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Abstract 
 

Kuchipudi, one of the eight classical dance forms of India recognized by the Sangeet Natak Akademi, has evolved over several centuries as an 
intricate synthesis of poetry, music, and movement. Central to this evolution is the transformative role played by vaggeyakaras poet-composers 
who authored both the literary text (vak) and musical setting (geya) of their works. This paper investigates the multi-dimensional impact of major 
vaggeyakaras on the development, repertoire, aesthetics, and choreographic vocabulary of Kuchipudi dance. Through a chronological and 
thematic analysis spanning Tirtha Narayana Yati, Siddhendra Yogi, Kshetrayya, Annamacharya, Jayadeva, Narayana Tirtha, Bhadrachala 
Ramadasu, and Tyagaraja, the study demonstrates that each vaggeyakara contributed not merely compositional material but distinct 
philosophical, devotional, and structural frameworks that fundamentally reshaped the art form. The paper draws on primary textual sources, 
institutional scholarship from PottiSreeramulu Telugu University, the Sangeet Natak Akademi, the University of Hyderabad, and published 
academic journals to argue that vaggeyakaras are the foundational architects of the Kuchipudi aesthetic canon without whose contributions the 
dance form would lack its characteristic depth of abhinaya, its structural diversity of repertoire, and its unique integration of Bhakti devotion 
with classical performance. 
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INTRODUCTION 

 
Kuchipudi, originating from the Krishna district of Andhra 
Pradesh, India, stands as one of the most expressive and 
theatrically rich classical dance forms in the Indian tradition. 
Its roots extend to the ancient Yakshagana traditions of the 
region, drawing its philosophical foundation from Bharata 
Muni's Natya Shastra (c. 200 BCE–200 CE) and 
Nandikesvara's Abhinaya Darpana. Evidence of its early 
existence appears in copper inscriptions of the 10th century 
CE, and by the 15th century in texts such as the 
MachupalliKaifat [1]. What distinguishes Kuchipudi from 
other classical forms is the singular depth of its literary and 
musical heritage. No other Indian classical dance is as 
thoroughly shaped by the contributions of vaggeyakaras those 
remarkable poet-composers who authored both the lyrical text 
and the musical setting of their compositions. From 
Siddhendra Yogi's 17th-century founding drama Bhama 
Kalapam, to the sankeertanas of Annamacharya, the padams of 
Kshetrayya, the Tarangini of Narayana Tirtha, theashtapadis of 
Jayadeva, and the kritis of Tyagaraja and Bhadrachala 
Ramadasu each vaggeyakara contributed a distinct 
compositional universe that enlarged, deepened, and 
diversified the Kuchipudi repertoire [2]. Scholarly attention to 
this relationship has grown in recent decades. Doctoral theses 
from the University of Hyderabad, PottiSreeramulu Telugu 
University, and the University of Silicon Andhra; institutional 
records from the Sangeet Natak Akademi; and published 
research in journals such as the International Journal of 
Science Academic Research (IJSAR) and JYANAVI have 
collectively begun to document the depth of this impact [3][4]. 
Yet a comprehensive, unified study of the impact of 
vaggeyakaras on Kuchipudi spanning multiple composers, 
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multiple compositional forms, and the full arc from dance 
drama to solo repertoire remains a scholarly necessity. This 
paper addresses that need. It proceeds through a chronological 
survey of the major vaggeyakaras whose works have shaped 
Kuchipudi, analyzes the specific impact of each on the form's 
repertoire, aesthetics, technique, and philosophy, and 
concludes with a thematic synthesis of the vaggeyakara's 
enduring role in the art form's identity. The overarching 
argument is that Kuchipudi's characteristic excellence its 
integration of devotion and technique, its capacity for nuanced 
emotional expression, its structural variety is inseparable from 
the creative legacy of its vaggeyakaras. 
 
