam

Vedantarm Prahlada Sarma

Pasumarti Krsna Mirthy

Védantarh Prahlada Sarma (1929-1991) rose to prominence as a highly popular male dancer renowned for his
compelling portrayals of female characters; he was actively involved in dance initiatives at Telugu University

and the Central University of Hyderabad, where he endeavoured to establish a comprehensive syllabus
integrating both the theoretical and practical dimensions of Kiicipudi.
Vedantarh Raghavayya (1919-1972) revitalized the traditional performance of Tarangam-s on a plate,
characterized by the dancer balancing a water-filled brass pot on the head while holding small lamps in the
hands, a performance style that gained considerable popularity and became closely identified with the
Vedantarm Parvatisam (1920-2005) distinguished himself as an artist and the author of approximately two

Kucipudi tradition.
dozen books dedicated to Kiicipudi, through which he spread knowledge about various techniques, music, and

repertoire.
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Satyarh  (1929-2012) was a
dancer, and

Chinna

Vermpati
choreographer,

distinguished  guru,
composer whose contributions significantly shaped the

Solo compositions by Vermpati Chinna Satyarm:
landscape of Kiicipudi. To codify and refine the dance
form's technique, he undertook a comprehensive study

of the Natyasastra, music, and sculpture, integrating

principles from these disciplines to establish a more

structured framework for Kucipudi.
His innovative approach extended to the revival and

presentation of dance dramas, notably Ksira Sagara Mathanamh in 1961, followed by numerous other

productions that incorporated significant modifications and innovations tailored to contemporary audience
sensibilities, achieving widespread acclaim both nationally and internationally. His experimental approach
encompassed the expansion of the Kiicipudi repertoire with novel themes, presented through innovative

stagecraft often featuring specially commissioned music and lyrics, as exemplified in dance dramas such as

Hara Vilasam.

Vempati’s extensive choreographic work, comprising over two hundred solo pieces and a dozen dance dramas,
demonstrates both the volume and quality of his creative output. He emphasized the crucial role of a strong
solo repertoire for the tradition's wider reach and a dancer's artistic development, requiring careful attention

to variety and presentation. [Reference 1, Reference 2, Madhana Dharuvu, Adhyatma Ramayanam|

Vermpati approached each solo piece as a Drsya khanda kavya, a short visual drama with a distinct beginning,
middle, and end. His structure typically involved visually appealing introduction, a developing middle
reaching a climax, and a concluding repetition of the main theme. He consciously designed specific structures
for different solo categories, notably his Tarangam structure, which his disciples also adopted. Vempati Chinna
Satyam is widely recognized for establishing a distinct stylistic idiom, the "Vempati' style, which has become
a benchmark of excellence and an aspirational model for many Kiicipudi dancers seeking to imbue their

technique and performance with its characteristic features. A notable development during his active period

was the increasing prevalence of women performers undertaking male roles within dance dramas, with artists
like Manju Bhargavi demonstrating significant portrayals in his productions.
The establishment of his dance school in Madras and his success in producing nrtya nataka-s further propelled
the development and popularization of Kiicipudi as a prominent classical dance form.
Vempati Chinna Satyarn also contributed to the standardization of Kiicipudi technique by elaborating the

fundamental adavu-s into the more complex Pancha jati adavu-s.
In a significant choreographic innovation, he re-envisioned the vasanta svarajati as a purely nrtta composition,
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understanding of laya and music, as well as bhava in dance, in contrast to the traditional svarajati which
integrates jati-s, svara-s, and sahitya. Furthermore, Vempati Chinna Satyarh introduced the practice of

preceding solo compositions such as Astapadi, Tarangam, kautuvam, and Krti-s with a $loka, thereby
enhancing their aesthetic and contextual resonance. A defining and consistently applied principle in his

choreography was the infusion of bhava into nrtta sequences, ensuring that even abstract dance movements

were imbued with expressive intent.
Natyasastra for both nrtta and nrtya compositions, including the precise application of asamyuta hasta-s,

In his approach to choreography, Vempati standardized the utilization of elements derived from the
samyuta hasta-s, nrtta hasta-s, karana-s, and cari-s. His original choreographic contributions included a
significant repertoire of solo forms such as Astapadi, Padam, Javali, and Kirtana, demonstrating his mastery

across diverse musical and poetic structures. Moreover, Vermpati undertook the significant task of
rechoreographing existing compositions originally conceived within the narrative framework of Yaksagana,
adapting them into independent solo presentations suitable for the contemporary performance context.
Building upon the foundational work of his predecessors, Vermpati also re-envisioned specific choreographies
by Védantarn Laksmi Narayana Sastri, implementing key modifications that reflected his evolving aesthetic
and pedagogical objectives. This included the strategic integration of $loka abhinaya into established solo
items like Astapadi, Kautvar, Kirtana, Piija Nrtyam, and Tarangar, thereby adding layers of narrative depth
and emotional nuance to these performances. Additionally, he innovatively modified the structure of the
Svarajati by removing the sahitya, transforming it into a predominantly nrtta-oriented form that closely

resembled the Svara Pallavi, emphasizing the exploration of pure abstract movement grounded in intricate

musical phrasing and rhythmic patterns.

