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Introduction and scope of study

Kuravanci is a type of dance-drama known as abhinayanataka-s or nrittanataka-s,
which stands out as an example for those dramas which are a combination of dialogues, mime
executed for well-structured poetry set to music. This genre is found composed
predominantly in Tamil and in a few other languages like Telugu, Samskrtam and Marathi.
The earliest Kuravanci has been traced back to thetwelfth century as mentioned in the Tamil
text ‘Aindu Tamizhisai Natya Natakangal’ published by the Tanjavur Sarasvati Mahal
Library, mentioned as ‘Cozhan Kuravarici’ and is said to have been composed by Kambar.
However there is no evidence of the text being available now, hence we do not know whether
it was similar to the many kyravanci-s that were composed much later, during the Maratha
rule in Tanjaviir starting from the latter part of the seventeenth century when King Ekoji was
the ruler, which are probably the earliest ones with the text available. The dance form
prevalent in the Tanjaviir court was sadir, which was the form of dance used to perform the
Kuravanci genre of dramas. There are references of the Kuravanci genre dramas performed

in the royal palace as well as in the temple precincts.

In this paper, a brief study of three dance dramas, Kumbesar Kuravanci, Rajamohana
Koravanci and Sahaji Kuravanci, which are considered to be the oldest kuravanci-s, for
which the text is available, is done. These were composed during the period of King Sahaji
and King Tulaja. The study starts with references from Tolkappiyam, Silappadikaram and
Sangam literature on and about information related to kuravanci like sooth-saying and
fortune telling. The story, unique features and other relevant details observed during the study
of the three oldest Kuravanci-s available, Kumbesar Kuravanci, Rajamohana Koravarci and
Sahaji Kuravanci composed during the Maratha period provide us a bird’s eye view on the
wealth of information about life and times in the period, that particular Kuravarici was

composed.



References from Literature
Kuravanci Dance Dramas have been classified by as a type of Sirrilakkiyam (minor
literary genres) in Tamil Literature. Tolkappiyam, an ancient Tamil text talks about the
practise of bringing a woman who was a fortune-teller to find out what is in the mind of the
distressed heroine.
SLIqID SLPhIA eI CleunClissT G)(Heau(HLD

QL IqW mSST6HL 0FIIZ)S &6t @D
- Qgmevsmiiwid

Katfinum kazhanginum veriyena iruvarum
ottiya tirattal seytik kapnnum
- Tolkappiyam
In Dr.S.Raghuraman’s ‘History of Tamizh’s Dance’ the following explanation is
given for the above verse. ‘On seeing the reddened eyes of the heroine, the mother, in
suspicion and to find out the future, summons Kattuvicci who is capable of foretelling the
fortune, through the movements of sea shells.” Hence the heroine pining due to separation

from her beloved and the woman who has the prowess to predict the fortune being called was

in practise even during the period of Tolkappiyam.

There are also ample references to sooth-sayers, diviner women and fortune-telling in
the Sangam literature. In the Sangam period too, there has been the practise of bringing a

fortune-teller to read what is in the mind of the heroine who pines for her hero.

In the below example, the heroine is wasting away pining for her lover. Her mother,
not knowing about the love affair, has invited a soothsayer to find out the reason. Here, the
friend tells the diviner woman and the family in a subtle way, that the heroine is sick because

of her lover.
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Transliteration:

Agavan magale Agavan magalé
manavukkoppu anna nan nedum kiintal
Agavan magale paduga patte
innum paduga patte avar
nan nedum kundram padiya patte
- Kuruntokai 23, Avvaiyar, Kuravarci Tinai



The translation is as follows:
O diviner woman! O diviner woman, with pretty, long, white hair looking like strands
of conch shells. Sing the song. Sing it again, the song you sang about the fine tall mountains

that he resides in.

The Prabandha-s in the Tamil literature is considered ninety six in number as
mentioned in the 18" century text Prabandha Marabiyal (Author unknown).Among the
ninety six listed in Prabandha Marabiyal, we do not find Kuravanci but Kurattippattu is
listed. It is also listed and described in the earlier text Panniru Pattiyal as follows:

@nliL KLY gl GleusiTmI(LPS SHTEV(LPLD

SInULL. 2_nUILG| (HDSSHLm_GL

GMSIL LUML_(hd GesTyHEm

- uettenfi(l LML IqWI6b (F:SSH D (217, 218) !