HISTORICAL  BACKGROUND  OF  KUCHIPUDI  AND  THE 
VAGGEYAKARA TRADITION 
 
A. Origins and Early Development 
 

Kuchipudi's earliest institutional form was the Bhagavata Mela 
tradition hereditary troupes of Brahmin male performers 
(Bhagavatulu) who enacted devotional dance dramas as temple 
and court offerings. These troupes were concentrated in the 
village of Kuchipudi in Krishna district, and their art was 
transmitted patrilineally within a small number of traditional 
families [1]. The compositions performed were drawn from 
Telugu Yakshagana literature and Sanskrit sacred texts, but the 
tradition lacked a canonical founding text until the 17th 
century. The vaggeyakara tradition of Andhra Pradesh has its 
roots in the Bhakti movement that swept South India from the 
12th century onward. Composers who were simultaneously 
poets, musicians, and devotees created works that were not 
merely performed but lived as acts of worship. The lyrical 
compositions were initially in Sanskrit, with Telugu 
compositions beginning to emerge prominently in the 15th 
century CE. Later, Tamil and other language-based 
compositions were also incorporated into the Kuchipudi 
repertoire [2]. 



B. Defining the Vaggeyakara 
 
The Sanskrit term vaggeyakara (vak: speech/text; geya: that 
which is sung) designates a composer who creates both the 
literary text and its musical setting. This distinguishes the 
vaggeyakara from a lyricist who writes for another composer's 
music, or a musician who sets existing poetry. The 
vaggeyakara's compositions carry an internal unity of word, 
raga, tala, and devotional intent that makes them uniquely 
powerful material for dance. As Kapila Vatsyayan notes in her 
foundational study of classical dance, the compositions of 
great vaggeyakaras function as complete aesthetic objects: they 
do not merely accompany the dance but generate its emotional 
and philosophical content [5]. The Kuchipudi repertoire has 
been enriched by vaggeyakaras from across several centuries: 
Jayadeva (12th century), Tallapaka Annamacharya (15th 
century), Siddhendra Yogi (17th century), Narayana Tirtha 
(17th–18th century), Kshetrayya (17th century), Bhadrachala 
Ramadasu (17th century), Tyagaraja (18th–19th century), and 
MuthuswamiDikshitar (18th–19th century). Each of these 
figures contributed compositions in different forms ashtapadi, 
sankeertana, padam, tarangam, kriti that have become integral 
to the Kuchipudi canon [2]. 
 
IMPACT OF INDIVIDUAL VAGGEYAKARAS ON KUCHIPUDI 
 
A. Tirtha Narayana Yati: The Architectonic Influence 
 
Tirtha Narayana Yati (c. 17th century), a sanyassi of Advaita 
Vedanta persuasion, is traditionally regarded as the progenitor 
of the modern Kuchipudi tradition. His composition, the Sri 
Krishna Leela Tarangini, is a Sanskrit opera comprising 12 
Tarangams, 153 songs, 302 slokas, and 31 chornikhas. Written 
as a libretto for a dance drama, the text narrates the life of Lord 
Krishna from his birth to his marriage to Rukmini, drawing on 
the 10th Skandam of the Srimad Bhagavatam [6]. The 
Tarangini's most enduring choreographic contribution is the 
Tarangam the signature performance item of Kuchipudi in 
which the dancer executes complex rhythmic sequences while 
balancing on the rim of a brass plate, often with a pot of water 
on the head. The word "Tarangam" means "wave," and the 
actions performed evoke the undulating motion of a river or 
ocean. As noted in the paper Tarangam in Kuchipudi: A 
Confluence of Devotion, Rhythm, and Technique with Brass 
Plate Dancing (JYANAVI, 2025), the Tarangam "evolved into 
a hallmark of Kuchipudi, showcasing a dancer's command over 
rhythm, balance, and coordination" [7]. Beyond its technical 
demands, the Tarangam carries philosophical significance. As 
Dr.Sarvepalli Radhakrishnan observed, "the dancer's 
concentration indicates her complete mental detachment from 
the mundane world, her gaze turned towards the supramundane 
like in a Yogic Samadhi, while her constantly dancing feet 
denote the acknowledgment of her mundane existence beating 
out the eternal cycle of rhythm of life" [8]. This dual 
consciousness of the transcendent and the immanent is 
Narayana Tirtha's deepest contribution to Kuchipudi's spiritual 
aesthetics. The Tarangam inspired other composers to model 
their works on the Tarangini, giving a great impetus to the 
dance drama tradition [9]. 
 