This research concludes that the evolution of Kiicipudi from its traditional Natya Tradition to its contemporary

Conclusion:
emphasis on solo performance is fundamentally attributed to the visionary contributions of its choreographers.
The study highlights the pivotal role of figures like Védantarh Laksmi Narayana Sastri and Vempati Chinna

Satyarh, who not only pioneered the solo format but also skilfully adapted existing performance elements and
introduced novel thematic and narrative frameworks. This transformation underscores a dynamic interplay

between the preservation of Kuicipudi's classical roots and a proactive embrace of innovation, ensuring the
dance form's continued relevance and vitality within evolving socio-cultural landscapes. The collective efforts
of these choreographers have been indispensable in shaping the unique aesthetic and technical identity of

modern Kiicipudi, solidifying its position as a vibrant and dynamic classical dance tradition.
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Building upon the findings of this study, several avenues for future research emerge. Further in-depth analysis

Future Scope:
beyond the primary figures discussed. Investigating the reception and impact of these solo compositions on
audiences and practitioners across different periods would provide valuable insights into the evolving
appreciation of Kicipudi. Additionally, research could examine the influence of institutional support,
globalization efforts, and the growing film industry on the dissemination and adaptation of solo Kiicipudi.
Comparative studies analysing the solo repertoire and choreographic approaches in Kicipudi with those of

other classical Indian dance forms could also yield significant insights. Finally, exploring the perspectives of

could explore the specific choreographic techniques and stylistic innovations introduced by individual Gurus

contemporary Kiicipudi dancers and choreographers on the legacy of these transformative figures and their
vision for the future of solo Kiicipudi would offer a valuable contemporary lens on this historical evolution.
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Appendix

For a detailed description of "Jaatakam", see M. Nagabhushana Sarma, "Vedantama Laxminarayana Sastry:

His Life, Times and Achievement,” Nartanam, Vol. 11, No. 2 (April-June, 2002)

Jaatakam
(Performance manual / Horoscope)
of a Padam

(Prepared by Vedantam Laxminarayana Sastry and published in Ksherrayya
Padamulu, edited by Prof. Vissa Appa Rac and published by Andhra Gana Kala
Parishad, Rajahmundry, 1950; pages 69-70. Prof. Rao called it “abhinaya paddati® :
Performance Method)

Padam : Okka Saarika llagayite

Ragam : Mohna : Adi talam.

Nayika : Saamanya, atrupta, Praudha desircus of conjugal union

Samyoga Sringara ; Hasya rasa

The nine bhavas to be acted all through the padam are :

Srama, Autsukya, Chapalata, Glani, Supti,

Jadata, Dainya, Vishada, Vitarka

The vibhava, anubhava, sattvika bhavas as oceasion demands
should be shown,

*Okka Swarike Ilagayite - oho Idemiti ratira 7
srama  helana vitarkam autsukyam rati-s
** Makkuva Deerchara Muvva Gopala ***
autsukyam
Sokkiyunna  Nee Sogasadi****  Yemira! [Okkal|

glani, dainyam, chapalata vitarkam, dainyam

Nemmogamuna-  Nee-  badalikalemira-
dainyam srama vitarkam

Neetukaada rommadire-demira?
sogasu srama vitarkam

Kammani vaatera kandina demira?
Dhriti vitarkam
Kaallunu chetulu tada ba du temira?
dainyam srama vitarkam
Kannula niddura gammedemira -
supti  vitarkam

Galamuna chamatalugaare demira?
srama vitarkam

Tinnani paluku baluka vademira?
gadgadam srama vitarkam

Telisi teliyakunnavademira?
jadata vitarkam

Inapuri muddula muvva gopala

autsukya
Yepuna nanu galisitiveevela
harsham moham

Manamuna ninne nammiti jaala
autsukyam
Maaru balkakunna-vadi yela?
vishadam glani vitarkam

[|OKkal|

[[Okkall

Samyoga Srigaram : (The following, hastabhinaya to be shown at each point)

* “Okka saarike”

1. gaja 2. dhenu 3. kukkuta 4. vrischika

5. hamsa 6. Naga-paasa 7. Gandabherunda 8. Chakravaka
9. dhanu 10. padmasana

** “makkuva”

I. Upachaaramu 2. Paalu(milk) 3. Phalahara
4. Gandham 5. Tambulam 6. Attar 7. Panneer
8. Pushpam 9. Sayya 10. Alankaram

*** “ Muvva Gopala “

1. Govardhanadhari 2. Seshasaayi 3. Vanamaladhan

4. Kalingamardana 5. Kamsamardana 6. Vatapatrasaayi
Laxmivallabha 8. Venunaadam 9. Kuchela Rakshana

10.  Gaja rakshana
$4¢ “Sogasu”

. Aalingana (2) 2. Chumbana (5) 3. Kalalu (5)
4. Kachakarshana 5. Kuchakarshara 6. Pandhamuttu

These are to be shown as occasion demands.
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