Irappu nigazh vetir venrumuk kalamum
Tirappada uraippatu kurattippatte
Kurattip pattum atanararre

- Panniru Pattiyal (217, 218)

To sing about the ability of astutely predicting the past, present and future by the
Kuratti s Kurattippattu, as per the above definition. Kuram is a type of Sirrilakkiyam which
is considered to have evolved from Kurattippattu, which has a lot in common with Kuravarci
type literature. Kuravanci is a work which combines the three types of Tamil Literature viz.

Iyal, Isai and Natakam.
Study of a selection of Kuravarici Dance Dramas

Analysis ofthe Characters in Kuravarici dance dramas taken for study

1. Pattudai Talaivan: (The Hero) - He is the one in whose praise the entire drama is
based upon. He is either God (E.g.,KumbesarKuravanci), King (E.g., Sahaji Mannan
Mitu Kuravarici)

2. Pattudai Talaivi: (The Heroine) — The heroine is a young maiden from a noble
family, either a princess or of high birth.The heroine is predominantly a

Virahotkantitha Nayika who suffers from the onslaught of the cupid, moon, and gentle

'GovindarasaMudaliar, Ka.Ra, Panniru PattiyalMerkol Suttirangaludan, The South Indian SaivaSiddhanta
works



breeze, suffers from pangs of separation and laments about her condition, awaits the
arrival of her sakhi desperately and requests her sakhi to go as a messenger to fetch
her lord.

3. Sakhi/Pangi/Thozhi: (The Heroine’s friend) — She is the confidante and messenger
for the heroine.

4. Kuratti/Singi: —She is the central character who brings in light heartedness with her
wit and humour. The Kuratti in the Kuravanci is one who is a soothsayer, fortune
teller or a diviner woman, capable of predicting the past, present and the future.
Kuratti usually has a small stick and a basket as described in many Kuravanci-s. Also
she is usually a repository of information regarding the local geography especially
about the temples, nearby areas and mountains.

5. Kuravan/Singan: — He is Kuratti’s husband most often fount bird watching or bird
hunting.

6. Nuvan/Kuzhuvan: — Kuravan’s assistant/friend.

7. Kattiyangaran:— He is the narrator who infuses humor, sometimes introduces the

lead roles and also at times connects the various events in the play.

Kumbesar Kuravarici — A study
Kumbesar Kuravanci, composed by Papanasa Mudaliar is on Lord Sri Kumbesvarar of
Kumbakonam. This Kuravancihas the mention of the Maratha King Ekoji who ruled

Tanjavur between 1676 and 1683 in the sixth verse given below

@reuevit F(HaunesTmEhend GUBSHTHA nrgest (LIM:6)
Transliteration:

Iravalar tiruvanraricai yekoci rasan

Furthermore, U.V.Swaminatha Iyer in his book ‘Ninaivu Manjari’ has written an
entire chapter about the author of this text, Papanasa Mudaliar. He says that Papanasa
Mudaliarlived during the 17" Century in Kumbakonam when King Ekoji was the ruler of
Tanjavir. Hence there is a view that this work was composed during the reign of King Ekoji.
However, in Song 43, Vacalitukan adikumbésar vasalitukan, in ragam Arabi in the third

caranam, the lines mention King Tulaja

Tulasi rasanarul sundara busabela
Valava nékapati makara sanpani



Also there are other evidences like the foreword written by S.Kalyanasundaraiyyer
mentions that Papanasa Mudaliarlived during the early part of the 18" century. Hence we can

safely conclude that this is a work during King Tulaja’s period.

Papanasa Mudaliar is also said to be the composer of many krti-s which are popular to
date in the saivaite themes E.g., Nadamadi Tirinta in ragd Kambgji. His signature (mudra) is

Papanasa that he incorporates in the song without affecting the meaningz.

The story line follows the traditional Kuravancipattern. The play starts with Kappu
(invoking the the various deities), Thodayam, the song in Ragam Nattai. Then follows the
Mangalam, following which various deities are invoked. The Kattiyakkaran’s entry is the
next part after which the heroine is introduced. Here the heroine Cegan Mohini, seeing Lord
Kumbesvarar come in procession, falls in love with Kumbesvarar and pines for him. She
blames the cupid, breeze and the moon for troubling her when she is all alone and asks them
not to torment her in her love-sick condition. She pleads with her dear friend (Sakhi) to help

her. Sakhi agrees to help the heroine.