B. Siddhendra Yogi: The Institutional Founder 
 
Siddhendra Yogi, disciple of Tirtha Narayana Yati and an 
orphan who became a scholar of Vaishnavism, is the single 
most important vaggeyakara in Kuchipudi's history. His 

composition Parijatapaharana, more commonly known as 
Bhama Kalapam, is not merely a dance text but the founding 
document of the Kuchipudi tradition as it exists today. This 
shringara kavya narrates the story of Satyabhama and her 
playful rivalry with other consorts of Lord Krishna, structured 
through the devices of the kalapam (a dramatic form with both 
dialogue and song) [1][10]. 
 
Siddhendra Yogi's institutional contribution was as significant 
as his compositional one. Finding that the traditional dance 
forms of the region were practiced by dancers whose social 
standing was precarious, he institutionalized the art within the 
Brahmin community of Kuchipudi village, training hereditary 
male Brahmin performers (Bhagavatulu) and binding them to 
the tradition through a vow. He "gave the Kuchipudi dance 
form a new definition and direction," developing "a unique and 
particular style based on the Natyashastra, Bharatarnava and 
Nandikeshwara's Abhinaya Darpana" [1]. 
 
The Bhama Kalapam established several defining features of 
Kuchipudi: the use of vachika abhinaya (the dancer speaks and 
sings while dancing), the integration of prose dialogue with 
sung composition, the use of the sutradhari (stage manager) as 
a narrative device, and the pravesadaruvu (entry songs that 
introduce characters). These structural elements all derived 
from Siddhendra Yogi's compositional architecture continue to 
define the Kuchipudi dance drama to the present day [4]. The 
doctoral thesis Kuchipudi Dance Dramas: Structure, Changes 
and Emerging Trends (University of Hyderabad, 2017) 
provides the most comprehensive academic documentation of 
this legacy [4]. 
 
C. Tallapaka Annamacharya: The Devotional Depth 
 
Tallapaka Annamacharya (1408–1503), the first known 
Telugu-language composer to inscribe his compositions on 
copper plates, created approximately 32,000 sankeertanas in 
praise of Lord Venkateswara of Tirupati. His works are 
classified into two broad categories: adhyatmasankeertanas 
(philosophical and spiritual) and shringarasankeertanas (erotic-
devotional). This dual register simultaneously philosophical 
and sensuous makes Annamacharya's compositions a uniquely 
rich source for the Kuchipudi abhinaya tradition [11]. 
 
In the Kuchipudi solo repertoire, Annamacharya'ssankeertanas 
are used primarily for keertana items works that combine nritta 
(pure dance) and abhinaya (expression) in the form of nritya. 
The nayika in Annamacharya's compositions is typically a 
sweeya nayika a devoted wife who longs for and surrenders to 
her Lord. This contrasts significantly with the parakeeya 
nayika (adulterous heroine) of Kshetrayya'spadams, and the 
choreographic demands are correspondingly different: 
Annamacharya calls for a quality of surrendered devotion 
rather than yearning anguish [3]. 
 
The doctoral thesis The Nayikas of Annamacharya An 
Interpretation for Dance (University of Silicon Andhra) and the 
scholarly work of Dr. Anupama Kylash, who has authored 
books on both Annamacharya and Kshetrayya specifically for 
their relevance to Kuchipudi, represent the most sustained 
academic treatment of this composer's choreographic 
significance. Annamacharya's contribution to Kuchipudi 
extended to the tradition's music: his compositions are set in 
classical Carnatic ragas that enriched the musical palette 
available to Kuchipudi performers [11]. 
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D. Kshetrayya: The Master of Padams 
 
Kshetrayya (c. 1600–1680), a native of Movva village adjacent 
to Kuchipudi, was one of the greatest padakarthas (padam 
composers) in the Telugu tradition. He composed 
approximately 4,000 padams, all addressed to Krishna as 
"Muvva Gopala" the cowherd of Muvva in a register that 
combines intense devotional longing with erotic metaphor. His 
padams are among the most demanding works in the entire 
Indian classical dance canon for their requirements of 
sustained, internally experienced sattvika abhinaya [3]. 
 