At this point in the story the Kuratti enters. This section ‘Kuratti Varugai’ has
references to many historically significant and divine instances that took place in the place
called ‘Kudantai’, which is another name for Kumbakonam. For eg., The 19" and 20" line in

the section Kuratti Varugai is as follows

Gueayus aueTLigN CleuhgblausT GlaTe|bL]
Lheumi Ggnestmid YA H(Hs SL-heng
Transliteration:

Mevupagavanpitaventavel lelumpu

PuvaytonrumpuritirukKudantai

This verse has references to incidents mentioned in the Kudantai Puranam. There
lived a Brahmin named Bagavan in Thirumaraikadu. In order to immerse the funeral
remains, he sets out to reach the Ganges. On the way, he reaches the banks of river Kauveri
in Kumbakonam, where, before going to take bath he places the vessel carrying the remains
of his father on the branch of a tree. He was accompanied by a small boy, who wanted to
know if the vessel contained any food. So, when Bagavan was taking bath, the boy opened

the vessel only to find lotus flowers instead of bones. He replaces the vessel without saying

ZSuvaminéthaiyyer, Dr.U.Ve., NinaivuManjari Part 2, Chapter 24, Pg 24, KalaimagalKariyalayam, Chennai,
1944, Pg:212



anything. After bath, Bagavan returns and both of them proceed to Kasi. On reaching Kasi,
when Bagavan opens the vessel, the little boy notices that instead of Lotus flowers there were
bones. He tells Bagavan how he found lotus flowers inside when he had opened it at the
banks of river Kauveri. When Bagavan hears this, he comes back to Kauveri only to find that
the bones have indeed turned into Lotuses as the boy had mentioned. Bagavan immerses the
remains of his father in Kauveri and the place where he immerses the remains, is known as

Bagavatirtam.3

Many other interesting references from the Kudantai Puranam are used in this
section. Each line talks about an incident that re-iterates the glory of Kumbakonam and
Kumbesvarar. Kyratti talks about her clan, her land, the hills, the many different temple
towns that she has visited explaining the prosperity in each section. The heroine also
questions the Kuratti about the various rivers that she has seen and also asks her to explain
what her talents are. The heroine then asks the Kuratti to predict her future. The Kuratti tells
the heroine about those for whom she had already predicted the fortune and the gifts that she
has acquired. She then after praying to Ganapathi tells the fortune of the heroine, who in turn
becomes overjoyed hearing the Kuratti’s prediction and showers her with gifts. With this the

first part of the drama comes to a close.

Kuzhuvan’s entry signifies the start of the next section. Kuzhuvan and Singan hunt
the birds. Singan searches for his wife who is missing for a long time. The play ends with
Singan finding Singi, their light hearted bantering and witty verbal exchanges, bavani of Sri

Kumbegsvarar and both the Singan and singi singing the praise of the hero.

Yet another interesting feature in this text is that there are three songs (12, 15, and 41)
in which Tamil and Telugu are used in the same stanza and this has also been pointed out in
the foreword. Here in the example, an excerpt of the first two caranam-s is taken from the
song 12, Vantalaiyya Ceganmoginippen. In this song the composer describes the virtues of
the heroine of the drama, the charanam-s (stanzas) of which has two lines in Tamil and 2
lines in Telugu composed such that the important features that add to the beauty of any
composition like Edugai (first letter alliteration) and monai (second letter alliteration) are

present.