The padam format that Kshetrayya perfected with its 
distinctive structure of singing the anupallavi before the pallavi 
remains in active use in Kuchipudi to this day. As noted in the 
IJSAR research paper on the evolution of Kuchipudi, "All his 
Padams are consigned with an intense quality" and "a great 
scope for Sattvikabhinaya" [3]. The doctoral thesis 
Sattvikabhinaya and Psychosomatics with Special Reference to 
Kshetrayya Padams (University of Hyderabad) provides the 
most technically precise analysis, demonstrating that 
successful Kshetrayya interpretation requires the dancer to 
enter specific psychosomatic states corresponding to 
vipralambhashringara love-in-separation [3]. 
 
The distinction Kshetrayya establishes between padams and 
javalis has direct choreographic implications for Kuchipudi 
[3][17][20]. Padams are sung in the slow chauka kala, enabling 
deep abhinaya exploration of each word and image. Javalis, 
being livelier and structurally simpler, are rendered in 
madhyama kala with less extended abhinaya. This dual 
compositional vocabulary the contemplative padam and the 
lively javali gave Kuchipudi performers two distinct modes of 
expressive performance, diversifying the art form's emotional 
range considerably. The padams and kirtanams of Kshetrayya 
are identified as among the most popular items in the 
Kuchipudi solo repertoire [8][12][20]. 
 
E. Jayadeva: The Ashtapadi Tradition 
 
Jayadeva's 12th-century Sanskrit poem Gita Govinda, 
composed in twelve chapters of twenty-four prabandhas, 
entered the Kuchipudi repertoire through the reforming vision 
of VedantamLakshminarayanaSastri (1875–1957), who added 
"Ashtapadi of Jayadeva" to the Kuchipudi solo repertoire 
alongside the padams of Kshetrayya and the tarangams of 
Narayana Tirtha [9]. The Ashtapadis poems of eight couplets 
describe in exquisite Sanskrit the complex love of Radha and 
Krishna, providing dance material of extraordinary lyrical 
richness. The Gita Govinda's impact on Kuchipudi is primarily 
through the abhinaya tradition: its compositions are used for 
expressive rather than purely rhythmic items. The poem's 
centrality to Vaishnava devotional culture its theological status 
as almost equivalent to a sacred text in the Sri Vaishnava 
tradition gives Ashtapadi performances in Kuchipudi a ritual 
depth that purely aesthetic compositions cannot achieve 
[6][13]. The bhava of the compositions, drawn from the 
richness of Sanskrit poetic convention, requires dancers to 
engage with the full range of the dashavidhanavarasa [6][13]. 
 
F. Narayana Tirtha: The Structural Innovator 
 
Narayana Tirtha (c. 1650–1745 CE), an ascetic scholar born in 
Andhra Desa, composed the Sri Krishna Leela Tarangini as a 
Sanskrit opera structured around the wave metaphor of the 

taranga. His compositional innovation introducing sequences 
of rhythmic dance syllables at the end of each canto, 
structuring the text explicitly as a dance-drama libretto was 
unprecedented in Telugu-Andhra literary history [6]. 
 
The Krishna Leela Tarangini consists of 12 Tarangams 
encompassing 153 songs, 302 slokams, and 31 chornikhas, 
covering Krishna's life from birth to his marriage to Rukmini. 
The songs use various literary and musical forms songs, prose 
passages, slokas, dwipadis creating a compositionally diverse 
dramatic architecture that provides Kuchipudi dancers with 
multiple modes of performance within a single text. The 
Tarangini is described as "an opera highly suitable for dance 
drama" that "has been very well utilized by Indian classical 
dancers over the last two centuries" [6]. The most technically 
distinctive element of the Tarangini's influence on Kuchipudi 
is the brass plate dance. The dancer places feet upon the raised 
edges of the brass plate and executes complex footwork spins, 
jumps, glides while maintaining balance. The tala patterns are 
often complex: the dancer "replies to the mridangist'schollu 
what he is playing in mridangam through plate movements" a 
unique communicative form between dancer and musician 
found in no other classical Indian dance [14]. 
 
G. Bhadrachala Ramadasu: Rama Bhakti in the Kuchipudi 
Canon 
 
Bhadrachala Ramadasu (KancherlaGopanna, c. 1620–1680), 
the ardent devotee of Lord Rama and composer of hundreds of 
kirtanas in Telugu, brought the Rama Bhakti tradition into the 
Kuchipudi canon. While the tradition is predominantly 
Vaishnava-Krishnaite in its orientation, the compositions of 
Ramadasu with their intense emotional pleading, their social 
conscience, and their formal simplicity opened the repertoire to 
a different devotional register: the sakhya bhakti (friendship 
with God) and dasya bhakti (servanthood) characteristic of 
Rama worship [2][15]. Kuchipudi choreography based on 
Ramadasu'skirtanas such as VipranarayanaCharitam and other 
dance dramas based on Rama devotional themes uses his 
compositions for both dance dramas and solo keertana items. 
The straightforward, emotionally direct quality of Ramadasu's 
Telugu very different from the complex Sanskrit of Jayadeva 
or the layered devotional eroticism of Kshetrayya demands a 
choreographic approach that emphasizes narrative clarity and 
emotional sincerity over elaborate gestural elaboration [2]. 
 
H. Tyagaraja: Bhakti Kriti and the Solo Expressive Tradition 
 
Tyagaraja (1767–1847), one of the Trinity of Carnatic music, 
composed nearly 700 kritis predominantly in Telugu in 
devotion to Lord Rama. Unlike most vaggeyakaras discussed 
above, Tyagaraja did not compose for dance: his kritis are 
concert music compositions. Their adaptation for Kuchipudi 
represents a secondary choreographic act an interpretation of 
works already complete in their musical form. Nevertheless, 
his kritis have become an important part of the Kuchipudi 
expressive repertoire, used for keertana items [8][12]. The 
challenge of choreographing Tyagaraja for Kuchipudi is 
fundamentally different from choreographing Kshetrayya or 
Annamacharya. Tyagaraja's compositions express a deeply 
personal bhakti a direct, intimate relationship between devotee 
and Lord that cannot be reduced to a set of codified gesture 
sequences. The choreographer and dancer must instead create 
conditions of genuine devotional identification with the saint-
poet's emotional state. The kritis of Tyagaraja, alongside those 
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of other Carnatic composers, "have found their way into the 
Kuchipudi solo repertoire" through this interpretive tradition 
[12]. 
 
COLLECTIVE  IMPACT  ON  KUCHIPUDI:  THEMATIC 
ANALYSIS 
 
A. Expansion and Diversification of the Repertoire 
 
The cumulative impact of the vaggeyakaras on Kuchipudi is 
most visibly manifest in the extraordinary diversity of the 
contemporary solo repertoire. A typical Kuchipudi solo 
programme today may include: an invocatory piece 
(mangalacharan or pushpanjali), a jatiswaram (nritta), a 
shabdam, a tarangam (from Narayana Tirtha), padams and 
javalis (from Kshetrayya), ashtapadis (from Jayadeva), 
keertanas (from Annamacharya, Tyagaraja, Ramadasu), and a 
tillana as conclusion. Each of these items traces its formal 
identity to specific vaggeyakara contributions [9][12]. This 
diversity was not always present. 
VedantamLakshminarayanaSastri (1875–1957) is credited with 
the conscious expansion of the Kuchipudi repertoire to include 
items from different vaggeyakaras. He reshaped the 
performance format from the ekartha style (a series of items 
connected by a common theme) to the prithagartha style 
(independent, disconnected numbers), and "added tarangams 
of Narayana Tirtha, Ashtapadi of Jayadeva, Padas of 
Kshetrayya, slokas from Krishnakarnamrtam and 
PushpabanaVilasam to the repertoire" [9]. This curatorial act 
selecting and integrating compositions from multiple 
vaggeyakaras into a coherent performance format was itself a 
transformative contribution to Kuchipudi'sidentity. 
 