3Papan5saMudaliﬁr, KumbgésarKuravanciNatakam, Pg 33, Dr.U.V.Swaminathalyer Library Publication-3,
Vasantha Press, 1944.



such compositions are interesting in the performance perspective as well as it is not

uncommon to perform a song from a Kuravancidance drama in a Bharatanatyam concert

&yeserd 1

SIMVEGHMMEFHS SHMEFHEG MENeOIGTET SL_61 65L&
BeV&GLhengulh GHLUBLTSIT HeT6sTTL Lg 63fl6v
S5E6H5G CF&HGBHT LIS (&L EBHT
F6VGEVLDE)|G6TT HFH60 CHMeYIH (aubST)

Caranaml

Alaikkulacainddacaindunilaikol katavunmiga
Nalakkutantayir kumbanatarnannattinil
Talukkucekkulato palukuciipulato
Kalakalamanucunasilukalakoluki (vanta)

SIJeuTd 2

uiLyeuessfl Geuessfl (LpLILITS S 6vTil
eUILsveugoessil SHUTT HTL Lg 6vflev
2_LiIys@ULiw Q&ML GI&miLjevss)]
B sUAeTIT euge (euhS)

Caranam?2
Apparavanivépimuppuratakanar
Oppillatamanitarpararnattinil
Uppucukuppiyakoppukoppulanu
Nippumukappinardjavadana (vanta)

Hence the composer PapanasaMudaliar has been fluent in both Tamil and Telugu and

before the tillana.

Conclusions and observations

Kumbésar Kuravanci is the oldest Kuravanci available to us, which is set apart by

many unique features in it.

The raga-s are not mentioned for many songs in the manuscript that came into the
possession of Dr.U.Ve.Swaminatha Aiyyer and hence have been published in the
same way. In those mentioned we find a frequent use of Pantuvarali (four times) and
Arabi (twice) and usage of relatively less popularraga-s like cenda are also found

Viruttam, agaval, Venba, Kattalaikalippa, Kattalaikalitturai and songs with the

sections Pallavi, anupallavi and caranam-s are the literary forms observed.



e The text is full of metrical structures rich in lyrical beauty which according to
Dr.U.Ve.Sa and Gopalakrishna Bharati is due to the fact that the composer Papanasa

Mudaliar was a scholarly composer well versed in music and literature.”

Sahaji Mannan Mithu Kuravarici

The hero of this Kuravarnci is the Maratha ruler Sahaji 11 who ruled Tanjaviir between
1684-1712. A.D. History has it that King Sahaji was a poet himself and his period was
considered to be the golden period. During his period two otherKuravanci-s have been
composed namely the Tyagesar Kuravanci, Rajamohana Koravanci and Mohini Vilasa
Kuravanci. MuttuKavignar, the court poet of King Sahaji is the composer of this work.This

work is in manipravalam.

The characters in the play are Sittirataran (the one who introduces the play and
explains about it), Kattiyakkaran (the one who opens the play), King Sahaji (The hero),
Irasakannigai (the one who falls in love with King Sahaji), Sakhi (the dear friend of
Irasakannigai), Kuratti (the one who tells the fortune of the heroine) and Singan (Kuratti’s
husband). This play was enacted at the Nattiyasalai (the dance area) of King Sahaji’s Palace
at Tanjavar.” It is to be noted that the Singan’s assistant Niivan's character does not exist in

this play.

The play starts with Thodayamangalam, which is a composition in Samskrtam in
Ragam Nattai. This is followed by Mangala Daruvu in Telugu. Sri Vinayakar Daruvu that
follows this is also in Samskrtam. There are dialogues for the Siittirataran in between the
songs which serves as a means to communicate the connection between the various songs and
helps the audience in understanding the story. The Heroine who is ensnared with love after
seeing King Sahaji in procession enters. She conveys her predicament to Manmata (cupid),

the moon and the gentle breeze gently admonishing them for torturing her further.

Titu: In this Kuravarici, this section is descriptive and elaborate. The heroine pleads the swan
to go inform her plight to her lord and fetch him. When the swan does not return even after a
while, the heroine Irasakannigai, requests the parrot to go with her message. When the parrot

also does not return, she sends the bees in the garden. When even that attempt fails she sends

4Suvaminéthaiyyer, Dr.U.Ve., NinaivuManjari Part 2, Chapter 24, Pg 24, KalaimagalKariyalayam, Chennai,
1944, Pg:212
*Venugopalam.V, AinthuTamizhisaiNattiyaNatakangal, Sagaji, Page 84, SarasvatiMahal Library, 1990

8



the cuckoos. Finally when none of the above messengers return back, the heroine tells her
predicament to her dear friend and begs her to go. Also she first asks her sakhi to fetch the

Kuratti.