B. Enrichment of the Abhinaya Vocabulary 
 
Each vaggeyakara's compositional style demands a different 
quality of abhinaya, and the Kuchipudi tradition's engagement 
with multiple vaggeyakaras has consequently enriched its 
expressive vocabulary considerably. Siddhendra Yogi's dance 
drama requires full vachika abhinaya the dancer speaks and 
sings a capacity unique to Kuchipudi among classical Indian 
dance forms. Kshetrayya'spadams demand the deepest sattvika 
abhinaya. Annamacharya'ssankeertanas require a quality of 
surrendered devotion. Jayadeva'sashtapadis require command 
over Sanskrit literary imagery. Narayana Tirtha's tarangams 
require the integration of physical virtuosity with devotional 
absorption. This multiplicity of abhinaya demands has 
produced a Kuchipudi tradition that is, in theory and in the best 
practice, more comprehensively expressive than any form 
shaped by a single vaggeyakara tradition [3][4][8]. The 
integration of different compositional registers the theatrical-
dramatic of Siddhendra Yogi, the erotic-devotional of 
Kshetrayya, the philosophical-devotional of Annamacharya, 
the physical-virtuosic of Narayana Tirtha has given Kuchipudi 
its characteristic aesthetic breadth. 
 
C. Shaping the Devotional Philosophy of the Form 
 
Kuchipudi is, at its philosophical core, a form of Krishnaite 
Vaishnavism devotional art in the service of Lord Krishna. 
This philosophical orientation is directly attributable to the 
vaggeyakaras. Tirtha Narayana Yati and Siddhendra Yogi were 
both devout Krishna bhaktas. Kshetrayya addressed all his 
padamsto "Muvva Gopala" Krishna. Jayadeva's Gita Govinda 

is the supreme literary monument of Krishnaitemadhura 
bhakti. Narayana Tirtha's Tarangini narrates Krishna's divine 
life. Annamacharya'sshringarasankeertanas, though addressed 
to Venkateswara, are rendered in the idiom of Vaishnavite 
devotional love [1][2][6]. The vaggeyakaras thus defined not 
merely the content but the philosophical grammar of 
Kuchipudi: its use of the nayika-nayaka framework as a 
metaphor for the soul's relationship with the divine, its 
cultivation of shringara as the dominant rasa in its expressive 
tradition, and its understanding of dance as a form of worship 
(nritta as seva, abhinaya as prayer). This philosophical 
grammar is what gives Kuchipudi its distinctive spiritual depth 
and its capacity for genuine devotional experience not merely 
theatrical performance [1][2][6]. 
 
D. Language, Literature, and the Telugu Cultural Identity 
 
The vaggeyakaras also defined the linguistic and cultural 
identity of Kuchipudi as a distinctively Telugu art form. While 
Sanskrit compositions (Jayadeva, Narayana Tirtha) are 
important, the core of the Kuchipudi repertoire is in Telugu the 
padams of Kshetrayya, the sankeertanas of Annamacharya, the 
kirtanas of Ramadasu. This Telugu literary heritage gives 
Kuchipudi a cultural specificity that connects it deeply to the 
literary history of Andhra Pradesh and Telangana [2]. The 
compositional forms developed by Telugu vaggeyakaras the 
padam, the keertana, the sabdam, the tarangam became the 
building blocks of the Kuchipudi repertoire. Their literary 
conventions the use of the nayika as devotional metaphor, the 
signature of the composer embedded in the compositions 
(Kshetrayya's "Muvva Gopala," Annamacharya's 
"Venkatesha"), the integration of raga and tala with lyrical 
imagery became the aesthetic norms by which Kuchipudi 
performances are judged [3][5]. 
 