When Kurattienters, the heroine questions her about the places, hills, temples that she
has visited. She also particularly questions the Kurattiabout the rivers, flora and fauna,
naturally available medicines, precious gems in the mountains and customs and traditions of
the Kurava clan. All these songs are well connected by dialogues exchanged between the
heroine and the Kuratti and the songs stand as exemplary examples of poems in simple
Tamizh easily understandable and contains wealth of information which gives us an insight
into the life and society at the time this Kuravanci was composed which could be either the

end of seventeenth century or the early part of eighteenth century.

The heroine asks the Kuratti to tell about her previous experience in fortune-telling
and asks her to list out the gifts that were given to her. A small excerpt from the Kuratti’s

reply is given below with transliteration

IS B5555)60 auhis G555 60
angadecattilvangadecattil
QR G5E &M \smeTGsuTesT
ingithir kuriconnen

DL lqud Shis SLIqULDTSEuTE
Attiyumtangakattiyumratnac
&L IQU|D yeurt FHSi

Cuttiyum avar tantar

&FF B Iq 6005 CHEFSHI 60
Accanattinilmaccadecattil

2 56186 @M GlFmesGevres
Uccitakkuriconnén
LEOLUD Fl6v LOTEHLWLD (&M
adaiyumcilamadaiyumkurak
SO euUTGHSi
kiidaiyum avar tantar

The above song is replete with Edugai, Monai and Iyaibu, and the rhyming words
which are used to make the poem beautiful also gives us a wealth of information on the
practises of gifting the soothsayer and names of the different places, names of different

ornaments and accessories prevalent in the time of this Kuravarnci.



The heroine then asks the Kuratti to tell what is in her mind. The Kuratti reads the
palm of the heroine after invoking many deities. The Kuratti correctly answers the heroine
and tells who and what is in her heart. The Kuratti also mentions that King Sahaji will wed
Irasakannigai within a time frame of three nazhigai-s. One nazhigai is sixty minutes. Hearing
this the heroine is elated and showers the Kurartiwith gifts promising her more after she

becomes King Sahaji’s consort. She then sends message to the King through her friend.

After this there is a section where there is conversation between the Suttirataranand
the Singan which is full of humor and wit. Similarly the next conversation is between the
Singi and the Singan. The play ends with the union of King Sdhaji and Irdasakannigai and

Singan and Singi witness it, which is another unique feature of this work.

Observations

Kamboji, Nattai, Todi, Bhairavi, Sourastram are used in addition to a few rare raga-s
like Kandavam and Dévagupti. In addition to adi and caputalam-s we also see atatalam. It is
interesting to note that both the Kuravanci dramas that were composed during King Sahaji’s
time, has predominantly the Daruvu type of compositions. This work also has only Daruvu-s

and Vacanam (dialogues).

Rajamohana Koravarici — A Study

This work was composed by Giriraja Kavi, a poet in the court of King Sahaji Il who
ruled Tanjaviir during the period between 1684 A.D and 1712 A.D. Unlike many other
Kuravanci authors, about whom many details are not available, we have ample details about
the life and contribution of Giriraja Kavi.® This work is completely in Telugu follows the
style of writing of Kuravanci dance drama-s. It is to be noted that the following
Kuravancidance drama-s, Tyagesar Kuravanci (Tamil), Sahaji Mannan Kuravanci (Tamil)
and Mohini Vilasa Kuravanci (Samskrtam and Tamil) were also composed during the reign of
King Sahaji II. Hence it is not surprising to observe that there are many similarities in the
sequence of events and the story line between the Rajamohana Koravarici which is in Telugu

and Sahaji Mannan Kuravarnci composed by Muttu Kavignar.

6Seetha, Dr.S., Tanjore as a seat of music, University of Madras, Chennai, 2001, Pg: 136
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The drama starts with a Dvipada with description of how King Sahaji comes on the
royal procession and the heroine charmed by his beauty, falls in love with him. Then she goes
into the garden with her friends. The heroine’s beauty is described elaborately and she is
referred to as the ‘Rajakanyakamini’ or ‘Rajakanyaka’. She condemns the beautiful moon,
gentle breeze and cupid for troubling her and asks them to leave her alone. She then asks the
Parrot, Cuckoo, bee and swan to go as a messenger and inform her love to King Sahaji, but to
no avail. In order to know the future she requests her friend to bring a Kuratti. The Kuratti in
this work is called Jaganmohana Koravanci. She is described to have a basket and on her
back she has a baby tied to her. The heroine asks her to tell where she is from, what are the
places, temple towns, rivers, hills that she has visited. In this section we come to know the

names of many places that existed during the time when the Koravarnci was composed.

In the following lines of the Padyam starting with @odéo(ﬂs"%éds"oess 28-

Angavangakasmirakamboja k-

alingamagadapancala

bangalavaitarba guru saga kosala

parparamalavamatsya

konganaKeralamalavasourdastra

gurjarasindukarnata

tenganapulintakarahdatavarahata

vanga kanaka kambira

ladakowlamaharasirapoda

viradadesamuluciici

meédisahéndrudelecoladésamu

podironé ciudavasti
many places are listed like anga, vanga etc., which gives us an insight into the names of the
places that existed at that time. The heroine next asks the Koravarcito list the islands that she
has visited. Now we get to see the following names Kocci, kollam, kozhumbu, Singalam,
ilangai, mannar mentioned in the island category. The heroine next asks the Koravarnci to tell
about the hills that she has visited. The Koravaricilists the following hill names, Kanakagiri,
Simhagiri, Garudagiri, Rajatagiri, Himatri, Kantamatanagiri, Malayatri, udayatri, Mantratri,
Astatri, Govardanagiri, S€sadri, Simmadri, Anjanadri, Sanjivimalai, Sattiyamalai,
Sonamalai, virusapatri and cakkiramalai. Now the heroine asks the Koravarnci to tell her what
all are there in these hills. For which the Koravarnci replies in detail. She says that she found
Sandal wood trees, Himalayan Cedar trees, Teak tree, Dilo Oil tree and many other varieties
of plants. Next the princess asks the Koravarnci about the various animals that she has seen.

The Koravanci is also asked to list out the ‘fragrance emanating animals’ that she has come

11



across. In this section we find a few unique names of animals listed, like, Kastiirimangal,
Javwadu Pinaigal and Punugu Piinaigal. Next on the request of the heroine, the Koravarnci
lists out the medicines found in the hills, the precious gems found in the hills, the rivers that
she has passed and the temple towns that she has visited. Next the Koravarci talks about the
practises followed by the people in her community. The following are mentioned by the

Koravanci. She says that in their community

e [f the husband goes away, then our brother-in-law is our husband.

* At night they make strands with shells and other beads

e They get drunk and eat cat’s meat

¢ Singan stays at home and we take care of him very well.

¢ Their weddings take place for seven and a half hours.

¢ They live amidst nature not minding sun, shade, wind and rain.

¢ Singan drinks alcohol.

e They pray to Kollapuriamman.

e She has come here, to the land ruled by King Sahaji II, to see the J& J& Kuratti
community.

e The followings types of Kuratti communities - Nattukkuratti, Malaikkuratti,
kattukkuratti, Je Je Kuratti

e She describes herself to be a malaikkuratti

The heroine satisfied with all this information, further questions the kuratti about her
previous experience in fortune telling and the gifts received by her for the same. Here the
Koravanci mentions about many jewellery items that she was gifted in various regions.
Through this section one come to know the common names of jewellery which were in vogue
then like cudamani, vairampatittakundalangal, valiyugam and keyiiram. Then the Koravanci
prays to her favourite deities and starts the job of fortune telling. She asks the princess to
bring a dust picker full of pearls and some food. Then she prays to Kollapuriamman and
starts telling the heroine about her good fortune. There is a description of King Sahaji’s
beauty, valour and virtues. The Koravarci reads the mind of the heroine and astutely predicts
that King Sahaji is the one, who has captured the heroine’s heart. She also assures the heroine
that the King will come to her and wed her within a time span of three days. The heroine

overjoyed on hearing this showers the kuratti with many gifts.

12



The second part starts with the Singan roaming around in search of the kuratti. There

is a light-hearted bantering and dialogue exchange between the siittirataran and Singan. After

this the Singi/kuratti enters and after a small argument between the Singan and Singi, they

unite. At this juncture the heroine, Rajakanyaka enters and asks the kuratti about the promise

that she has given her. The kuratti sends the heroine’s friend as a messenger to the King. The

friend returns with the good news that the King will come very soon to wed the heroine. The

work ends with a mangalam in praise of the King.