MODERN  INTERPRETATIONS  AND  CONTINUED 
RELEVANCE 
 
The impact of the vaggeyakaras on Kuchipudi is not merely 
historical: it is actively continuing in contemporary practice. 
Padmabhushan Guru VempatiChinna Satyam (1929–2012), the 
most influential Kuchipudi guru of the 20th century, 
systematically choreographed compositions from 
Annamacharya, Kshetrayya, Jayadeva, Narayana Tirtha, and 
Siddhendra Yogi into a comprehensive solo and dance drama 
repertoire that now defines the global understanding of 
Kuchipudi [16]. Contemporary scholarship has begun to 
document the specificity of this relationship in rigorous detail. 
Prof. AlekhyaPunjala's doctoral thesis on Kshetrayya padams 
in Kuchipudi (PottiSreeramulu Telugu University), the 
University of Hyderabad's research on sattvikabhinaya in 
Kshetrayya, Dr. Anupama Kylash's books on Annamacharya 
and Kshetrayya for Kuchipudi, and the JYANAVI journal 
paper on the Tarangam all represent a flourishing research 
ecosystem around this central question [3][4][7][17]. The 
Kuchipudi solo repertoire continues to evolve through the 
addition of compositions from vaggeyakaras not yet fully 
assimilated MuthuswamiDikshitar, SyamaSastri, Oothukkadu 
Venkata Subbayyar, and MunipalleSubrahmanya Kavi. This 
continued expansion confirms that the relationship between 
vaggeyakara and Kuchipudi is not a closed historical chapter 
but a living dynamic, in which each new choreographic 
engagement with a vaggeyakara's work constitutes a fresh 
contribution to the form's development [12]. 
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CONCLUSION 
 
This paper has traced the impact of major vaggeyakaras on 
Kuchipudi dance across multiple dimensions: the founding 
structural contributions of Siddhendra Yogi and Tirtha 
Narayana Yati; the devotional depth brought by 
Annamacharya and Bhadrachala Ramadasu; the abhinaya 
richness generated by Kshetrayya'spadams; the technical 
virtuosity demanded by Narayana Tirtha's Tarangam; the 
Sanskrit literary prestige lent by Jayadeva's Gita Govinda; and 
the bhakti kriti tradition introduced through Tyagaraja. The 
cumulative impact of these composers constitutes nothing less 
than the aesthetic foundation of Kuchipudi as a classical art 
form. 
 
Three overarching conclusions emerge from this study. First, 
vaggeyakaras are not merely sources of performance material 
for Kuchipudi they are the architects of its aesthetic 
philosophy. The form's characteristic depth of abhinaya, its 
devotional orientation, its structural diversity, and its cultural 
identity as a Telugu art form are all direct products of the 
vaggeyakara tradition. Without the compositions of 
Siddhendra Yogi, Kshetrayya, and Narayana Tirtha, Kuchipudi 
would be a fundamentally different and immeasurably poorer 
art form. 
 
Second, the engagement between Kuchipudi and the 
vaggeyakara tradition has been mediated by visionary teacher-
choreographers notably VedantamLakshminarayanaSastri and 
VempatiChinna Satyam who selected, interpreted, and 
choreographed vaggeyakara compositions into the 
performance tradition. These figures themselves functioned as 
a kind of secondary vaggeyakara: composing not in words and 
music but in movement and aesthetic judgment the 
interpretation of the original composers' intent. 
 
Third, the relationship between Kuchipudi and its 
vaggeyakaras remains alive and generative. As contemporary 
scholarship, pedagogy, and performance continue to engage 
with both established and under-studied vaggeyakaras, the 
Kuchipudi repertoire continues to grow and deepen. 
Understanding this relationship its history, its mechanisms, and 
its aesthetic logic is therefore not merely an academic exercise 
but a practical necessity for anyone who seeks to understand, 
teach, or perform Kuchipudi at the level its tradition demands. 
In sum, the vaggeyakaras are the living heart of Kuchipudi. 
The dance form breathes their words, moves to their music, 
and expresses their devotion. Every Kuchipudi performance is, 
at its deepest level, a sustained act of homage to the poet-
composers whose creative genius gave this extraordinary art 
form its soul. 
 
REFERENCES 
 
1. Sahapedia. "Kuchipudi: An Overview." Sahapedia.org. 

[Online]. Available: http://www.sahapedia.org/kuchipudi-0 
2. Pravasi Herald. "Kuchipudi Indian Classical Dance Form 

of Andhra Pradesh." pravasiherald.com. [Online]. 
Available: http://www.pravasiherald.com 

 
 
 
 

3. Evolution of Kuchipudi Dance." IJSAR-3291. International 
Journal of Science Academic Research (IJSAR). [Online]. 
Available: https://www.scienceijsar.com/ sites/default/files/ 
article-pdf/IJSAR-3291_0.pdf 

4. Kurati, Y. Y. "Kuchipudi Dance Dramas: Structure, 
Changes and Emerging Trends." Doctoral Thesis, 
University of Hyderabad, 2017. [Online]. Available: 
https://igmlnet.uohyd.ac.in/docs/hi-res/hcu_images/TH108 
92.pdf 

5. Vatsyayan, K. Indian Classical Dance. Publications 
Division, Ministry of Information and Broadcasting, 
Government of India, 1974. 

6. Wikipedia. "Sri Krishna Leela Tarangini." [Online]. 
Available: https://en.wikipedia.org/wiki/Sri_Krishna_ 
Leela_Tarangini 

7. Manoharam, M. S. R. &Himabindu, U. "Tarangam in 
Kuchipudi: A Confluence of Devotion, Rhythm, and 
Technique with Brass Plate Dancing." JYANAVI, Vol. 1, 
Issue 2, 2025. [Online]. Available: https://jyanavispmvv.in/ 
index.php/files/article/view/48 

8. The Dance India. "Article Kuchipudi." thedanceindia.com. 
[Online]. Available: https://thedanceindia.com/article-
kuchipudi/ 

9. Sahapedia. "Kuchipudi: An Overview 
VedantamLakshminarayanaSastri Section." [Online]. 
Available: http://www.sahapedia.org/kuchipudi-0 

10. Sahapedia. "Siddhendra Yogi and the Bhama Kalapam." 
[Practitioner blog cross-reference.] See also: Sahapedia. 
"Kuchipudi: An Overview." [Online]. Available: 
http://www.sahapedia.org/kuchipudi-0 

11. Wikipedia. "Annamacharya." [Online]. Available: 
https://en.wikipedia.org/wiki/Annamacharya 

12. Yadavalli, S. "Exploring the Rich Tapestry of Solo Items in 
Kuchipudi Natyam." sarvaniyadavalli.com. [Online]. 
Available: https://www.sarvaniyadavalli.com/single-
post/exploring-the-rich-tapestry-of-solo-items-in-
kuchipudi-natyam 

13. IGNCA. "Gita Govinda." Indira Gandhi National Centre 
for the Arts. [Online]. Available: https://ignca.gov.in/ 
divisionss/cultural-informatics/gita-govinda/ 

14. The Dance India. "Article: Kuchipudi Tarangam dancer-
mridangist interaction." [Online]. Available: 
https://thedanceindia.com/article-kuchipudi/ 

15. Andhra University, Department of Music and Dance. 
"Dance Syllabus Vaggeyakara Biographies." [Online]. 
Available: https://www.andhrauniversity.edu.in 

16. Sangeet Natak Akademi. "VempatiChinna Satyam: 
Awardee Profile." [Online]. Available: https://www. 
sangeetnatak.gov.in 

17. Punjala, A. "Kshetrayya Padams: Their Importance in the 
Abhinaya Aspect of Kuchipudi Dance." Doctoral Thesis, 
PottiSreeramulu Telugu University, Hyderabad. 

18. Kothari, S. &Pasricha, A. Kuchipudi. Sangeet Natak 
Akademi, New Delhi, 1990. 

19. Vatsyayan, K. Classical Indian Dance in Literature and the 
Arts. 2nd ed. Sangeet Natak Akademi, 1977. 

20. University of Hyderabad. "Sattvikabhinaya and 
Psychosomatics with Special Reference to Kshetrayya 
Padams." [Online]. Available: https://igmlnet.uohyd.ac.in/ 
docs/hi-res/hcu_images/TH2652.pdf 

 
 ********* 

1178                                         International Journal of Science Academic Research, Vol. 07, Issue 07, pp.1174-1178, July 2026 