Observations and conclusions of the study

This is probably the only Kuravarci that is in telugu, since mostly Kuravanci were
composed in Tamil. Since this is a complete work in Telugu, the entire composition
consists of Dvipada7, Daruvu‘g, Vacanam, Padam’ and Padyam—slo which are different
types of metrical structures found in Telugu Yakshagana-s and other Nritya Nataka-s
in Telugu.

It is interesting to note that there is not even a single composition that has the
components Pallavi, Anupallavi and Caranam, and in this aspect also, it is very
similar to the Sahaji Mannan Kuravanci. Both these dance drama-s consists of many
Daruvu-s as compared with other kinds of compositions.

Rare ragas like Bijivanti, Regupti is used. Ahiri is used three times in the work.

Many interesting references to the practises followed by the different Kurava clans is
mentioned via the character kuratti, in addition to interesting geographical,

topographical information, details about flora and fauna.

Inferences

From the study we can understand that Kuravanci dramas give us information on
literature, dance and music existing in the time when the drama was composed.

We also find sociological, anthropological, historical, cultural, mythological and
geographical, topographical information in abundance in addition to information on

flora and fauna.

A Dictionary of South Indian music and musicians by P.Sambamoorthy (Edition:1952, Madras), defines
Dvipadaas a musical form figuring in operas and set to time. It is a distich or a couplet. It is referred to as
Irandadikkanniin Tamil and consists of two lines of poetry.

A Dictionary of South Indian music and musicians by P.Sambamoorthy(Edition:1952, Madras), defines Daru
as a story song figuring in operas and dance dramas. The word is derived from the ancient musical form, druva.
9Tanjore as a seat of music by Dr.S.Seetha describes Pada to signify the words of a prabhandha type of
composition. It is descriptive of the glory and of the nayaka to whom the prabhandha is addressed.

A Dictionary of South Indian music and musicians by P.Sambamoorthy (Edition:2007, Chennai), defines
Padya as metrical literary forms found in operas.
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Many Kuravanci dance drama-s have lost their importance and popularity after
demise of that particular King to whom it has been addressed. The decrease in
popularity and performance as well as information regarding Kuravanci’s
performances can be attributed to the abolition of Devadasi system, since the main
performers in the drama-s were Devadasi-s.

In the Kuravanci dramas we find a mix of both Ghana raga-s like Todi, Bhairavi as
well as raga-s which give a folk flavour (enhanced by the metre and simple language
used which can easily be understood even by a lay-man). Hence the popularity of
these dramas was relatively more which is proved by the vast number of Kuravarici-s
that has been composed in both India and Srilanka.

A study of Kuravanci dramas help us to understand the characters from different
social strata, since details about their behaviour, dressing and way of speech can all be
deciphered by analysing the text which is essential both in the view point of a

performing artiste as well as a dance/music historian.

References

1.
2.

© ® =2

A Kuravancici of Risivintam. Chennai: Institute of Asian Studies, 2005.

GovindarasaMudaliar, Ka.Ra, Panniru Pattiyal Merkol Suttirangaludan, The South

Indian Saiva Siddhanta works

Jayaraman, Dr.Na.Vi. Sittrilakkiya Tiranayvu. Chidambaram: Manivasagar Pathippagam,

2011.

Mohan, Dr. Nirmala. Kuravanci Illakkiyam. Chidambaram: Manivasagar Pathippagam,

1985.

Mudaliar, Papandasa. Kumbesar Kuravarici Natakam. Chennai: Dr.U.V.Swaminatha Iyer

Library Publication-3, Vasantha Press, 1944. Print.

Raghuraman., Dr. S. History of Tamizh’s Dance. Chennai: Nandini Pathippagam, 2007.

Saptarshi, Mahakavi. Mohini Vilasa Kuravanci. Tanjore: Sarasvati Mahal Library, 1985.

Seetha, Dr.S., Tanjore as a seat of music, University of Madras, Chennai, 2001

Suvaminathaiyyer, Dr.U.Ve., NinaivuManjari Part 2, Kalaimagal Kariyalayam, Chennai,

1944

. Venugopalan, V. Ainthu Tamizhisai Nattiya Natakangal. Tanjore: Sarasvati Mahal

Library,1990.

14



